




Content s  xi Art for 189 Design and the 

Art's Sake Play Insti nct 

1 The Beautiful and 203 Slack Black 
the Useful Black 

4 The Designe r� 213 The Art 
Problem of the Package: 

Tomorrow 

7 The Symbol in and Yesterday 
Visual Communication 

218 The Third 

14 Versatility D ime,,sion 
of the Symbol 

225 The Complexity 

24 The of Color 

Trademark 
227 Word 

39 Seei ng P ictur es 

Stripes 
230 The Lesson of 

45 Imagination cezan,,e 

and the Image 
233 Polit ics 

48 Integrating of Design 

Fo rm and Content 
237 Inte grity 

79 Ideas and Invention 
Abou t Ide as 

87 The Meaning o f 
Repetit ion 

101 The R ole 
of Humor 

114 Tho Rebus 
and the Vi sual Pun 

137 Co llagB 
and Montage 

143 Yesterday and 
Today 

149 Typographic Form 
and Expressio,, 

177 About 
Legibili ty 

181 The Good Old 
"Neue Typografio" 

vi i  





The hardest thing ro see 
is what is in fronr of voor eyes. 

-Goethe 



Tho dosi{/ner. engaged in the mournful 

businoss of tombstono cnrving. 

demonstrates his skills with humor ond 

ingenuity on this eighteenth century 

grovemarker. 
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Art for 
Art's Sake 

This book is a compilation of my writing 

thot has appeared in tho p a s t -much 

of it in Thoughts on Design.  My interest 

has always been in restating the 
validity of thoss ideas which, by and large, 

have gulded artists since the time of 

Po/yclitus. I believe that it is only in the 

opplicotion of those timeless pri'ncipfes 

that one can even begin to achieve a sem ­

blance of quality In one$ work. It is 

the continuing relevance of these ideals 

that I n1ean to emphasize, especially 

to those who hove grown up in a world of 

punk and graffiti .  

Unless otherwise indicated, all illus­

trations shown in this book are chosen. as 

a matter of convenience. from my own 

WOif<. It would be impossible to list o/1 thOS9 

who over the yeors hova helped moko 

this book a reality. I am indebted to my edi ­

tors at Yale and to my wife for her assis-­

tance in typing and editin g .  To my friend. 

Mario Rampone. I owe a special debt 

for hi's infinite patience and inexhoustible 

supply of typ9 proofs. 

Weston. CT. December 1984 

In 1890 Maurice Denis said: "It is  well 
to remember that a picture-before being 
a battle horse, a nude woman, or some 
anecdote-is essentially a plane surface 
covered with colors, assembled in a 
certain order.'' He was saying about de• 
sign what Vasari in the sixteenth century 
had already eloquent ly put into words: 

"Design is the animating principle of 

all creative processes.-

Words such as design, fonn, beauty. 
plastic, aesthetic .  artistic. creative, and 
graphic are hard to define. Each word 
has more than one meaning and involves 
subjective interpretation. The expres• 
sion graphic dBsign is rich in meaning but 
difficult to pin down. To most people 
design means decoration: wallpapers. 
fabrics, fashions, and floor coverings. 
and the term graphic or graphics refers 
to the printing industry, or to printmaking 

(the lesser of the so-called fine arts). 

Yet the expression graphic design 

often draws a blank from many people. 
(The term was used b y  W .  A. Dwiggins 
in a statement which first appeared in tho 
Boston Transcript. August 29. 1922, 
as follows: "Advertising design is the only 
form of graphic design that gets home 
to everybody:· Whether Dwiggins is the 
original sourco of this appellation is a 
matter of conjecture.) 

The Oxford English Dictionary devotes 
two columns to the word grophic(s): 

among its meanings are drawing, paint• 
ing, lettering, writing, etching. engrav• 
ing,. vN'id, clear. It devotes four columns 
to design: a plan, purpose, intention, 
model. arrangement, decoration. This 
plethora of meanings is too broad 
and imprecise to b e  clear. Perhaps tho 
term commercial art once widely 
used, better describes the metier of a 
graphic designer. But it. too, is not 
sufficientty specific to b e  truly meaning• 
ful . Snobbery as well as the lack o f  
clarity about rts scope may have con­

tributed to the terms gradual 
disappearance from the graphic arts 
scene today. 

The defin itions of what a des igner 
does are equally broad and imprecise. 
Specifically, a graphic designer is 
one who creates ideas that are expressed 
in words and/or pictures. and generally 
solves problems of visual communication. 

tt:ems re<:iuiring the work of a graphic 
designer before they can be printed or 
produced include: price tags. cata •  

logues, newspapers. magazines. post· 
ers, brochures, advertisements. 
books. book jackets. stationory. logo­
types, packaging, product nomenclature 
(nameplates), signs-in short. anything 

involving the visual manipulation 
of words and/or pictures. 
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I Jt:lri Kouwonhoven. 
·o.,q, and Chaos 
Tht American ():suus1 of Art.� 
�>fa Truth i$ Beue, than 
Nor.. (Ch,cago and London, 
1982), 208 

Design focuses more on conception 
than it does on execution. The designers 
creative efforts in the form of sketches. 
plans, or verbal descriptions are often 
intended to b e  executed by others: type­
setters, printers, papermakers, modol 
makers. The design for a postage stamp 
or a tombstone may be conceived by 
a designer, but it cannot come to fruit ion 
without tho skills of o printor or o 
stonecutter. 

The revolution in modern painting, with 
its emphasis on form, on abstraction, 
on visual relationships, on unorthodox 
methods and materia ls ,  has played its part 
in focusing attention on the design of the 
total surface rather than on anecdote 
or subject matter. This too has contributed 
to the change of label from commercial 

art to graphic design. in which emphasis is 
given not to hackneyed. l iteral illustration 
but to signifiet1nt form, meaningful 
ideas, metaphor, wit, humor, and exer• 
cises in visual perception. 

-Wo know," says John Kouwenhovon.' 
•that where we perceive no patterns of re• 

lationship, no design, we discover no 
meaning." Graphic design is essentially 
about visual relationships-providing 
meaning to a mass of unrelated needs, 
ideas, words, and pictures. It is the 
designer� job to select and fit this mate,. 
rial together-and make it interesting. 

"'The reason," Kouwenhoven goes on to 
say, "apparently unrelated things b e •  
come interesting when w e  start fitting 
them together .... is  that the mind� 
characteristic employment is the dis-­
covcry of meaning, the discovory of 
design." He says, further, "'The search 
for design. indeed, underlies all arts 
and all scioncos .... Tho root moaning of 
the word art is. significantly enough, 

'to join, to fit together' .... " 

xiii 

The ideas that have colored our wey of  
seeing and thinking about design are built 
on th e  beliefs established at the begin-­
ning of  the twentieth century. Essentially, 
the ideals of the art of representation 
were replaced by those of formal design. 
whether these ideas stemmed from the 
unorthodox visual concepts of Cezanne 
or Picasso, or from the equally provocative 
concepts of tho symbolist writors and 
artists {St8phane Mallarme, tmile 
Bernard, Mauri� Denis). 

Tho designers work, like any good a r t •  
ist!s, is unique. He produces one design, 
one advertisement, one poster. even 
though his work gives birth to countless 
reproductions-no different from the 
one painting that is reproduced in numer• 
ous art books and catalogues. The 
designer who creates something entirely 
new is no rarer than the painter who 
does the same. And he, like the painter. is 
susceptible to the same influences: 
to history. t o  other painters and designers, 
to Lascaux, to Egypt. to China, or to 
children. 

That graphic design is generally con· 
sidered a minor art has more to do with 
posturing than it docs with reality. 
The paucity of great art is no more preva• 
lent among designers than it is among 
painters, To be sure, there is  a basic 
difference between graphic design and 
painting. But that difference is one 
of need and does not preclude consid• 
eration of form or quality .  It merely adds 
more stress to the normal difficulties 
entailed in producing original work. 



1. Th6opble Gautef , 
Pre face to Made� M�in 
cPaos, 1835!. 

2. Benedetto Gr1vagouoto. 
Adolf LOO$ 
(New YOf1c, 1982), 12 .  

In the nineteenth century Th8ophile 

Gautier (1811, 1872) expressed his con , 

tempt for the utilitarian in art in such 

utterances as: "Nothing is truly beautiful 

except that whic h  can se rve for nothing .... 

Whatever is useful is ugly,"' This was .. art 

for arts sake." And when Adotf Loos, 

the same man who in 1908 wrote "Orna­

ment and Crime," commented: ''Art 
must be stripped of practical goals,".t he 

was echoing the convictions of a great 

many art:is-ts and art lovers. The quandary 

still exists today. ls it any easier to cate­

gorize the des ign of a Mir6 poster than it 

is to categorize a printer's device by Hans 

Holbein, the magnificont medals by 

Pisanello. an elegant magazine covor by 

Bonnard? 

Attempts to reconcile the formal and 

practical were made at various times in 

the early part of this century (circa 

1921-30) by, for example, the Russian 

Constructivists. dedicated to a program 

of good design for mass consumption. 

They were largely responsible for the 

attitudes many today profess in the fields 

of design. painting, and sculpture and 

demonstrate that a special point of view 

is as important as a special skill in 

achieving distinguished work. 

xiv 

The flatbroom, 
a Shaker invention. 
circa 1800 



The Beautiful and 

the Useful 
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L Jd:n Dewey, 
"Et,._..i Th,ngs: 
An IS £,t(JClicf'IC(l 
ti-e,v Yo,k. 1934). 26. 

Shake, door laich, 
Pfeasam Hill, Kentucky, 
l>/Cil 1850 

"Ideals ought to aim ot the transformntiort 

of reality.·· 
- William Jarnes 

Visual communications of any kind, 
whether persuasive or infomlative, from 
billboards to birth announcements, 
should be seen as the embodiment of 
form and function: the integration of the 
beautiful and the useful. Copy, a rt.  
and typography should b e  seen as a liv� 
ing entity; each element integrally 
related. in harmony with the whole. and 
essential to the execution of a n  idea. 
Like a juggler. the designer demonstrates 
his skills by manipulating these ingre• 
dicnts in a given space. Whether this space 
takes the form of advertisements, peri• 
odicals. books, printed forms. packages, 
industrial products. signs. or television 
billboards. the cr iter ia are tho same. 

That the separation of form and function, 
of concept and execution, is not l ikety 
to produc,e objects o f  aesthetic value has 
been repeatedly demonstrated. Simi• 
lorly. any system that sees aesthetics as 
irrelevant.. that separates the artist from 
his product, that fragments the work 
of the individual o r  creatos by committee. 
or makes mincemeat of the creative 
process will in the long run diminish not 
only the product but the maker as well. 

Commenting on the relationship 
between fine ar1 and useful or technolog· 
ic.al art. John Dewey writes: ""That 
many, perhaps most. of the articles and 
utensils made at  present for use are 
not genuine ly aesthotic happens. unfor• 
tunately ,  to be true. But it is true for 
reasons that are foreign to tho relation of 
the 'beautiful' and 'usefu l� as such. 

3 

Wherever conditions are such as to pre· 
vent the act of production from be ing 
an experience in which the whole creature 
is alive and in which he possesses his 
living through enjoyment.. the product will 
lack something of being aesthetic. No 
matter how useful it is for special and lim• 

ited ends. it will not be  useful in the 
u ltimate degree-that of contributing 
directly and liberally to a n  expanding and 
enriched life� '' 

The aesthetic requirements to which 
Dewey refers arc, it seems to me, 
exemplified by the Shakers, who believed 
that "Trifles mako perfection but p e r •  
faction itself is no trifle." Their religious 
beliefs provided the fertile soil in 
which beauty and uti lity could flour ish. 
Their spiritual needs found ex.pres• 
sion in the design of fabrics ,  furniture, 
and utensils of great beauty, These 
products are documents o f  the simple life 
of the people, their asceticism, their 
restraint their devotion to fine craftsman• 
ship. and their sensitivity to proportion, 
space, and matorials .  

In the past. rarely has beauty been 
an end in its-elf. The magn ificent stained 
glass windows of Chartres were no less 
utilitarian than was the Parthenon 
or the Pyramid of Cheops. The functio n  
o f  the exter ior decoration o f  the great 
Gothic cathedrals was to invite entry; tho 
rose windows insid e  prov ided the 
spirit1.1al mood-a symbiosis of beauty 
and utilit y .  
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The Designer's 
Prob le m  

t I use the term la'f()Ul here 
becavse or it s popvtar eiecept• 
en,ce. I � prefer instead 
to use the te<m compos11ton 
(as rt 1s us.ed ,n pa nt1ng). 

2. The reader may wish to 1ef&1 to 
Wi!ecnski. The Modem Moveme/ll 
in Art INe-.•1 YOft.. 19341. io: � 
des,cription of the ar tist's memal process� in a-eating" work 
Of&n 

3 .  Jo,s(lph P1 CO(l1 .  
Leisure: The Basis oi rurure 
(New YOffc, 1952>. 25 

To believe that a good layout is produced 
merely by making a p leasing arrange­
ment of some visual miscellany (photos, 
type. illustrations) is a n  erroneous con,. 
ception of the graphic designers fonct ion.' 
What is implied is that a prob lo,n can 
be solvod simp ly by pushing things around 
until something happens. This obvi-
ously involves the time-consuming unce, ­
tainties of ttial and error. However, 
since the arti.st works partly by instinct. 
a certain amount of pushing around 
may be necessary. But this does not imply 
that any systematic, unifying, ropotit ive 
idea should be avoided out of hand. 

As a rule ,  the experienced designe, 
docs not begin with some preconceived 
idea. Rather. the idea is (or should 
bo) the result of careful observation, and 
tho dosigr1 a product of that idea. In 
order to so lve his problem effectively, 
the designer must necessari ly go 
through some sort of mental process� 
Consciously or not. he analyzes, 
interprets, formulates .  He is aware of the 
techno logical developments in his 
own and kindred fields. Ho improvises 
or invents new techniques and com­
binations. He coordi,,ates his material 
so that he may restate his problem in 
terms of ideas. symbols, pictures .  He rein •  
forces his symbols with appropriate 
accessories to achieve c larity and interest. 
Ho draws upon instinct and intuition. 
He considers the spectator's feelings and 
predilections. Briefly, the designer 
experiences. perceives. analyzes, orgall­
izcs. symbol izes. synthesizes. 
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This is largely what the design or h;is in 
common with al l  thinking people. 

"According to Kant man's knowledge is 
rea lized in the act of comparing, 
examining. relating. distinguishing. 
abstracting, deducing, demonstrating­
all of which are forms of active 
intellectual effort:'J 

The designer is confronted, primarily, 
with three classes of material: a) the 
given-product, copy, slogan, logotype, 
format, media. production process; b) the 
formal-space, contrast proportion, 
harrnony, rhythm, repetition, l ine, mass, 
shape, color, weight, volume, value, 
texture; c} the psychological-visual per· 
ception and optical illusion problems, 
the spectators' instincts, intuitions, and 
emotions as we ll as the designer's 
own noeds. 

As the material furnished him is often 
inadequate, vague, uninteresting, or other• 
wise unsuitable for vi sual interpre-
tation, the designer's task is to restate the 
problem. Thi s may involve discarding 
or revising much of  tho g iven material. 
By ana lysis (breaking down of the com• 
plex material into its simp lest compo­
nents-the how, why, when, and where) 
the designer is a ble to begin to state 
the problem. 

This nowspapet advertisamont was 
addressed to people fomilisr with the Morse 
code. To the gtmeral public. unfamiliar 
with these symbols. they nevertheless served 
as a po wsrful attsntlon -compslling dsvice 

(1954/. 
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Magazine cove,. 
Apparel Arts. 
1939 
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1he Symbol in 

V11u11 Communication 

I RudOi Koci>. 
'll>B BooJ: of s,�ns 
l.oodon.19301,2 

2 The f f:rt.Y1g0t Boo< of Ch:,ngos 
�cw Yo,k, 1950). 

Because graphic design. in the end, 

deals with the spectator, and because it 

is the goal of tho designer to be p e r •  

suasive or a t  least informative. it follows 

that the designer's problems are 

twofold: to anticipate the spectator's 

reactions and to moet his own aesthetic 

needs. He must therafore discover a 

means of communication between him­

sett and the spectator (a condition 

with which the easel painter need not 

concern himse lf ) .  The problem i s  

not simplo; its very complexi ty  virtually 

dictates the solution-that is, the 

discovery of an image universally com­

prehensible, one that translates abstract 

ideas into concrete forms. 

It is in symbolic, visual terms that the 

designer ultimately realizes his percep­

tions and experiences; and i-t is in a 

world of symbols that man lives. The sym­

bol is thus the common language 

between artist and spectator. Webster 

defines the symbol as ''that which 

stands for or suggests something else by 

reason of relationship, association, 

convention,  or accidental but not inten­

tional resemblance; espeei ally, a 

visible sign of something invisible, as an 

idea, a quality or totality such as a 

state or a church; an emblem; as the lion 

is the symbol of courage: the cross is 

the symbol of Christian ity. 'A symbol is a 

representation which does not aim at 

being a reproduction.' (Gob let d'Alvielle)." 

The words simplified, stylized, geometric, 

abstract, two•dimensiona l, flat, non• 

representational, non-mimetic are com­

monly associated, sometimes incor­

rectly, with the term symbol. It is true that 

the depiction of most distinctive sym­

bols does fit the i mage these words help 

to character ize visually; but it is not 

true that the symbol has to be simplified 

(etc.) in order to qualify as a symbol. 

The fact that some of the best symbols 

are simplified images mere ly points 

to the effectiveness of simplicity but not 

to the meaning of the word per s e .  In 

ossonce, it is not what it looks like but 

what it does that defines a symbol. 
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A symbol may be depicted as an abstract 

shape, a geometric figure, a photo-

graph, an illustration, a lotter of the alpha­

bet. or a numeral. Thus a five-pointed 

star, a picture of a lntle dog listening to his 

masters voice, a steel engraving of 

George Washington, and the Eiffel Tower 

itself ore oll symbols. 

Religious and secular institutions have 

clearly demonstrated the power of 

the symbol as a moans of communication. 

It is significant that tho crucifix, aside 

from its religious impl ications, is a dem· 

onstrat ion of perfect form-a union 

of the aggressive vertical (male) and the 

passive horizontal (female). It is not 

too farfetchod to infer that these formal 

relations have at least something to 

do with its endurance. Note the curious 

analogy between Occidental and Oriental 

thought in tho follow ing excerpts: 
Rudolf Koch, in The Book of Signs . com­

ments: "In the sign of the Cross, God 

and earth are combined and are in harmony 

... from two s imple lines a complete sign 

has been evolved. The Cross is by far the 

earliest of all signs and is found every •  

where, quite apart from the concepts of  

Christianity."1 In the Book of Changes 

(Chou Yih) it is stated: •The fathomless­

ness of the male and female principles 

(Yang ond Yinl is called God." This concep­

tion is illustrated by the t'ai chi symbol 

ex,pressing the "two regulating powers 

which together create all the phenomena 

of Nature.• The essence of Chinese 

philosophy is revealed in the expression: 

"All th ings are produced by the action 

of the ma le and female principlos:'1 
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Any visual image mby serve 

IJ$ a symbol irrBspactlvo of style, 

degroo of obstroctlon, 

or r11!1Jtionshlp to thlJ rstJI thing. 



Here the symbol is a by•product 
,esulting /,om o problem of form-that i s .  
the opposition of the vertical nnd 
horizontal planes. At the sams time it 
suggests the dignity and se1enity 
of the cruciform. 
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15 cents per copy 

The cross on this cover is designed 

to sugge st a pai r  of shears cutting up th e 

map of Czechoslov8kia. 

At right miscellaneous elements: 

type, illustrlltlon. nnd trademark ure unified 

by means of the cruciform, 

Vol.l/Number9 
November, December� 1938 

Magazine covsr, 

Direction, 
Magazine advertisement, 
Westinghouse Electric Corporation, 
1961 1938 
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Th9 symbol in this orrongement 

is tho plus sign. 

Booklet cover, 
New York Wctld'.s Fair, 
1939 
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In this illustration the form is li>tcn• 

sifi9d by dramatic norrntive association. 

The literal meaning changes accord• 

ing to context: the formal quality remains 

unchanged. 

• 

• 

Magazine cover, 
Dir9ccion, 
1940 
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Versatility 
of the Symbol 

1. Amedee Ozenfam, 
Foundations ol Modem Arr 
(New York. 1931). 249. 

The same symbol can express many 
different ideas. It is potentially a highly 
versati le device. By juxtaposition. 
association. and analogy the designer 
is able to utili ze its effectiveness to 
fulfi ll a specific function. 

Disti nguishing betvveen the literal 
and plastic meaning of forms, Ozcnfant 
declares: "Every form has its specific 
mode of expression (the language of plas­
tic) independent of its purely ideolog-
ical significance {language of the sign)."' 

The ci rcle as opposed to the square, 
for instance, as a pure form evokes a spe­
cific aesthetic sensation; ideologically 
it is the sign of eternity, without beginning 
or end. A red ci rcle may be interpreted 
as the sign of the sun. the Japanese flag, a 
stop sign, an ice-skating rink. or a 
special brand of coffee .. . depending on its 

context. 

Perfume bortle, 
gold wire and crystal, 
1944 
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One-sheec 
N. Y. Subw:°ster (redrawn) 

1
94
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Brochure, 
IBM Corporation, 
1981 

Newspaper 8dv8rtisemem. 
Frank H .  loo Co .. 
1946 

IBM 
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now ABOUT THIS INFLATION ? 

LEE HATS 
)$0_.M __ ..... ',N.'f 
1 .. - ... ..,w .. , .... __ _ 
ilo 6o .-.CC-.--• .. °"""""·· ·  .... "' ... h--ol,1,--
@ 

We ore not Po! lti((II EOM0tnlm. 
V-.f/: moke hots ... lM I-IOI$, 
&.,11""1 Vi$ do know; The,c -s one woy 10 ,rop inflo1oQf'I, 
pe<hops rh& only wqy ..• thol's by production. 
And MOt• producrlon. 
Not l\1$1 1/p ,sorvice. 6'J1 by diggi"9 in. by mokitlg ,,,.,,. thlr,g,s for $Ore peoplt. 

In cur cc:e, lee Hou . . .  tl'l()(e lee Heu. 
Thot «ills tor n'\Of'e worke4,, , We htr.cf 11-m, 
That co!ls. for more MC<hifltr'Y,. ,We bought it. 
Thor call� fo, o lo�er plct11., ,W♦'ro pc.11tlng it up. 
Thor coll, for odvtlll'IC•d methods ..• Y..'t hoV9 lho,m, CNen ,o the ext�• of using the la!cst lW 
electronic developm(IMS to okl � flnc old 011 of fine ho-Trrok.ing, 
We plodgo c:,vr$01vitS 10 moko ord soil more Lee Ho1, in 1946 

lhcln in e,ny ')'OOt sll'IC4 our foundlog �xty �ri ogo. 
Thor, proo\l(;l!on . .. our conuibvlion to rho w:ry 
rcol f ight ogoirul inft01i0n. 



. g ., 

- - - -

.. 



Brochure cover. 
U . S .  Navy, U .S .S .  Lexington, 
1959 
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Brochure, 
Autocer Corporation, 

1942 

Poster, 
Aspen Design Conference, 

1982 
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Brochure. 
Coordinator Inter American Affairs, 
1943 

Poster, 
Aspen Design Conference, 
1966 

Os ovtoes de combott' j opo� rorn fflO peculi or i dode, o s.ev m01or ♦ bli�odo, mos o 

cobit'IO do pil oto ntio o ♦• 
Porq\lC, scgundoo M:leotogio iciPOM!O, o m6qvinc, ♦ moi, !)(CCiOSQ quc o vi do hvmono. 
Os no:r:is, de oulro l odo, »crl fkom $Cl/$ p1op1tCn onc:K.Os, :.evs enf erMos incvroveis e 

�vs demerue,s, Toi o•nie l hos s,erve de obst 6c.vl o. Oel el"de-111 1omb$m qvo qve,m q\,l'l;r (l\/0 

Em noao oplnh!io. um ser no vol o mols qV¢ vmo m6quino, mois qve vfflO f6bti<O 

initel ro I 
Soguncb noao c6ctioo. o 'Vida 

A velluce tem dl relto o obrlgQ; w 
proto¢o • plodado 

A noMO ver: o lll llligO ...ao, O 
mol6rlo.. na tome, na fal kl deGOfflVfl 

Enlre o ponro cit: '1111a dol IICIZis • o 

22 

fO w vivldo ,,. cm poi, liwemc111� 9 c:om $0vdt'. 

f ermos, o 1r o10me1110; <n de1nen1es, pel o menos o 

et'n de ouuo ro�o. O l 11imigo st pe,,$0nilko no 
i,6cs, no igoorondo e no mi�rio. 
ouo - qi.rol � o verdodeiro? 
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The Trademark A trademark 
is a picture. 
It is a symbol 
a sign 
a n  emblem 
an escutcheon 

. . .  an image. 

There are 
good symbols . . .  
like the cross. 

There are 
others . . .  
like the swastika. 
The ir meanings 
are taken 
from reality. 

Symbols 
are a duality. 
They take on 
mean ing 
from causes 

. . .  good or bad. 
And they give 
mean ing 
to causes 

. . .  good or bad. 

The flag 
is a symbol 
of a country. 
The cross 
is  a symbol 
of a relig ion, 

The swastika 
was a symbol 
of good luck 
unt il 
its mean ing 
was changed. 

24 

The vitality 
of a symbol 
comes 
from effective 
dissemination . . .  
by  the state 
by the community 
by the church 
by the corporation. 
It needs 
attending 
to get 
attention. 

The trademark 
is a symbol 
of a corporation. 
It  is not 
a sign of 
quality . . .  

it is a s ign of 
the qual ity .  

The trademark 
for Chanel 
smells 
as good as 
the perfume 
rt stands for. 
T his 
is the blending 
of form· 
and content. 

Trademarks 
are animate 
inanimate 
organ ic 
geometric. 
They are letters 
ideograms 
monograms 
colors 
things. 
Ideally 

they do not 
illustrate 
they indicate 

.. .  not 
represent 
but suggest . . .  
and are stated 
with brevity 
and wit. 

A trademark 
is created 
by a des igner 
but made 

b y  a corporation. 

A trademark 

is a picture 
an image . . .  
the image 
of a corporati on. 

Magazine advertisement, 
Wesi;nghouse Electric Corporation, 
1963 
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and the race to outer space Ir ••n is to ,each the other planets . . .  
and gtt b3ck to Earth . . .  ho ha.a throe immodiato choices: (l) A conventional 

rocket, many times the size or anything now existing. (Z) A rendezvous in 

• 
\ 
• . 

orbit, where the spaceship would be asscabled. (3) An atoaie-powered rocket 
ahip. Bocauao atomic poYer's orticiency is the highest, many experts btlitvo the 
practical choice tor space exploration is an atomic roekot eniine. 

Westin&houso and Aerojot General art now working •1th AEC•s Los Al�o 
Soie�tiric t..abo�•tory to design such Aq engine. This industry-government tea.a is 

working under tho direetion or the Joint Space Nuclear Propulsion Ottice or the 

AfJC and I/ASA. You ean be sure • • •  it 1t'S Westinahouse b 

25 



T. V. Billboard, 
Westinghovse Etecttic C(J(poration, 
1967 

Newspaper advenisement, 
Westinghouse Efectdc Corporation. 
1968 
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The symbol for Westinghouse (1960) 
as it appears today is an adaptation of an 
earl ier trademark. The problem was to 
transform a n  existing lackluster emblem, 
consisting of a circle, a W, and an under• 
score, into something unique. Updating 
ar1d modernization were a byproduct and 
not the focus of this program. The final 
design, which c-omprises a circle, a 
series of dots, and lines. was intended to 
suggest a printed circuit One of the 
c-omments this design evoke d  when it was 
being presented was that it resembled a 
mask. Although this idea was never in­
tended, I believo thot the effectiveness of 
this symbol is d u e  panly to its 
anthropomorphism, 

28 

The mask, s ince recorded histor'y, 
has serv ed many functions: to disguise, 
to pique, to s imulate. to enhance. to 
identify, or simply to entertain. Not unlike 
the mask, the trademark is a potent 
and succinct means of communication­
for good or for evil, 

like all such llrtilact.s, the com mask 

shown horo serves a ceremonial ns well 

as a procllcol lunction. Thost1 broidad 

corr, masks were worn at agricullurol les­

tivals of tho Iroquois. 







Traderru,rk, 
He/bros Warch Company, 
1944 

Trademark, 
Conso/rd8red C,gar Company, 
1959 
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Trademark. 
Colorforms, 
1959 

Trademark, 

United Parcel Service, 
1961 
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The need tor simplicity is demonstrated 
in the blurred image of the ABC trade4 

mark. How far out of focus can an image be 
and still be recognized? A trademark, which 
is subject to an infinite number of uses, 
abuses, and variations, whether for com­
petitive purposes or for reasons of 

Self-expression, .. cannot survive unless it 
is designed with utmost simplicity and 

, 

34 

restraint-keeping in mind that seldom 
is a trademark favored with more than a 
glanco. Simplicity implies not only 
tm aesthetic ideal but a meaningful idea, 
oither of content or form, that can be 
easily recalled 

, 



Trademark, 
American Broadc,asting Company. 
1962 
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Trademark. 
Tipton Lakes Corperarion, 
1980 

Annual Repon cover, 
Cummins Engine Company, 
1979 
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Seeing Stripes 

• 

Nature has striped the zebra. Man 
has striped his flags and awnings, ties 
and shirts. For the typographer, 
stripes are rules; for the architect they 
are a means of creating optical illusi ons. 
Stripes are dazzling, sometimes 
hypnotic, usually happy. They are univer­
sal. They have adorned the walls of 
houses, churches, and mosques. Stripes 
attract attention. 

-w-- _.ft 

•------

Cover design, 
PM Magazine, 
1938 
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Poster, 
IBM Gallery, 
1970 

. n Jacket des,g
ld

, nd Company, Paul Thsobo a 
1952 

41 



The stripes of the IBM logo serve 
primarily as an attention getting device. 
They take commonplace letters out 
of the realm of the ordi nary. They are 
memorable. They suggest efficiency and 
speed. The recent spate of striped 
logos in the marketplace attests to their 
effectiveness. 

Visually, stripes superimposed on 
a cluster of letters tend to tie them to• 
gather. This is especially useful for 
complex groupings such as the letters 
IBM, in which each character gets 
progressively wider, thereby creating a 
somewhat uncomfortable, open­
ended sequence. 

1 1 1 1  

I 

I I  

◄ - ,  

I I  
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Packc1ge designs. 
IBM Supptv Kit. 
1979 
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Imagination 
and the Image 

1. It L. W..encken, 
fuJ!>dice.s: A SeJer:lion 
�'t!w Yo,k, 195$, 27, 28. 

Folder, 

IBM C0tpc1ation, 
1973 

Trite ideas, or unimaginative translation 
of  those ideas, are often the result not of 
poor subject matter but of poor inter­
pretation of a problem. In the absence of 
a fresh visual solut ion. subject matter 
sometimes becomes the scapegoat. Such 
difficulties may ar ise if a) the designer 
has interpreted a trite idea with a common­
place image; b} he has failed to resolve 
the problem of integrating form and 
content; or c) he has failed to interpret the 
problem as a two-dimensional organi­
zation in a given space. He has thus 
depr ived his visual image of the potential 
to suggest perhaps, more than the 
eye can see.  

Orig inal ity 
and Subject Matter 

Ideas do not need to  be esoteric to be 
original or exciting. As H. L Mencken says 
of Shaw's plays. " The roots of each one of 
them are in platitude; the roots of every 

45 

effective stage play are in platitude." And 
when he asks why Shaw is able to "kick 
up such a pother," he answers. "For the 
s implest o f  reasons. Because h e  practices 
with great zest and skill the fine art o f  
exh ibiting the obvious in unexpected and 
terrifying l ights:'' From Impress ionism 
to Pop Art, the commonplace and ev en the 
comic str i p have become ingredients 
for the artists caldron. What Cezanne did 
with apples, Picasso with gu itars, Leger 
with machines, Schw ittcrs w ith 
rubbish. and Duchamp w ith urinals makes 
it clear that revelation does not depend 
upon grand iose concep·ts. The problem of 
the artist is to defamiliarize the ordinary. 



Magazine advertisement 
Wesringhouse Elecuic Corperation, 
1962 

Bolb packaging. 
Westinghouse Electric Corporation. 
1968 

@ westl niflouse 

_ ...,.. 
Fresh water and electrtcity._from one supe1-factol)' 
f!lltj'� 1-.lt"' {ac!J)fy du,1 <..,. rrod-s-kllo .. ,tu i,{ d«1rk: p,w,,u - •nd • 
d� um. timf:' c..\c ,._t t,.., t he 1n NJ m)b-i• Jri.-l,bk ,1 111c, rr.c uf $<> milloi>tl ll'd� 1 J1y. 
Tiu(\ (IIO'O$h f<l"'W ,nd w•= for • 1�h...,,, nf h.olt • millic.,,. 
No ,x.h wp<t•fa«ocy (lQJIJ •n>-..i,,rn i.-, 1M worl,,I. Sqc ,'t':. Bu( \\'oc:ini;ho•nl' i, boJdinf 
• ,_J� Y<r.>tl .,( l hU)'l«ffl {(>I' lll tk.:11k: 111illty io t"e> Q ,u,y hhn,,11. \\�( h(I( fr<m lh (  
.. 1tt...., """'" , .. .u.,"' "'"' .. ..., .. "...., '"'" ,,, t,..a. br • 11 .. ,,1, .iu.1m.i; .... � 
r,.,,ilinr abun4>nc dcn,id ,y ,nd W><tt fnr S,J....,y

, 
"d•inllou:c ,nd home.,..._ And ., • 

k,o,·(c con d..111 -• (..-i,uin .....,ny �-thf worll 
\\ •c1df11.b-Cltl bull lu� ot -..11. l<'t "''tltc ruptr-hro>tin f<:< tlt«rii:-11tiil:>l'f 
;.,, .y -.a aru. And • tac,tdUOo'1dtW>cs, .ck:nd,a mt)' rind t pffldc-)1 w-iy co hll'I� 
chr� frnmK .. "'aar i, ,he .. .,� f"'""-y..., con l,c ..,,. ••• if ;,•• W<Mint�· 
! � ....... �• /O•l,ff•O'lil-tb 7�•'17 00! lf<'mot�Jt, 
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If artistic quality depended on 

exalted st1bject matter, the commerci81 
t1rtist, as well as the advertising 
agency and advertiser. would bB in a bad way. 
For yBars I havo worked with light 
bulb manulocturers, cigar mtJkt,rs, distiller.;, 
and others whose products are not 
visually unusual .  A light bulb is almost as 
commonplace ss sn apple, but If I fall 
to make a packagt1 or an advt1rtisemt1nt for 
liQht bulbs that is lively and original 
i t  will not be the light bulb that is at fault. 

47 
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Integrating 
Form and Content 

2. Roget Fry, 
"SomG Oues1,ons in Esthelic$� 

Tfflnsfoanatio,,s 
(London, 19261, 24. 

Roger Fry, commenting on the problem 
of integrating representational and formal 
elements, states: "This may, perhaps, 
give us a hint as to the nature o f  such com• 
binations of two arts, namely, that co• 

operation i s  most possible where neither 
of them is pushed to the fullest possi• 
bilitics o f  expression, where in both a cer• 
tain freedom is left to the imagination, 
where w e  are moved rather by sug­
gestio n  than statement. "2 

Visual statements such as illustrations 
which do not involve aesthetic judgment 
and which are merely literal descriptions 
of reality can be neither intellectually 
stimulating nor visually distinctive. By the 
same token, the indiscriminate use 
of typefaces, geometric patterns, and 
abstract shapes {hand o r  computer 
generated) is self-defeating when they 
function merely as a vehicle for self• 
expression. The visual statement on the 
other hand, that seeks to express the 
essence of a n  idea, and that is based on 
function, faf.ltasy. and analytic judg• 
ment is likely to be not only unique but 
meaningful and memorable as well. 

48 

In practice. when a design is submitted 
for approval, it is prettie d  up with mat and 
cellol)hane and judged as an isolated 
frag ment. Under such conditions, and in 
the absence of competition, the purely 
conventional type of illustration may 
seem qu ite effective. However, for an ad­
vertisement to hold its own in a com� 
petitive race, the designer must steer clear 
of visual clich8s by some unexpected 
interpretation of the commonplace .  He 
does this partly by simplifying, by 
abstracting. by symbolizing. If the result •  

ing visual image is  in any way ambigu­
ous. it may be supplemented by one that 
is more clearly recognizable. 



Catalogue cover. 

Musettm of Modem Arr, 

1957 

In the examples that follow. the abstract, 
geometric forms (attention·arresting 
devicBs) tBnd to  dominate, while the represen· 
t(ltional images play a supporting role. 
The complcmonttJry relationship between these 
two types of images is dramatized when 
human expression is introduced. 

• 
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Jacket design, 
Pamheon, 
1964 

Cover design, 
Vinrage Books, 
1958 

51 



24asheet poster. 
Twentieth Century Fox, 
1950 
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Annual Report cover, 
Wesringhouse Electric Corpcration, 
1971 

Magazifle adverr;semenr, 
Jacqueline Cochran, 
1946 

h!ghl:r ,rmdlfont. tbln cno.1fn tc wc::.r unlier 
yo'.lr Cil�mi·o!c�e !o�nd,.tk•n •.. :h a.n;w'l� :? :. �-l bu:-

"1""'1 .,,,,,,y" JACQUELIXR CO GURA� 

·-··--... · · · · 
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Ark of Cnti tude .. .  

Newspaper adverrisemenr ,  
Frank H.  Lee Company, 
1947 

Jacke1 design, 
Pamheo,t 
1963 
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There are, however, insttJnces when 
recognizable images tJrll of sufficient plastic 
expressiveness to make the addition 
of geometric or abstract shapes superfluous. 

The Portrait 

in the Renaissance 

by John Pope-Henne-ssy 

57 



Magaiine advertisement. 
Wesringhouse Elecrric Corporarion, 
1962 

Jacket design, 
V\l.iuenbom, Schultz, Inc., 
1946 

C 

4 pl,tnxco:, or :aodtu, AIWrl ca If tl>f M• ,:,:ill.o 
•u ,tlili: cccp,.�)" . h _. 110 raot�leit, N1111t110111r•• M �u .. t• AM- �- t,(I Al$9tftlf, but Jut · u , lallt' 
lbe/Jl pr,obleu, ��� C<I ... 1;1:, •UII IK'llll-111 90lou ..... 

.. J:•"'• • n<:11>1: or •�1,.,. ooop&111t•• n ...,I\UllllOtot. 
Otlt 11r u,e: b a. vo•:, or Hlt•U•t• 11> 0•• ••"•I'd! labor•• 
IOl'lN ... &: Pl.t\Olrl<='&)I 1'110 40 olutt ll(llbiel �t fHk t>ulc 
km•l�. 11kt U.. s,:'N,11\lf>& .t 11'71! b)' HIIU, Md tllt or!it a 

or aqnotl.tc . ou.1: IHll�vH .,.1tt11U� 10 WU.:,,e a19ly 
bf,,uo la.o•l

"41t u tl\11 _, 11•11 ,t1111 or all �1 .... ... uuo,.a.1 
o,r.:o, . .lM al C..ni<k, , ... a., .. It ,uu ..... u .. c INIIP -... 
11H11etl',U Job ,. Ill u,1,1< •bG<.lt ol.!l•t ,r,o<IUU on bl- :IH!fd In u .• 
.-..,1oa.,, l:o:.t JI) <>r I� ,,.ara (IC-l'J(le. 

Ottt of u,,. 1'.l.M of U•l�JdJ:C U ••ulac\Ot,1H IN.ff c- ., .... 11111, 
NVM- fll OtNt!O -r. ti.. l•IJ'All\l .,,.1 .. '" 1'olu1 ••  
,11.rHt1KttJ,:, , .... uto..• •td OIIIU •o•UfC)IO-.ui• , .... :orc ... lt. 

171• ■e111 ...... .. nlt 4: l"N-:h�- 11:.nu•t■ 111 ll>I pl.It 
Ut u,, fftl Jl<>&:C<;lff or .... \>,\ti 111 � fvlij tt. 
Y•u e,,, t. ... ,. · · ·  t: tt•, Westtnghouse 
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Origins of Modern Sculpture 



Megazins advertisements. 
JacquelinB Cochran. 
1944 

\.-
leg m>kcup ;'� 

. . .  the cocl. 

your !:.-cslrry 
l>':dgc� 

lcl stm haw 
a btntlM.1;· 

drme! p,.lr 
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I 

this 

is the house 

that ,fao/11('111'" 

built . . .  

,, 
r� 

>.._, '-

t: 

� lO 

l merry-sc-round t,:in ... 2.00 .,...,. '< .. 

2 mer:;-go•rouncl body lotion ... l.00 o1r,,, ,..._ 

l :norry-gc-roc.nd p1:lf •.. l.'2!> p1.,, ,.,, , 
4 juolosne :rio . • .  2.7;> .,.... ,.,. 
S jico]ogno !Jowor girden . . .  9.75 ,.,.,. •�· 
6 j,2,cologne bed.; uchot • . .  2.50 "'"' to• 
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7 pict b:,,�b bubble:, •.  2.00 and l.00....,. ..,, 
a plne bltb so1p ... 3 ukec boxed, 2.C!0-

9 pur-:o kit . . .  l.'75 pi,.,,.,_. 
10 :1eb.tt pi11ow: ... 2.50 111.,, •o• 
11 bath mitt . . .  2.00 11''-l "So 

, 
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Cover desjgn. 
Vjnrage, 
1956 

Jacker and book des;gn, 
Alfred A. Knopf, 
1945 

American 

Essays 

Henry James 
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Edited, with 

on introduction, by 

Leon Edel 

. . . 

. 
. ' .� . . 

o,;' •' 
-- �· .J. - � ' - . 

A Vinta e Book 95' 
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Book ilfustration tvariation), 
Listen/ Listen! 
Harcourt Brace & World, 
1970 

Magazine advertisement, 
Westinghouse Electric Corporation, 
1963 
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To catt11 a Hummlngt)llll 

,,,,., ,&, �.ts,.tt�lf• .,,..,. f,N-, ,,,-••• 

s...,.... ,... ........ ,,_. ., .. �-IIIJ( �IP1i4 
11ti.• �ct-�a•ttdl,c,A __ ,.._,,t> n ..... ,Sur(, .,_,.._oo._, .. _.�-o•­
,..,...�\\�.._1,�1...,1«t111 
.'l,\SA,('� � f"CCfffll. 
• 111cloifll 9 ...... ,,,,. �«t,.r,,, .... UM Ill 1,,fi,l !Mft 

I"' h;)c,,r, iht 11-v ... ""''""°"' ;,....u._ k llw 
Gcm,.i ,-n ..«(nf, 1cr., ..,�t,y ,\kt>.Nd Afm-,,11. 
AM• 11M, -.t bis-Tk lll«ttriA 1odw lt,h 

11M��lllffllludiocuo,w.�,...._ A�"' """'".,,,,,., ,1,1 1',0.. --leoi,,w. 
� .... ,,i .. .,,.._,_.,.wJ.o._!lpt•·�­
iti...,,.,Tllt�il�. 
'flil Gtl"""�-� k • Pfi,.IO 1k klc 
-• r-1'-A ... W..ci �io.lttady .......... o-_,MC'N 
tH•�t.),i,a,a,,1-¥•"4.._,..,...._.........,._ 
\\ ,. OJI 1>1:-,, .•I i!'1 \\b,�. 
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Rudi Blesh 

Modern Art u:sA 
Men, Rebellion, Conquest· · · 

1900-1956 • 
• 

. . • • • 
• ·• 

• 

f 
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Maga1i11e cover, 
Direccio,1, 
1939 

Jacker design. 
Alfred A. Knopf, 
1956 

n1■rch 1919 • .• vollln1• 2 ■umlller 2 
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15 cents 



Magazine cover 

Direcrion 
' 

1941 ' 
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What we commonly understand as 
"or iginality" depends on the successful 
integration of the symbol as a visual 
entity with all other elements, po inted to 
a particula r  problem. performing a 
specific function consistent with its form. 
Its use at the proper t ime and place 
is essential and its misuse will inev itably 
result in banal ity or mere affectation. 
The des igner's capacity to contr ibute t o  
the effectiveness of the bas ic meaning of 
the symbol, by interpretation, addition, 
subtraction, juxtaposition, alteration. a d· 

justment, association, intensification, 
and clar ificat ion, is parallel to those quali• 
ties that we call "original. " 

71 

The Coronet Brandy advert isements are 
based on a common object-th e brandy 
sn ifter-in an imated form. The dot pattern 
of the soda bottle was des igned to sug­
gest effervescence; the  dotted back• 
ground is a v isual extension of the  bottle; 
the w aiter is a var iation of the sn ifter 
glass; the oval tray ind ividualizes for 
Coronet the  silver tray we used to see in 
liquor advert isements. 

Etched go�let 
Coronet Brandy. 
1942 



Magazine adverr;sements, 
Cresra Blanca Wine Company, 

194$, 
opposite. 
overleaf, 

1945, 
1946 
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• • •  • • • • • • • • •  • • • • • • • •  
. . . CORO .. . .. .... .. .. ... . · · · NET 

· · · · · · · · · · · · · · · · ·· 
• • • • • • • • • • • • • • • • • •• 
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The dividing llne between repr'9scn­

ttltionnl tmd nonrepresen tational lmages 

ls often ver y  slim. In this advertise-

ment for Ohrbsch S the wlndow shfJde 

ticts os a formal as well as a poignantly 

suggestive lmage {1946). 

75 



Occssionslly purely nonrepresenttJ· 
tionsl images function even more effectively 
without the support of explanatory 
illustrstion s -whlch tend to confino tm idea 
and limit the imagination. 
The spectator is thus able to see more than 

is actually portrayed. 

gu1llou111e apolllnalre 

Cover design. 
Wittenborn & Company, 
1944 
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the cubist painters 

Jacket design, 
Pantheon, 
1958 





Jacket design. 
Panthoon. 
1962 



Ideas 

About Ideas 
The source of the creative impulse is 

a mystery. Where do ideas come from? 

Any theory about inspiration must be 

offered with certain reservations. Ideas 

may come from anywhere. anything, 

any time, any place. For the most part. 

however, I believe that they spring from 

rather unromantic, sometimes un• 

expected, or even unsavory sources. 

The artist is a collector of things imag• 

inary or real. He accumulates things with 

the same enthusiasm that a little boy 

stuffs his pockets. The scrap heap and 

the museum are embraced with equal 

curiosity. He takes snapshots, makes 

notes. records impressions on tablecl oths 

or newspapers, on backs of envelopes 

or matchbooks. Why one thing and 

not another is part of the mystery, but 

he is omnivorous. 

79 

Wildly heterogeneous as his inspi ra• 

tional treasures appear, curiosity is the 

common denomi nator and the pleasure of 

discovery an important by-product. 

The artist takes note of that whi ch jolts 

him into visual awareness. Without the 

harvest of visual experi ence he would be 

unabl e to cope with the plethora of 

problems, mundane or otherwise. that 

confronts him in his daily work. 

These stencils were purcht1sed in a Paris 
pnint shop many years ago. The possible 
applications were many and varied. 
from book jackets to fnbrics to advertise­
ments. Formal rather than historic or 
fashionable considerations were reasons 
for uslng this typeface .  



A novel hy Peter Abrahams 

Author of Tell Freedom 



' 

Newspaper �dverrisement . 
G .H .P. Cigar Compeny; 
1957 

Book jacket. 
Alfred A. Knopf, 
1956 

�•?
v
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1'011'// _f,,,,f self-co1�fi<le11t 
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�re cover. 
1urocar Company, 

Ideas msy also grow out of the problem 
itself. which in tum becomes part of 
the solution. The coincidence of the letters 
OP in the mag11zine title with the i1'itials 
of the company division name-
Office Products -suggested this solution 
(IBM 1981). 
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Productivity: 
Freeing the sales force 
tose/1 ••. r------, 



The sources of pictorial ideas are with• 

out limit· s visit to the museum. a casual 

glance at a picture postcard, or shop 

window, or something sec,, the day before 

in a book or newspaper are potential 

stort1s of inspiration. This profile with a 

storing eve. which I recalled seeing 

in a book on Etruscan art prompted the 

idt111 for the illustration of this 1946 

Contoiner Corporation advertisement. 

The haunting eves are germane to the 

message the advertisement is designed 

to convey; 
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' ' 
THOA1AS 'ERSKINE on 'the Advantages of Free Speech 

When men can freely communicate their thoughts 
and their sufferings, real or imaginary, their 
passions spend themselves in air, like gunpowder 
scattered upon the surface; but pent up by terrors, 
they work unseen, burst forth in a moment, . . 

and destroy everything in their course. 
(�ex v.Peine,1792) 

Creet. ?does or we,tern Men . .  , Cone 
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Announcement card, 
The American Advertising Gvifd, 

1941 

• • 
• • 
• • 
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The American Advertising Guild 
33 East 27 Street 
announces an evening course in 
Adve,.lising Design 
presenting a logical approach to the 
problems of layout in a series 
oflaboratory sessions and rorums 
din,cted by Paul Rand. 
Aim: to create a new "graphic voice'' 
by investigati ng: sources 
of inspiration ... t.he relation of 
design to every day life . . .  the logical 
use of elements and mediums ... the 
organic application of forms to media . 
10 sessions $25 ... Guild members $15 
F'riday e""nings from 7:30 to 9:30 
beginning October 17, 1941. 
Samples of work must be submitted when 
registering ... Oet .. 10 from Sto 10 p.m. 
Registration will be limited 
and accepted in order received. 



leaning o f  

t ition 
The emo tional force generated by 
the repetition of words or pictures and the 
visual possibil ities (as a means of 
creating texture, movement, rhythm, in­
dicating equivalences of time and 
space) shou ld not be minimized. The pos• 
sibilities of repetition are limitless. 
Repeat patterns arn only one familiar form. 
There is repetition of color. direction, 
weight. texture, dimension, movement. 
expression, shape. and so on. Repetition is 
an effective way of achieving unity. 

The geometric pattems that adorn the 
surfaces of many Romanesque buildings 
demonstrate an awareness of the 
s ignificance of unity, scale, and the deco­
rative possibilities of repetition. The 
surpris ing and often humorous variations 
of the patterns are a lesson in how 
to avo id monotony. 

Repetition also means remembrance. 
The efficacy o f  a trademark, for example, 

is dependent less on its design than 
on its repeated exposure to public view.  
Famil iar things (e.g., dominoes on 
this page). as well as a touch of humor, are 
effective mnemonic devices. 
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The following are  but a few instances 
of our everyday experiences in which the 
magical, almost hypnotic, effects of 
repetition operate: the exciting spectacle 

of marching soldiers in the same dress, 
same step, and same attitude; the fascina• 
tion of neatly arranged flower beds 
of like color, s tructure, and texture; the 
impress ive sigh t  of crowds at football 
games, theatres, public demonstrations; 
the satisfaction we derive from the 
geometric patterns created by ballet 
dancers and chorus girls with identical 
costumes and movements; the feeling of 
order evoked by rows of methodicalty 
placed packages on the grocer's shelf; the 
comforting effect of the regularity of 
repeating patterns in textiles and 
wallpapers; the excitement we experi• 
ence at  the s ight o f  plane formations or 
migrating flocks of birds. 

Advertisement (detaifJ, 
Smith. Kline & French Labotacories, 
1946 
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Cover design, 
Apparel Arts, 
1938 

Advertisement, 
Dunhill Clothiers. 
1947 

• • • • • 
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Letterhead. 
Columbus. Indiana, Visitors Center. 
1973 

Folder. 
IBM CCl(>()fation. 
1984 

0 
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Annual Report 
lrwit>-Sweon,,y.Miller Founderion. 
1971 

Newspaper advemsoment 
Frank H. Lee Cc., 
1947 

1911 Annu�l Rf'port IY\\•in.Swccncy,M ill er Foundation 
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AdVert,sement, 
Ka!ser•Frazet Cor,:,orar,on 
1948 

' 

lllusuatton, 
Stafford Fabrics 
1944 

' 
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Magazine covsr, 
Direction, 
1943 

Poster. 
Museum of Modern Arr, 
1949 
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The House in the Museum Gorden 
...;__ _____ _ 

Admission: 35 cents Doily 12 to 7, Sunday I to 7 



Cover design, 
IBM Corporation, 
1982 

Magazine covsr. 
Idea: lnternstionaf Adverrising Arr, 
1955 
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Tha Rola 

of Humor 

f'l!ftS' Ink, 
ceni:>er 28, 1946. 

ge, fry, 
me Aspects of Ch1n()$6 AA." 
nsformatFons, 79-81. 

Readership surveys demonstrate tho 

significance of humor in the field of visual 

communication. The reference is not 

principally to cartoon strip advertisements 

or to out-and-out gags, but to a more 

subtle variety. one indigenous to the de­

sign itself and achieved by means of 

associati on, juxtaposition, size relation­

ship, proportion, space, or special 

handling. 

The vi sual message that professes to 

b e  profound or elegant often boomerangs 

as mere pretension; and the frame of 

mind that looks at humor as trivial and 

flighty mistakes the shadow for the sub­

stance. I n short, the notion that the 

humorous approach to visual communi­

cati on is undignified or belittling i s 

sheer nonsense. This misconception has 

been discredi ted by those entrepre• 

neurs who have succes.sfully exploi ted 

humor as a means of creating confidence, 

goodwill, and a receptive frame of mind 

toward an idea or product. Radio and 

television commercials have made tre� 

mendous strides in the use of humor as a 

potent sales device. And, as an aid to 

understanding serious problems in war 

training, as an effective weapon in 

safety posters,1 war bond sell ing, and 

morale bui lding, humor was neglected 

by neither government nor civi lian 

agencies in time of war. 
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Stressing the profound effects of 

entertainment Plato, in The Republic, 
declares: "Therefore do not use com­

pulsion, but let early education be rather 

a sort of amusement." The arts of 

ancient China, 2 lndia, and Persia reflect 

a humorous spi rit in the desi gn of 

masks, ceramics, and pai ntings. Ameri­

can advertising in its infancy also 

demonstrated this tendency toward 

humor in, for example, the cigar store 

Indian and the medicine man. That 

humor is a product of serious contem­

porary thought is revealed in the 

significant paintings and sculptures by, 

for instance, Picasso, Miro, Ernst, 

Duchamp, Oubuffct ... True humor,N says 

Thomas Car1y1e, ,.spri ngs not more 

from the head than from the heart; it is 

not contempt, its essence is love, it 

issues not i n  laughter, but in still smiles, 

which lie far deeper." 
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Cover des,gn, 
American lnsrirure of Graphic An, 
1968 

With children... " ... the benzedrine inhaler can 
be satisfactorily employed for young children for the relief of 
obstructive symptoms in the nasopharynx due either to 

infection or to allergic edema. No untoward symptoms were 

noted from the use of the inhaler." ::.!\�;�:.. ........ -. .... ..... 

. t 
Benzedrine Inhaler = ,  a better means of nasal medication ; ,. 

: = l 
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-111.!c Ml dl4te0 htN ulf!-. 
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1958 

B�k illustration 
Liscenl Liscenl , 
Harcourt B 19 race & World 

70 
, 
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Christmas rolls • round again • • •  with 1 ts ruerry voices, 

smiling !aces, happy rueetinge. It is a tirue to be gay, 
but also a time to review all the things we hope and 

wish tor, 

Above all elee, we hope and vish for peace and tran-, 

quilit7 at home and among the nations. 

Above all else, ve are grateful tor the manifold blees­

inga that flow from the good fortune of living in this 

wonderful land of ours. 

Also, we ot Q,H,P. are sincerely grateful for the many 
warm associations we have made and maintained in our 

world of business, Each passing year mall.es it more 

pleasant to pass this appreciation on t o  you. 

And so please accept our sincere wishes for a happ7 
holiday season for you and 7our family. May the coming 

year bring you all good things - health and happiness, 

peace and prosperit7, 

December , 1962 Q,H.P. Cigar Compan7, Inc. 



Poster, 

G.H.P. Cigar Company, 

1952 

Advenisement, 
Kaiser-Frazer Corporation. 
1948 
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Advertiser'$ of pharmaceuticals, 

more circumspect than othBrs. usB the light 

touch of humor for its soothing tmd 

profittlblc results. 

From the Menarche to the Menopause . . .  Woman requires 4 limes as much iron as man. 

I 
G 

Prospectus, 
Smith, Kline & French Laboratories. 
1946 

Poster, 
Interfaith Day Movement. lt>C,, 
1954 
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Inter aith Day 
Sunday Septe1nber 26, 1 p. m. 

Central Park Mall 

All Star Program 



Jacket design, 
Rinehart and Company, 
1946 

Lucius Beebe 
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Tlte kind of humor expressed by the 
··Dubonnet msn" (originated by Cassandre) 
is inherent in the design itself. 
The funny face and gen8ral attitude seem 
to suggest rather than to i ll ustrate e 
quality of conviviality. To adapt this figure for an 
American audience. th8 problsm 
was to impart this same spirit without altering 
the original visual concsption. 

0 

Magazine advertisement /detail), 
Oubonnst Corporation, 
1942 

, ,, 



MDgBzine adven1semems. 
Dubonnet Corporation, 
1943 

THAT MAN IS HERE AGAIN ... 

WITH AND 

Htre is OM tdl !Alt )'OU •di bebe,e, 
and Ii.le. be •1111 a IOt ol Olhtf people. 

the talt or a tall ttus ol Oobor"".Ct and Mlda Ju» r1eht 
for !lie t imn •nd lor your taiw. Oubotifltt and soda ,s rd1nh1f\l. 
tnM. economieal .  <ompltttly dllftrta-1 ancl �. A UI &lass, 
ce, Oubonntl, la Ml 31 oz. bot!lt Is mr modtrr.et, p,icedl ,  $Oda, 
,rd. da�ot I MIOCI if ,OU l ilt, is all )'00 nted, Tr, i tlonishl! 

•lltnt'#tf you dnr\ ••• dlinl • . .  

.... , .. IW'"'•·•• -•O'IU\A. �C.,. ,.._.-,,-. 
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"ha Re Tho Rebus 
,nd th• and the Visual Pun 

A single letter says more than a thousand 
words. The dual reading is what makes 
such images memorable . They amuse as 
the y inform. The U symbol is an experi4 

men t  in vi sual puns, as is the cover design 
for AI GA, wh ich combines a rebus 
(the eye for the letter I) and a coll ection 
of letters to produce a mask. Of the 
twenty-six letters of the alphabet, the 
le tters 8 and I are clearly the most 
graphic and least subjec t  to misinterpre­
tation. The rebus is a mnemonic device. 
a kind of game de signed to engage 
the reader and, inc identally, lots of fun. 

1 1 4  

The developme nt of any visual image 
must begin with some tangible idea, con­
scious or otherwise. It should c ome 
as no surpr ise that more often than not. 
c reative ideas are the product of chance, 
intuition, or accident ,  later justified 
to fit some pre vailing popu lar theory, prac­
tical need, or formal obsession. 



1 1 5  
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Cover des,gn. 
A/GA, 50 Books, 
1972 

1 1 6  
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LsttBts of the alphabet tum 
Ji1to piano keys. The name of Chopin 
reinforces the pun. 
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Adver,isement, 
Westinghouse Electric Corporation, 
1971 

Prospectus, 
New York Art Directors Club. 
1983 
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Newspaper ad 
Ohrbach, 

vertisement. 

1946 
s. 
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Cover design, 
Alfred A. Knopf, 
1960 

Book illvsrration, 
I Know a Lor of Things, 
Harcourr Brace & World, 
1956 

TRAPS 

tl ,vve//t, � 

l"'4r-? 

dJue/4 ¥' �u,HWtl(; 
,µil/.rr </ 

7M f .&/tt /, 'N vkr 
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Oh 
I lmow 

such 

a 

lot 

of 

things, 

but 

as 

I 

grow 

I know 

I'll 

ltnow 

much 

more. 



Cover des,gn, 
Harvest Books. 
1955 

Book cover 1/fustration, 
Alfred A. Knopf. 
1956 

' 

H89 Harvrst Books 
, 
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Visual interpretation of Maurtee 
Denis's 1890 defimt,on of Neotraditionism, 
/Design OuarrerlY, 19841. 

"It is well to remember 

that a Picture-before 

a � , or some 

is essential!½ a plane 

covered with 

in a certain order'' 
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being a 

Anecdote­

surface 

assembled 
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Jacket des,gn, 
Alfred A. Knopf, 

1955 

Cover design, 
Museum of Modern Art 
1949 

f Dr.Modesto 
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Prospectus, 
Yaf• UnNers1ty Sehool of Afl, 
1982 

� -- - - ---------- -��- ,- - ----------- - - - - - --- ---
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Yale Unlventty School of Art 

,Graduate Pro9ram 

• 
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A printed circuit and simple 
silhouette of D hand suggest both player 
and instrumsnt. 

130 
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Poster, 
Museum of Modem Art 
1941 

Poster. 
U. S. Department of the Interior. 
1975 
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The "visual pun·· ctm be 
as persuasive ss it is informative 
and ontertaining. 

Advertisement. 
G.H.P. C,g,,r Company, 
1952 
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Poster, 
IBM Corpcf8/l()fl, 
1981 





Magazine cover. 
Jazzways Inc., 
1946 
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Collage 
and Montage 

It \s a truism that the fundamental 
problem of the advert iser and publisher 

is to get the message into the reader's 
mind. Commonplace images and unimag· 
inative visual ization afford the spec� 
tator little reason to become engrossed 

in an advertiser's product. Rad io and 
television advertisers. who use media by 
wh ich it is possible for studio and home 
spectators to take part in the proceedings, 
have discovered the value of audience 
participation. Producers of print advertis­
ing. on the other hand, must devise 
methods of engaging the eye and atten­
tion of  tho reader in a manner consistent 
with the pr inted form. P icture puzzles, 
cryptograms. quizzes. memory tests, and 
teaser dev ices have been employed to 
this end from time to t ime. 

Contemporary graphic design tech,,iques, 
resulting from exper iments and discov• 
eri es in the f ields of psychology, art, and 
science, s1.1 ggest many possib ilities. 
Among the great contr ibutions to v isual 
thought is the invention of collage. 
Collage and montage permit the integra· 
tion o f  seemingly unrelated objects 
or  ideas in a single p icture: they enable the 
designer to indicate s imultaneous 
events or  scenes which by more conven• 
tional methods would result in a 
series of isolated p ictures. The complex 
message presented in a single pic -
ture more read ily enables the spectator to 
focus his attention on the advertiser's 
message. 
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Contemporary as it may seem, the 
concept of simultaneity takes us back to 
ancient China. The Chinese. aware of  
the need for a means of expressing in one 
picture s imultaneous act ions or mul-
tiple events, devised a forrn of oblique pro­
jection. They also devised a means of 
showing one object behind, above, or be· 

low another by free dispos ition of 
elements in a composition, completely 
disregarding the illusions of visual 
perspective. This was essentially a 
method of fonnal izing or  neutraliz ing the 
object. It was a transformation resulting 
in formal arrangements rather than 
conventional illustration. In one sense 
montage and coll age are integrated 
visual arrangements in space, and in an­
other sense they arc absorbing visual tests 
that the spectator may perce ive and 
decipher for himself. He may thus partici• 
pate directly in the creative process. 



WestinghousB Elecrric Corporation, 
1970 

Advenisement. Penn/Brite papers, 
New York & Pennsylvania Comf}8ny, 
1964 

1970 Annual Report 
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Folder. 
IBM Corporat,on, 
1978 

b f des,gns. 
L
a 

• D st,lfers Inc,, Schenley 1 

1942 
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In this 1953 Olivetti advertisement 

the juxtopositlon of objects ond visual 

techniques 8f8 in contrast. 

01/vettl L11tt11ra 22 

�. ' 0 .--•,'l ) 
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Yesterday and 

Today 

I. JoM Dewey, 
*The N&tursl History of F0tm, .. 
An 8S Experience 
( New York, 1934), 159. 

Disputes ari si ng between the two 

schools of typographi c thought, the trad;­

tional on the one hand and the modern 

on the other are, i t seems to me. the fruits 

of mispl aced emphasis .. I beli eve the 

real difference lies in the way space is in­

terpreted: that is, the way in which an 

image is placed on a sheet of paper. Such 

incidental questions as the use of 

sans-serif typefaces, lowercase letters, 

ragged settings. primary colors, etc., 

are at best variables that tend merely 

to sidetrack the real issue . 

.. But great original artists," says John 

Oewey, ··take a tradition into themselves. 

They have not shunned but digested 

it. Then the very confl ict set up between it 

and what is new in themselves and in 

thei r envi ronment creates the tension that 

demands a new mode of expression:•• 

Understanding modern and traditional in 

this light the designer is able to bring 

together in a new and logic.al relationship 

tradi tional graphic forms and ideas and 

.. new" concepts based on a contemporary 

point of vi ew. This union of two suppos• 

edly divergent forces provides conditions 

that lead to fresh visual experiences. 

, 
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In advertising one is often faced wi th 

the problem of conveyi ng a quality of age. 

In the example that follows, traditional 

ornaments combi ne wi th geometri c 

forms to establish new relationships. This 

transition from old to new may be 

accomplished by arranging these familiar 

devi ces in some surprising manner. 



This transition from old to new may 

be effected by unorthodox orrongemont 

of "traditional forms." 

-
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Brochure cover, 
IBM Corporar,o,,, 

1964 

Label design, 

Dubonnet Corporat,on, 

1942 
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Magazine advertisement., 
Disney Hats, 
1946 

Annual RePQr(, 
Cummins Engine Company, 
1962 

Our cus1om ii l imited 10 those few 

men in c::.cli commu.ni t)' who w,1111 a 
li.llt.'t h11t. •. :u'loll co whom price is s«(lrld:uy 
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Typographic Form 
and Expression 

One of the objectives of the designer to impart to the pri nted page a quality that 
helps to dramatize the contents. He is who deal s with type matter involves read• 

ability, Unfortunately, however, this 
function is often taken too literall y and 
overemphasi2ed at the expense of 

able to translate type matter into tactile 
patterns. By concentrating the type 
area and emphasizing the margin (white 
space}, he can reinforce, by contrast, styl e, individuality, and the very effec• 

liveness of the printed piec-e itself. the textural quality of the type. The result• 

ing effect on the reader may be prop• By carefully arranging type areas, spacing, 
size, and color, the typographer is able erly compared to the sensation produced 

by physical contact with metal type . 

From its very inception in 1897 every Autoear 
activity has trained the Company for its vital role 
in the war program. For 45 years without interruption 
it has aanufo.ctured motor vehicles exclusively, 
concentrating in the last decade on heavy-duty 
trucks of 5 tons or over. For 45 years Autocar has 
pioneered tho way J developing many history-ma.king 
11firsts11 in the industry: the first porcelain spark­
plug; the first American shatt�dri ven automobile; 
the first double re@,s.t,io}'.I_ gear, dri vej the first 

Brochure, 
The Autocar Corp0ta1ion, 
1942 
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! """ :r. 
:i: 
:r. :l: 
:l: 
:l: 
;;; ----
� circulating 011 system. For 45 ye· · • oca1· -
; insistence on mechanical perfection has wrought a. 
..,._ tradition of precision that is honored by every one :E of its master workers. These are achievements that 

§ only time can win. The harvest of these years, of this 
;±: vast ox_perience, is at the service of our govern­
,: ment. Autocar is meeting its tremendous responsi. 
� bili ty to national defense by putting its 45 yea.re' 
:= experience to work in helping to build for America 
:;:: a motorized armada such as the world has never seen. 
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How I My For I Most I 
do love soul the love quiet love 
I thee can tJnds thee need, thee 
love to reach, of to by freely, 
thee the when Being the sun as 

? depth feeling and level and men 
Let and out ideal of candle- strillf 
me breadth of Grace. every light. for 

count and sight day's Righi; 
the height 
ways. 



I I In I Wlth Smiles, I 

love love my love my tears, shall 

thee thee old thee lost of but 

purely, with griefs, with saints, all love 

•• the and a my thee 

they passion with love I life! better 

turn put my I love after 

from to child- seemed thee and, death. 

Praise. use h o o d's to with if 

faith .  lose the God 
breath, choose, 

: I 

I 
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Binding, jacket, and book design, 
Alfred A. Knopf, 
1945 

9. 
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Genesis: 3 
n,, .......... .,. .. � .................. .,,......., .. .., ...... 
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Cover desrgn, 
Design Quarterly, 
1984 

Advertisement 
Disney Hacs, 
1946 
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1 Rog91 Fry. 
"Se!'l$bli,v.· 
USr LecrtNes 
1 !.Udoo. 1939>. 22. 

With asymmetric balance. he is and in thus acquiring some sort of 

able to achieve greater interest. Bilatsrt,I aesthetic satisfaction. (For a more com• 

symmetry offers ths spectator too 

simple and too obvious a statement. 

It offers little or no intellectual pleasure, 

no challenge, For the pleasure 

derNed from observing asymmetric 

arrangements lies partly in overcoming 

resistances which, consciously or 

not, the spectator has in his own mind. 

prehensive discussion along these 
lines. see Roger Fry's essay "Sensibility.")' 

In ordering the space and in distrib• 

uting his typographic material 

and symbols. the designer is able to 

predetermine. to a certain degree, 

the eye movements of the spectator. 

Disney, Hatmaker since 1ggS 

r. Disney's 

in each community who p 

want a finer hat . . .  and to whom 

price is secondary 
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fabrics with a pedigree • • •  

0 
\ 0 t 

from the Stafford stallion . . .  
symbol of !hose famous Stefford fobtics • . .  

loomed in Pennsytvonio, printed 
in the li ttle Connecticut tow-n 

for which 1hey ore nomcd 

GOODMAN & THEISE, INC. 

16 Eo�I 34rh Street, New York 16, N. Y. 

Stoff0td Spring$, Conn,, Scron1on, Po. 
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Annual Report, 
Ct1nm11iJs Eng1iJe Comf»ny, 
1967 

------·-----
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A typeface that sometimes is descr ibed 
a s  having character is often merely 
bizarre, eccentric, nostalgic. or simply 
buckeye. 

To distort the letters of the alphabet in 
the style of Chinese calligraphy 

(sometimes referred to as chop suey 
lettering} because the subject 
happens to deal with the Orient is to 
create the typographic equ ivalent 
o f  a corny illustration, To mimic a woodcut 
style of type to g o  with a woodcut; 
to use bold type to harmon ize with heavy 
machinery, etc . • is cl ich8d thinking. 
The designer is unaware of the exciting 
possibilities inherent in the contrast 

of picture and type matte r. Thus. instead 
of combining a woodcut with a har• 
monious type style {Neuland), a happier 

choice would be a more fam iliar 

design (Caslon. Bodoni, or Helvetica) to 
achieve the element of surprise 
and to accentuate by contrast the form 
and character of both text and picture. 

, 
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Two letters from II Cmsta Blanca W'l'ne 

logotype (1943) demonstrate how 

the simple addition of ornament changes 

a commonplace latter (associated more 

with bold newspaper hudlines than 

with delicate vintage wines) to a mem­

orable image Here. contrast plays a 

significant role. 



Advertisement, 
Smith, Kline & French Laboratori'es. 
1943 

·•,;...,,, (,r« ( Ir \I die 1 
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,,_., t hcp,1 k11 1°, 

l11c.t1�1 �,,J C!f> l lno ..... 

,.,..1 •<•'"''° M, 
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By contrasting type and pict orial mbtter. 
the designer is able to create new 
combinations and elicit new meanings. 
For instonce, in the Air,,Wick newspaper 
advertisemont. the old and the new 
are brought into harmony by contrasting 
two apparently unrelated subjects­
nineteenth-ctmtury wood engravings and 
twentieth-century typewriter type. 

cooking sea food? 

unpleasant 

kitchen odors ! 

The surrounding white space 
ho/ps to sepbrate the tuJvertisement 
from its comJ)8titors. creattJs an illusion 
of greater size per square inch. and 
produces a sense of cleanliness and 
freshness. 

.. ... 1. 
u..t on!r 
llwl•l,.o!cl 
J�lot 
I� lo.\ .. """' 

·..eu�n"" 
Q.l�ll 
. ·-· 1_, ••• --.tty•!••"'· --� -�n,n 
..:.SM<la-:d r,_,.., •• r .. 1�1 i••· 
I.CtN � 
u $ ,.,_, 
1>11-, .;.,$.;....,,, 

, 

.-oo-,., Hlllt'y cluou; !181115 to oliatneto trosl':-p0lt1t !!Mlb. 
,t.-cf, 1:i l"rocUbly :a1aplo \o \1:10 /u:1t un,,;f.p U> o l>o\lh; pull 
o.i\ tt. wl,ilr. oOO •·wti.t gou \0 •ork. I\'; ;o o<:onosl<:nl. too. 

Advenisement, 
Seeman Brothers, Air-lM·ck,. 
1944 
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Ths numeral as a means of expression 

possesses many of the same qualities as 

the letter. It can also be the visual 

equivalent of time, space, position, and 

quantity: and it can help to lmport 

to B printed piece a sense of rhythm 

and irnmedlacy, 

I� >l\ru(t • .c,-.11 Ul'cQ.-.la' 
n,..,,, s.c..-. ,t -'�""' _,, • 

-I<,! u:1!1ma,,� I;, � P,.,t, ,-. 
di� I" �1-r ... ,, ...._Ct1�,-.. ...._ .. i;.c_ 

<It 1....,..,. r.·1'uc,..� '"'�-�,,.,..,._ 
.bll,,,, ol � .... , ,n_ ... -•w.•>< ·1!'1o 
-..Clldf<d!l'>th,. .... t...-,:,<ol 
hH ill � a.,., · •"' !�' · ,,-. (II;;� 

�« W'"-Ml4"t{'Jll�.q; 
U.1,W1111.u,,.n,,, t!I: o!l-n-wti 
,._,, .... 

Prospectus, 
Smith, Kline & French laboratories, 
1945 

Poster. 
New York Arr Directors Club, 
1963 
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Cover design, 
A. D. Magazine. 
1941 

Magazine cover, 

Direction, 
1945 
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The isolated letter affords a means 
of visual expression that other kinds of 
imagery cannot quite duplicate. 
Letters in the forms of trademarks, 
seals, and monograms-on 
business forms. identification tags. 
athletic jerseys, and even hand­
kerchiefs-possess some magical 
quality. They serve not only 
as status symbols but have the vir tue 
of brevity as well. 
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Poster, 
Resource Management: 

IBM Corpotation. 
1980 I 

Materials Conservation 
Ridesharing 

Environment Protection 
--- ---- -- - ---- - - -- - ---- - - ------· ---- · -



Jacket design, 
Alfred A. Knopf, 
1945 

Punctuution marks, as emotive. plastic 

symbols, htJve stuvcd the artist ss a means 

of oxpression in paintings as well :,s 

in the applied tlrlS. 
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Magazine cover, 
Direction, 
1940 

Booklet, 
Coordi1lator of Inter American Affairs, 
1943 
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J\1aganne adverrr scn,cnt, 
�,'lfesringhousc flccrr.1c Corporar.1011, 
l9Gl 
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F,po!og;a, p. 142. 

2 Mr Pr((lo'p,'es, p. 19. 

In a survey made by Clark Un iversity in 
1911 to ascertain Nthe relat ive legibility 
of different faces of printing typ es;• 
twenty-six faces of widely d issimilar 
designs were studied, among which were 
Caslon, Cen1ury, Cheltenham, and 
News Gothic. "Ye gods! and has it come 
to this?'' was the reaction of F. W. Goudy, 
the prolif ic type designer, to the results 
of the survey, which judged News Gothic 
to be " the nearest approximation of 
an ideal face."1 Th is tidbit appeared in 
Mr. Goudy\; Typologia, published in 1940 
b y  the Un iversity of Californ ia Press. 
Prejudice is not the only virtue of this book. 
In fact I found it utterly absorbing 
and hope that the reader's curiosity is 
suff icientl y aroused to look it up .  

Equally revealing. although sprinkled 
here and there with a number of miscell a­
neous ideas with which i1 is d iff icult to 
agree, is Stanley Morison's little book 
First Principles of Typography (Macmill an, 
1936). In referring to the design of tho 
title page, Morison dogmatically sta1es: 

"As lower case is a necessary ev i l, which 
we should do well to subordinate since 
we cannot suppress, it should be avo ided 
when it is at its least ra1ional and least 
attractive-in larger s izes."2 And the dis­
criminating reader will note both 
the sense and nonsense of the foll owing: 

"The main line of a title should be set in 
cap itals and, like all capitals. should 
be spaced" The first part of th is statement 
is ,  of course, clearly controversial; 
the italicized part is true most of the time, 
but not an of the time. 
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Both books, however, are full of scholarly, 
useful, and occasionally amusing information. 
1 say usetu\ because they spell out those 
aspects of type design and typography that 
have little to do with trendiness and 
that instead deal with those unchang ing, 
timeless qualities of good des ign. 

Before leaving th is very brief reference to 
legibility, it is well to remember that 
behavior patterns, habit. and famil iarity with 
a particular typeface seriously influence 
the judgment of the des igner and h is audi­
ence in matters o f  style, type selec• 
t ion, and readabili ty. Both Messrs. Goudy 
and Morison have demonstrdted that 
typographic objectivity is next to impossible. 
It is clear that taste. pre jud ice, trends, 
popularity poll s, and the foibles of the market ·  
place play some sort of role in affecting one's 

typograph ic judgmen t .  
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Title pages: 

Museum of Modem Art, 
1948 

l1Wttenborn, Schultz, Inc . . 
1948 

An Institute of Chic.ago, 
1949 
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l The Good Old 
�Neue Typografie" 

I 

In 1959 in a paper titled Typography U.S.A., 

the Type Director's Club announced: ,.At 
last a new form .. , an entirely new concept 
in typography has been realized, a 
typography that is purely Amer ican. This 
new typography, the product of con• 
temporary science. industry, art. and 
technology, has become recognized in· 
ternationally as the 'New American 
Typography ' ! "  

In the light of what has happened and 
what is happening in this field in America, 
it is ver y diff icult for me to understand 
this claim. This is not to say that the state• 
ment is del iberately mislead ing, but 
meret·y that I. personally, am unaware that 
anything of the sort is  occurring. 

The writer goes on to ask: "What is this 
new form?" My response: I don't know. 
And to the next question: ''What does it 
look like?" I can only say that the best 
of it looks like typography that could have 
come from Germany ,  Switzer land, 
England, Holl and, or France. Br iefly, it is 
an offspring of the International Style, 
wh ich means not only a blending of the 
ideas of d ifferent peoples but an interac­
tion of the different arts-painting, 
architecture and poetry: tho poetry of 
Mallarm8, the ideograms of Apoll inaire, 
the collages of Picasso and Braque, 
the montages of Hartf ield and Schwitters, 
the paintings of Doesburg and Leger ,  
the architecture o f  Oud and Le Corbusier. 

To deny the fact that American typog­
raphy is basically a continuation of, 
sometimes a retrogradation from, and 
sometimes an improvement upon 
the ''new typography'' which was nur­
tured on the continent of Europe, 
is to ignore the revolutionary impact of 
Cubism, Dadaism, and all the other 

"isms" of the early twentieth century, I t 
is also to over1ook the influence of 
movements such as de Stijl, the ideas of 
the Bauhau s, and the contributions 
of those who changed the face of tradi­
tional typography. 
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There i s  little question but that such 
a thing as American illustration or even 
American automobile o r  refr igerator 
design exists, Whatever their mer its, they 
are American, not Americanized. On 
the other hand.. I believe the Ne w American 
Typography can more accurately be 
called the New Americanized European 
Typography, given its origins. 

This is not to say that individual 
American designers have not made valu­
able contribut ions to typographic des ign. 
bu1 these contributions have been ma inly 
var iations of bas ic European principles. 
No r  do I mean to deny the fact that an 
American des igner such as Morris Benton, 
in redesi gning such typefaces as 
Garamond and Bodon i, has done sign ifi­
cant work In this connect ion, however .  it 
is my understanding that while the 
redes ign of typefaces or the creation of 
new typefaces is  vitall y important, 
the typeface is only one ingredient in the 
overall design complex. It provides 
only the what and not the how. Further• 
more, it is somewhat iron ic to note 
the very generous use of European type­
faces in the New American Typography, 
How many printed pieces use Venus, 
Standard, or Didot. not to mention the 
classical designs-Garamond. Caston, 
Baskerville, Bodoni, Bembo-all of 
European origin? 



1. This i s still uve today, 
even though Tschichofd 

lat(M switched to 
traditional typography. 

It is difficult for me to think of any 
single book on modern American typog• 
raphy that would, for example, equal 
the Swiss publication Typographische 
Monatsblatter, let al one such classics as 
Tschichold's Die Neue Typografis. 
Typographishe Gestaltung, or even his 
later, more conventi onal Designing 
Books. In 1929 Douglas C .  McMurtrie 
wrote Modem Typography and Layout, a 
book which contained some excel-
lent illustrative material as well as some 
schol arly text. The makeup of this 
book. however, was in the modernistic 
style-a rather questi onabl e example 
of typography, American o r  otherwise. 

No fair4 mi nded person, American 
or European, can deny the infl uence of the 
American designers Goudy. DeVinne, 
Bruce Rogers, and Dwiggins on both 
Ameri can and European typography. 
However, when we compare the 
enormous impact o n  modern typog­
raphy of just one Eu ropean design e r -
Jan Tschichold'-there is l ittte doubt that 
the influence of the aforementioned 
designers has been far more limited. 

Before we are able to evaluate the 
New American Typography, we must 
necessarily place it in its historical 
context-a rather difficult undertaki ng 
for designers, people engaged in doing 
rather than philosophizing. I believe 
that at the present time we are too cl ose 
to the trees to evaluate the situati on. 
No doubt in time we can hope to produce 
a more indigenous ki nd of typography, 
one which satisfies our basic needs 
through original formal solutions, rather 
than one which is obsessed wi th a 
style. I am afraid that at the present time 
it is impossible for me to answer the 
questi on, "What is this new form?N 
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Good typography. American or other­
wise, is not a question of nationality but 
of sensitivity to form and purpose. In 
the twenties. when Tschichold wrote his 
revol utionary book on modern typog• 
raphy, he di d not call it German or Swiss 
or French, he called it simply-Die 
Neue Typografie.  

Twenty-five years have passed sines 
the foregoing was written .  If there is a 
typography uniquely American, it seems to 
be largely nostalgic, with the revival of 
such undistinguished typefaces as Book­
man-chosen, I suppose. because it is 

judged to b e  more legible, more earthy. or 
less cJesigny. N Spenceritm flourishes 
and Victorian dingbats are also high on thB 
agenda. Others. attempting to updi.lte 
the New Typography, seem infatuated 
with kitsch and concerned more with 
novelty than with form, with results that 
are merely bizarre. This is equally true 
of much of today S arch#ecture .  

It is my belief that only ons style, bassd 
o n  aesthetic and practical principles and 
idsologically different from the classical 
psst. hss endured through these years. 
It has bsen variously described as the new 
typography or modern typography, 
and most ohen identified with the Swiss.  
As Cubisn, is to modem painting, the 
so-called Swiss style is to modern typog­
raphy and design. The term Swiss is 
used not to designate a geographical re­
gion, but to indic ate a genre-a kind 
of design international in origin. influence, 
and practice. It interprets visual space 
differently from its predecessors and is dis4 

tinctly separated fr'om traditional typog­
raphy b y  asymmetric page arrangements, 
carefully chos en typefaces (usually 
s1ms serif), and strict avoidance of super• 
fluities. Though not precise. the tem1 
Swiss seems appropriate sines the Swiss 
h1we been the most methodical and 
consistent practitioners of this ort. How­
ever, International Style would be a 
more accurate designation. 

Jacket design. 
Wiaenbom, Schultz, Inc., 

1951 
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Poster, 
U.S. Depattment of the Interior. 
1974 

Type design, 
Westinghouse Electric Corporation, 
1961 
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Annwl Repcrt, 

Wesringhouse Electric C()(poration, 
1974 

Switzerland Builds 
G .  E .  Kllltr Sob 
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Desi gn and the 

Play Instinct 

•. Le Corbusier, 
TheModu.bt 
�<Igo, MA. 1954). 220. 

2.G3benHighet. 
The Art of Tenching 
New York, 1950), 194. 

3 CMw6r de Ge,o,ges 8roqu6 
(P,o,, 19d7J, 33. 

"/ demand of art," say s  Le Corbusier. 

"the role of the challenger . . .  of play and inter• 
play. play being the very manifestation 
of the spirit."' 

The absence in art of a well-formulated 
and systematized body of literature 
makes the problem of teaching a perplex• 
ing one. The subject is further compli• 
cated by the elusive and personal nature 
of art .  Granted that a student's ultimate 
success will depend largely on his natural 
talents, the probl em still remains how 
best to arouse his curiosity, hold his atten­
tion, and engage his creative faculties. 

Through trial and error ,  I have found 
that the solution to this enigma res ts, to a 
large extent, on two factors: the kind 
of problem chosen for study, and the way 
it is posed. I bel ieve that if undue 
emphasis is placed on freedom and self ­
expression in the statement of a prob­
lem. the result i s  apt to be an indifferent 
student and a meaningles s solution. 
Conversely, a problem with defined limits, 
with an implied or stated discipline 

(system of rules) that in tum is conducive 
to the instinct o f  play, will most likely 
yield an interested student and, very 
often, a meaningful and novel solution. 

Two powerful instincts exist in all human 
beings wh ich can be used in teaching. 
says Gilbert Highet: one is the love of play. 

"The best Renaissance teachers. instead 
of beating their pupils, spurred them 
on b y  a number of appeals to the play prin­
ciple. They made games out of the chore 
of learning difficult subjects-Monta igne's 
father. for instance, started him in Greek 
by writing the letters and the easiest 

words on playing cards and inventing a 
game to play with them .... , 

189 

Depending on the nature of the prob­
lem, some or all of the psychologi cal and 
intell ectual factors implicit in game­
playing are equally implicit in successful 
problem-solving: 

mot ivation skill excitement 
competition observation enj oyment 
challenge analysis discovery 

stimulus perception reward 

goal judgment fulfillment 

promise improvisation 
ant icipation coordination 
interest t iming 
curiosity concentration 

abstraction 
di scretion 
discrimination 
economy 
patience 
restraint 
exploitation 

Without the basic rul es or disc iplines, 
however. there is no motivation, test of 
skill, or ultimate reward-in s hort, no 
game. The rules are the means to the end, 
the conditions the player must under­
stand thoroughly and work with in order 

to participate. For the student the 
limits of a well�statcd problem operate in 
much the same way. "Limited means, · ·  
says Braque, "beget new forms, invite cre­
ation, make the style. Progress in art 
does not lie in extending its lim its, but in 
knowing them better."� 

Unfortunately, in some of our schools 

l ittle attempt is  made to  guide the 
student's thinking in a log ical progr'8ssion 
from basic design to applied design. We 
are all famil iar with the so-call ed practical 
problems formulated by a teacher in 
an at tempt to dupli cate the cond itions 
of industry- the atmosphere of the 
advertising agency, for example .  Such 
problems are frequently stated in the 
broadest terms with emphasis, if any, on 
style and technique in advertising, 

rather than on interpreting advertising in 
terms of visual design principles. 





t.Alfrcd NO!th Whitche&d. 
The Aims of Educirion 
(llewYo,1(, 1949). 21. 

f>.lbld, 24. 

The Romanesque church 

Without spec ific formal limitations 
and without the challenge of play, both 
teacher and student cannot help but 
be bored. The product may take the form 
of a superficial (but sometimes "profes• 
sional looking") l iteral translation of  the 
problem. o r  of a meaningless abstract 
pattern or shape, wh ich. incidentally. may 
be just ified with enthusiasm but often 
with specious reasoning, 

Similarly, there are badly stated problems 
in basic design that stress pure aesthetics 
and free expression without any re· 
straints or practical goals. Such a problem 
may be posed in this fashion: arrange a 
group of geometric shapes in any manner 
you see fit, using any number of colors, 
to make a pleasing pattern. The results of 
such vagar ies are sometimes pretty. 
but mostly meaningless or monotonous. 
The student has the illus ion of creat• 
ing great art in an atlnospherc of freedom, 
when in fact he is handicapped by 
the absence of certain d isciplines which 
would evoke ideas and make play ing 
with those ideas possible, work absorb· 
ing, and results interesting. 

The basic design problem, properly 
stated, is an effect ive vehicle for teaching 
the poss ib il ities of  relationships: harmony, 
order. proportion, number', measure, 
rhythm. symmetry, contrast, color. texture, 
space. I t is an equally effective means 
for explor ing the use o f  unorthodox 
materials and for learning t o  work within 
specific limitations. 

To insu re that theoretical study does 
not end in a vacuum, practical applications 
of the bas ic principles gleaned from 
this exercise should be undertaken at the 
proper time (they may involve typog • 
raphy, photography, page layout, d isplays, 
or symbols). 

Badia de Fiesole exhibits surprising 
playfulness on every inch of its 
facade. (c. 850) 
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The student learns to conceptualize .  to 
associate, to make analog ies; to see a 
sphere, for example. transformed into an 
orange, or a button into a letter, or a 
gro up of letters into a broad p ictur e. "The 
pupils," says Alfred North Whitehead ,  

"have got to be made to feel they are 
stud ying something, and are not merely 
executing intell ectual minuets."4 

If  possible. teaching should alternate 
between theoretical and practical prob· 

lems, and between problems with 
tightly stated ''rules" imposed by the 
teacher and problems w ith rules implied 
b y  the problem itsetf. Bu t this can 
happen only after the student has been 
taught basic discipl ines and their 
applicat ion. He then is able to invent his 
own system for "playing the game." 

"A m ind so disciplined sho uld be both 
more abstract and more concrete. I t  has 
been trained in the comprehension 
of abstract thought and in the analysis 
of facts."' 

There are many ways in which the 
pla y  pr inciple serves as a basis for serious 
problem.solving, some of which are 
discussed here. These examples ind icate, 
I believe, the nature o f  certain discipl ines 
and may suggest the kinds of problems 
that will be useful to the student as well 
as to the teacher o f  design. 



6 .  The New York Times Magazine. 
Oecembe< 15, 1963. 

Crossword Puzzle 
The crossword puzzle is a variation 
on the acrostic, a word game that has been 
around since Roman times. There have 
been many reasons given for the popular• 

ity of the game. It fulfills the human 
urge to solve the unknown; i t  is orderly; it  
represents, according to the puzzle 
ed itor o f  the New York Times, "a mental 
stimulation . . .  and exercise in spelling 
and vocabulary•bu ilding.N• But the play in 
such a game is l imited to finding the 
exact word to fit a specific number of 
squares in a vertical and horizontal 
pattern. I t allows for little imagination and 
no invention or aesthetic judgment. 
qualities to b e  found in abundance, for ex• 
ample, in the simple children's game, 
tho Tangram. 
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TheTangram 
The Tangram is an ingenious little 
Chinese toy in which a square is d ivided 

into a special configuration. It consists of 
seven pieces, called tans. five triangles, 
one square, and one rhombus. The 
rules are quite  simple: rearrange to make 
any kind of figure or pattern. 

Here is one possibility. Many design 
problems can be posed with this game in 
mind; the main principle to be learned 
is that of  economy of moans-making 
the most of the least. Further, the game 
helps to sharpen the powers of obser· 
vat ion through the discovery o f  resem­
blances between geometric and natural 
forms. It helps the student to abstract: 
to see a triangle, for example, as a 
face, a tree, an eye, or a nose, depending 
on the context in which the pieces are 
arranged. Such observation is essential  
in the study of visual symbols. 



i. 0-iang Yee, Ch,nese Ca.'T:,grephy 
•lmo, 1938), 167. 
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Hokusai's Drawing 

This drawing is reproduced from the 

first volume of Hokusai's Rapid Lessons in 
Abbreviated Drawing {Riakougwa 

Hayashinan. 1812). In the book Hokusai 
shows how he uses geometric shapes 

as a guide in drawing certain birds. This 

exercise may be compared to the Tangram 

in that both use geometric means. 

The Tangram, however, uses geometry a s  

an end in i tself-to indicate or symbolize 

natural forms-whereas Hokusai uses 

it as a cl ue or guide to illustrati ng them. In 

the artists own words, his system 

"concerns the manner of making designs 

with the aid of a ruler or compass, 

and those who work in this manner will 

understand the proportion of things." 

Chinese Characters 

This character for the word tan (sunrise) 

is desi gned within an imaginary grid .  

Geometry functions here in a manner si mi• 

Jar to the illustration above, namely 

as a guide to filling the space correctly, but 

not to produci ng a geometric pattern. 

The Chinese character is always written 

in an imagi nary square. The nine•division 

square, invented by an anonymous writer 

of the T'ang dynasty, has been employed 

as the most useful. because it prevents 

rigid symmetry and helps to achieve 

balanced asymmetry.'  At the same time 

it makes the writer aware of negative 

and positive spaces. Each part of the char• 

acter touches one of the nine squares, 

thus achievi ng harmony between the two 

elements and the whole. 

In a twO•division square, on the other hand, 

the elements seem to fall apart, as can be 

seen in this illustration. 

Within this rather simple discipli ne 

the calligrapher is abl e to play with space, 

filli ng i t as he feels would be most 

appropriate. The composition of Chinese 

characters, says Chiang Yee, "is not 

governed by inviolable laws .•. however, 

there are general principl es which cannot 

be ignored with impuni ty."• 
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TheModul or 
The Modulor is a system based on a 
mathematical key. Taking account of the 
human scale. it is a method of achieving 
harmony and order in a given work. 

In his book, The Modular, Le Corbusier 
describes his inven tion as "a measuring 
tool {the proportions] based on the 
human body [six-foot man) and on math­
ematics [the golden section]. A man­
with-arm-upraised provides, at the de· 
termining points of his occupation 
of space-foot solar plexus, head, tips of 
fingers of the upraised arm-three 
intervals which give ris e to a series of 
golden sections, called the Fibonacci 
series .·• (1, 1, 2 ,  3, 5 ,  8 ,  13, etc.) 

The Modulor is a discipline which offers 
endless vari ations and opportun ities 
for play. Le Corbusier's awareness of these 
potentialities is evident from the numer­
ous referenc es to games and play in his 
book. such as '"All this work on propor­
tioning and measures is the outcome of a 
passion, disinterested and detached, 
an exercise, a game." He goes on to say, 

"for if you wan t  to play modulor .. ,"io 

In comparison to most so .called sys­
tems of proportion . the Modulor is perhaps 
the least confin in g. The varia tions, as 
will be seen from this illustration. are prac­
tically inexhaustible (and this example 
utilizes only a very limited number of possi• 
bilities). This drawing is one o f  a limitless 
number of so-called Panel Exercis es ,  
played for pleasure or for some special 
application in order to discover a most 
satisfactory or beautiful configuration. If, 
however, the system should present 
any difficulties which happen to run coun­

ter to one� intuitive judgment. 
Le Corbusier himself provides the answer: 

"I still reserve the right at any time 
to doubt the solutions furnished by the 
Modulor, keeping intact my freedom 
which must depend solely on my feelings 
rather than on my reason."11 
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The Grid System 
Like the architect's plan, the grid system 
employed by the graphic designer provides 
for an orderly and harmonious d istri bu• 
tion of miscellaneous graphic material. I t is 
a system of proportions based on a 
module, the standard of which is derived 
from the material itself. It is a discipline 
imposed by the designer. 

Unlike the Modu lor, it is not a fixed 
system based on a specific concept of 
proportion. but one which must b e  
custom-made for each problem. Creating 
the grid ca lls for the abil ity to classify 
and organize a variety of material 
with sufficient foresight to allow for flex­
ibility in handling content that may, 
for one reason or another, be altered. The 
grid must define the areas of operation 
and provide for different techniques, pie• 
tures, text, space between tex1 and 
pictures, columns of text, page numbers, 
picture captions, headings, and other 
miscel laneous items. 
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Here is the grid designed for this book, 
Devisi ng such a grid involves two creative 
acts: developing the pattern that is 
suitable for the given material and arrang­
ing this material within the pattern. 
In a sense. the creative abilit y  required for 
the former is no less than that for the 
latter. because the making of the grid 
necessitates analyzing simultaneously all 
the elements invotved. Btrt once it has 
evolved, the designer is free to play to his 
heart's content: with pictures, type, 
paper, ink, and color, and with texture, 
scale, size, and contrast. 

The grid, then, is the discipline that frees 
one from the time-consuming burden 
of making certain decisi ons {dimensions, 
proportions) without which fruitful 
and creative work is extremely difficult. 
One can move directly to those aspects 
of the problem in which individual expres­
sion, novel ideas, and freedom of choice 
are essential. 

The grid system has as many detractors 
as it has adherents. Its det,.actors 
generally misunderstand its  use or its po• 
tential-and that it is merely a tool. I t has 
been condemned as stifl ing, r igid, and cold. 
But this confuses the product with the 
process. The grid does not automatically 
insure an exciting soluti on, The designer 
must still exercise all the experience at his 
command: discretion, timing, and 
a sense of drama and sequence. In b rief, 
the intelligent designer will recognize 
that the grid can help him achieve 
harmony and order, but also that it may be 
abandoned when and if necessar y. 
To function successfull y ,  the grid sys1em, 
like all workable systems, must be 
interpreted as freely as necessary. I t is 
this very freedom which adds ric h4  
ness and a note of surprise to what might 
otherwise be potential ly lifeless. 



12. Maril& Ghyk&, 
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Masons' Marks 
We find other variations of the geometric 
plan in Japanese architecture. modem 
painting, and Byzantine masons' marks, 
such as the seal at right. This seal "em• 
ploys a mathematical key as its design 
basis. The thick lines represent the mark, 
the thin lines represent the ground lattice 
which allows an infinite  number of com· 
binations."u The geometric scheme is the 
discipline in which the des igner works. 
Designs stemming from such a scheme 
are limited only by h is imagination. 

Tatami (floor mats) 
The system employed b y  Japanese 
architects in des igning their traditional 
houses both determines the size of 
various rooms in the house, as well as 
floors, walls. furniture, and creates 
the style and appearance of the house. 

The Tatam� a straw mat approximately 
3 by 6 feet and 2 inches thick. is the 

module or standard from which the plan 
of th e  house grows. Edward S .  Morse. 

in his book Japanese Homes, describes 
the mat system as follows: HThe archi •  
tect invariably plans his rooms to 
accommodate a certain number of mats; 
and since these mats have a definite 
size. any indication on the plan of the 
nu mber of mats a room is to contain gives 
at once its dimensions also .  The mats 
are laid in the following numbers: 
two, three. four•and•on e•half, six, eight, 
ten, twelve, fourteen, sixteen, and so on."'' 
This illustration shows the plan of a 
four•and•on e•half•mat room. Once the 
outer dimensions of the house are deter •  
mined, the mats, together with the 

Japanese system of sliding doors. give 
complete flexibility in the arrangement 
and number of rooms. A perfect 
example of form and function, of d iscipline 

and play. 
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Albers 
Much of the painting of Josef Albers 
is based on the geometric pattern we see 
here. Tho pattern is not used, however. 
in the same manner as the masons' lattice. 
Here the pattern is the painting itself. 
It represents a strict. immutable arrange. 
ment (the,ne) in whi ch the artist. by 
juxtaposing colors (variations), plays the 
fascinating game of deceiving the eye. 
The squares as we see them here appear to 
recede into the picture plane. However, 
by skillful manipulation of colors. the paint• 
ing flattens out and is thus seen as a 
two•di mensi onal picture. 

The many variations based on this 
and si milar designs attest to the fascina. 
ti on Al bers finds in the interpl ay 
of a great variety of color schemes and an 
extremely limited geometric format. 

Cubist Collages 
Similarly the early Cubist coll ages, 
in whi ch cut paper pl ayed an important 
part. are products of strict rules, limited 
materials: newspaper mounted on 
a surface, with the addition of a few char­
coal or pencil l ines, usually in bl ack and 
white; sometimes tan or brown or 
similarly muted colors were used. These 
elements were juggled until they 
sati sfied the artist's eye. The playfulness 
and humor in the production of some 
of these compositions in no way detracts 
from the end result of a serious work 
of art. (Painting shown is Braque's Clarinet, 
private coll ecti on, New York) 

Matisse 

It is inconceivable to consider Matisse's 
cut paper compositions without. in 
some way, linking them to the play ele­
ment-the joy of working with simpl e 
colors and the fun of "cutting paper doll s." 
The greatest satisfaction, perhaps, 
is derived from creating a work of art with 
ordinary scissors and some colored 
pape r - with so simple means, such sati s •  
tyi ng ends. 
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Picasso 

One cannot underestimate the impor• 

tance of restraint and playfulness in almost 

any phase of Picasso's work. Here, for 

example, one sees a stra ightforward use 

of the brush and a single color .  The 

drawing of the chi ld's face, the ornament. 

and the letterin g  are all one. Lettering 

is not used as a complement to the draw­

ing, but as an integral part of it. It serves 

as both a garland and a verbal image-

a visual pun, What emerges is itsetf a kind 

of game, reveal ing the ingenuity and 

playfu lness of the artist his ability to deal 

with problems in the simplest most 

direct and most meaningful manner. 

Similarly , this ability to do much with 

little-to find a bull's head in a bicycle seat 

and hand lebars-is another aspect of 

Picasso's wizardry, his humor, his chi ldl ike 

spontaneity, his skill as a punster, 

and his ability to improvise and invent with 

limited, often surprising means. 

Mu Ch'i 

This monochrome on the right 
Persimmons, by Mu Ch'i, a thirteenth 

century Zen priest and painter, is a 

splendid example of a painting in which 

the artist play s with contrasts (the 

male and female principles in Chinese 

and Japanese painting}: ro ugh and 

smooth, empty and full, one and many, 
line and mass, black and white, tint 

and shade, up and down . It is a study in 

the metamorphosis of a fruit as well 

as of a painting. (The artist, incidentall y, 

never used any c olor but black.) 

The reader may find a parallel, at least 

in spirit between this painting and the pre· 

ceding onB by Picasso. Both employ a 

single color. both exploit this limitation to 

achieve as much var iety as possible, 

and both undoubtedly were painted very 

rapidly, a condition often conducive to 

utmost simpl ification and improvisation. 
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The Photogram T • � •·rr1 The idea of the photogram or camera• 

� 
les.s photography goes back as far as the 
19th century with Fox TalbotS photo• 
gen ie drawings. In our time the pioneers 
of photography without the use of 
a camera were Christian Schad, Man Ray, 

M Moholy-Nagy, and Kurt Schwitters. 
Among the first to apply this technique in 

� 
advert ising was the constructivist 
El Lissitzky. later, Picasso exper imented 

� 
with the photogram. In advertis ing, the 
photogram has yet to be fully exploited. ""' Although the effect iveness of the -photogram depends chiefly on straight• l • 

forward mechan ical methods {light 
on sens itized paper), it offers the designer 

ample opportunity for aesthetic, 
manual control. In a sense, it is  not a pie• 
ture of the object but the object itself; 
and. as in stroboscopic photography, it 
makes picturi:zation of continuous 
movement possible as in this photogram 
of an abacus, at right. by the author. 
(See also page 209.) Although some of its 
effects may be approximated with 
pen, brush, or sc issors, the qual ity inher • 
ent in the subtle light modulations 
can be achieved, perhaps, only by means 
of the photogram. 

Piet  Zwart 
The de Stijlmovement, founded in 1917, 

O�·-· had a profound influence on painting, 
,0. architecture. and typography. Piet Zwart, 

the designer respons ible for this advcr • 
0. tisement for the Dutch firm Nederlansche 

Kabclfabriek, was associated with .o ___ 
this group. 

.o __ 
The d isc iplines which de Stijl encour .  ,0 .. aged are evident in this Zwart design: 

o ___ functional use of material and mean ingful 
form, and the restrained use of color 

.o_ I I (black and/or primary colors). From a few 
simple typagraphic elements and an 

ingen ious play on the letter 0, a humorous, 
yet s ignificant design evolved. A picture is -... 
created by typograph ic means: a few -
type characters and type rules are so 
m anipulated as to make a useful product. 
an advenisement. Many examples of this 11,V, IIICOl�II-

anist's work reveal the same playful K,1,·CU"••-· ou..n 

approach and are worthy of serious study. 
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Japanese Craftsman 

The earth col ors of Africa, the ice of 

the polar regions, and the bamboo of Japan 

are among the many challenging mate­

rials wi th which artists and artisans 

create their idols, their utensi ls, and their 

houses-all natural limitations that 

provide their own built-in disciplines 

which, in turn, contri bute to the creative 

solution. 

Some years ago in Kyoto I was fortunate 

enough to witness a young Japanese 

craftsman make the chasen you see here. 

The chasen is a whisk used in the tea 

ceremony and is cut from a single piece of 

bamboo with a si mple tool resembling a 

penknife. Both the material and manufac­

turi ng process (which took about one­

half hour) are the quintessence of di sci­

pline. si mplicity, and restraint. The 

inventi on of such an article could not pos­

sibl y have been achieved by anyone 

lacki ng the ability to improvise and the 

patience to play with a specific mate-

rial: to see the myriad possibi lities and to 

discover the ideal form. 
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Blacl< Black 
Black 

I. U should be noted lhat 
11 is impossibl e to discvss 
blad: V1>l.Mut implyi ng whi te, 
grays, and OOl'k. umbers 
:he greate, patt of th& time. 

2. By permi ssion of the translator. 
Murie-J Rvcktvse,. se,gei 
Eisenstein, Th6 Film Sense 

INew York, l-9421 . 90 .  

3. Henry P. Bowi e. 
Oti the Uws of J8/>80056 Pajnting 
IS&n Fr30ciSco, 19111, 39 .  

4. Ibid., 43 

Taboos and prejudices have long created 
li miting barriers to experimentation 
and to meaningful work in the arts. 
Here I should like to attack one particular 
prej udi c e -that against the color black.' 

Vowels: black A, white E. red I, 

green U. blue O. 
Someday I shn/1 name the birth 

from which you rise: 

A is a black corset and over it 

the flies 

Boil noisy where the cruel stench 

fumes slow ... i 

In these lines the French poet Ri mbaud 
uses the word black to descri be and sym­
bolize carnality, death. and decay. This 
tradi tional association of the color black 
wi th death and sin is long-standi ng 
and has led to the widespread convicti on 
in both art and lay circles that black is 
depressing and sinister and therefore, tt 
possi ble, must be avoided. As a result, 
the power and usefulness of black has 
been limited or misunderstood. During 
this century many individual artists. 
archi tects, and designers have rebelled 
against the conventi onal use and 
misuse of black. However, the prejudices 
against this color are still sufficiently 
strong to require a di scussi on of the prop­
erties of black and a vigorous defense 
of its many virtues. 

In nature, black and its companion color 
white are dramatically juxtaposed in 
the contrast between day and night. The 
monotony of uninterrupted darkness 
or light would be intolerable .  Black in the 
trunks of trees subtly sets off the bril ­
liance of green or autumn-colored leaves. 
Throughout nature we find the equiv ­
alent of black and white in shadow and 
li ght-there are caves and canyons 
as well as fields and meadows. Man as a 
rule does the least violence to nature 
when he uses either natural materials. 
such as stone or wood, or black and white 
for the objects he places out of doors. 
Natural colors are integrated: whi te partic­
ipates by reflecting environmental color, 
and black modestly provides a perfect 
background for the riotous colors around 

i t. Certainly those people who observed 
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with pleasure the old-fashioned black 
steam engine wind its way agreeably 
through green fields and forests have 
watched with a kind of horror the orange 
or bl ue streamliner that now streaks 
gari shly across the countrysi de. 

The decidedly ambivalent nature of 
black has been understood in dai ly use. 
In parts of the Uni ted States and in 
Europe black is by far the most popular 
color for pleasure vehicl es, but it is 
also the color of the hearse. In clothes 
black is the color of tragedy, mourning. 
At the same time it is the col or of ele• 
gance and of sensuous enjoyment, a la 
conventionally sexy black lingerie. 
Black is also li nked with mystery, with 
the unknowabl e, and with seclusion, fear, 
and magi c. 

In some countries black or near-black 
has been employed extensi vely in archi• 
tccture and interior design. The col or 
pattern of the Japanese house is based 
on the contrasting use of dark and light 
materials .  Dark wood often delineates 
the basic structure of the house and 
separates i t aestheti cally from the light­
colored partition walls {fusuma) and 
floor mats {tatami). 

For many centuri es Chinese and 
Japanese painters have revered black as 
a color. In Japanese painti ng, bl ack 
{sum1) is often the onl y col or employed. 
The Japanese artist feels that "col ors 
can cheat the eye but sumi never can; it 
proclai ms the master and exposes 
the tyro.N-, One famous Japanese painter, 
Kubota, frequentl y expressed the wi sh 
that he might live long enough to be 
able to di scard color al together and use 

"sumi alone for any and all effects in 

painti ngs."" 





. Ecf,var(f Podolsky. 
The Doctor Prescribes Co/ofs. 

6. Sergei E1Senstein , 
1hc FAfftl So,mt 
!"ow York. 1942). 151•52. 

7. Daniel Henry Kahnwei let, 
The Fw.sc of Cubism 
(New York. 1949). 11. 

I t  is of course understood that, as with 
any color, the value of black depends upon 
the manner in wh ich it is used. Black 
w ill be lugubrious or br ight and e legant 
depending on its context and form. 
Despite the successful use of black in 
Japan and in modern build ings and interi­
ors. many people still deny black 
categor ically. A doctor writing on the use 
of color in interiors issues a gr im 
warning against black: "This is the most 
dismal of all colors- it expresses all 
that is oppos ite t o  white .''' Among these 
opposites he lists the grave. sin. and 
crime. 

This type of blanket denunciation of 
a color completely ignores the relative na• 
ture of any color or form. Eisenstein, 
writing about f ilm, says: "Even within the 
limitations of a color-range of black and 
white . . .  one of these tones not on ly evades 
being given a s ingle 'value' as a n  absolute 
image, but can even assume absolutely 
contrad ictory meanings, dependent 
only upon the general system of imagery 
that has been decided upon for the 
particular film."' He goes on to illustrate 
this important point by the reversal of 
the role of black in relation t o  wh ite in two 
films, Old and New and Alexander Nevsky. 

In the former, black sign ified things 
reactionary, outdated, and criminal, while 
white denoted happiness , life, and 
progress: in Alexander Nevsky white was 
the color of cruelty, oppressi on, and 
death, and black, identified with the 
Russ ia n  warr iors, represented heroism 
and patr iotism. Eisenstein's response to 
the surprise and protest of the critics at  
this reversal of traditional symbolism is  to 
cite Moby Dick's famous white whale­
the reader will recall that the leprous, 
livid whiteness of this whale symbolized 
the world's monstrous and baffling evil. 
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During the Middle Ages and tho 
Renaissance, black (with some notable 
exceptions) was treated as a linear 
element or was associated with model­
ing and chiaroscuro. In The Rise of Cubism 
Kahnwe iler says: "Since it was the 
mission of color to create the form as 
ch iaroscuro. or light that had become 
perceivable, there was no possibil ity of 
rendering local color or color itself."' 
Although Kahnweiler is referring to color 
in general, this statement applies very 
forcibly to black. In the twentieth century 
the possibil ities of rendering color as 
a thing in itself. and not primari ly as a de4 

scr iption of three-dimensional ity o r  
"objectivated l ight, " have been rediscov­
ered and exploited. Coincident with 
this trend, black has come into its  own as 
a pos itive "plastic" value. 

Mies van der Rohe 
The accompany ing illustration shows 
a build ing designed by M ies van der Rohe 
in which black i s  a crucial aesthetic 
factor. The struC1ural members of this 
steel building arc exposed and painted 
black. The effect of this is  manifold: the 
structure is clearly defined, it is placed 
in dramatic contrast to the pale nonbear­
ing brick walls .  the bulk of its members 
is reduced (making them appear light and 
del icate). great elegance is achi eved 
without the use of expensive materials or 
decoration, and the restraint and rest­
fulness of black makes the bui lding 
a welcome oasis in the chaotic heart of 
the c it y .  

I 
I 
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A typographic example is the cover of 

this catalogue for the Arensberg Coll ec• 

tion for the Art Institute of Chicago. 
This cover is composed of a series of con­

trasts, the most important of which is 

black and white. Together black and white 

act as complementary colors. Chevreul 

described them as such because 

when they are juxtaposed each becomes 

more vivid. This, he says, is due to the 

fact that the bright light reflected by the 

white area nullifies the reflected light 

from the black area. This makes the black 

seem blacker and the white more 

brill iant. 

The tension between black and white 

in the cover is heightened by opposing a 

large area of black to a small area of 

white. The contrast theme is carried ollt 

further by the drastic variation in the 

size of the letters. The roughness of the 

edges of the large A emphasizes the 

sharpness of those of the smaller A�- and 

the extreme diagonals of the letters are 

counteracted by the right angles of 

the book itself. But the most dramatic el e
4 

mcnt of contrast lies in the use of black 

and white. Black and white l end di gnity 
and elegance to the book cover, yet the 

vigorous contrast between the two gives 

it a poster-like quality. 

Thomas 8. Stanley in The Technique 
of Advertising Production (New York, 
1947) says: •whil e color has high atten­

tion value on short exposure. psycho• 

logical tests indicate that the longer the 

time during which advertisements 

are examined, the more a black and white 

treatment tends to regain the attention 

lost at first glance to a color competitor." 
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Many adverti sers and artists feel that 

an ad becomes more colorful in proportion 
to the amount of color used in it. This 

may or may not be true. Li mited color com­

bined with black and white, which pro­

vide a brilliant but neutral background, is 

often far more effective than the use of 

many colors. Furthermore, the tendency 

of black and white to brighten and enliven 

other colors often makes any color used 

seem more alive than when the color 

is used alone or in combi nation with other 

colors, as in this exampl e. 

It is impossi bl e to defi ne cold without 

contrasti ng it with heat. It is impossible 
to comprehend life if death is ignored. 

Black is the color of death, but by virtue of 

this same psychologi cal fact i t is also 

tho color of life-it defines, contrasts, and 

enhances life, light, and color. It is 

through the artist's awareness of black as 

a polar el ement and consequentl y of its 

paradoxi cal nature that the color black can 

be appreciated and effectively used, And 

the artist must not forget that its neutrality 

makes black the common denomi nator of 

a multicolored world. 



8. M, E. ChcvrOtll, 
The Laws of rhe Contr�si of ColOI 
(London. 1883), 54. 

9. The photooram auained the 
status of a legitimate an form as 
a result ot the pioneering won: 
done by such people a$ Man Ray 
and MOhOly,,Nagy. S#'lce then 
it !\els become inC

teas.ingty 
popVlar in 1he graphic field. 

In 1860 Chevreul wrote: "'I  do not 

know whether the use of black for mourn­

ing prevents the use of i1, in number-

less cases, where it would produce mos1 

excell ent effects."• This quotation is 

as pertinent today as it was in the n i n e ­

teenth century. Most graphic art ists 

still shy away from black. When they are 

confronted with no alternative other 

than black, as in newspaper advertising 

or typography, they often accept it 

grudgingly and make little effort to dis ­

cover or develop i1s potentialities. 

However, the psychological and physical 

qualities of black which have been 

discussed so far in relation to architec­

ture and painting are equally significant 

for the graphic arts. Here is an example 

of a photogram' for a cover design in 

which black plays a very significant role. 

Although this photogram is technicall y 

a light and shadow picture of an 

abacus. it is primari ly a pattern of light 

and dark forms that seem to move 

horizontally across the surface. Because 

the photogram is an abstraction the 

pl astic qualities o f  the object become 

more important than its literal ones. 
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One of the prime sources of the visual 
power of the photogram lies in its black, 

white. and gray tonality. The photo-

gram portrays a world of light. shadovv, 

and darkness peopled b y  mysterious 

suggestive forms. The ability of these 

forms to sti mulate varied and imaginative 

associations in the mind of the spec. 

tator i s  weakened when the photogram is 

translated into color. A black and white 

photogram translated into one or more 

colors usually seems merely " colored" 

and evokes the unpleasant appearance of 

a retouched photograph. 

Jacker desi'gn.  
Wittenborn. Schultz, Inc. 
1947 
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10. Je.an Arp, On My Way 
(New Yo1k., 1948). 82. 

Arp 
Arp, describing the painting reproduced 
here, says: .. The black grows deeper 
and deeper, darker and darker before me. 
It menaces me like a black gullet. I can 
bear it no longer. It is monstrous. It is 

unfathomable .  

A s  the thought comes to me to exorcise 
and transform this black with a white 
draw ing, it has already become a surface. 
Now I have lost all fear, and begin to 
draw on the black surface. I draw and 
dance at once, twi sting and w inding, a 
wind ing, twining soft white flowery 
round. A round of snakes in a wreath ... 
wh ite shoots this way and that ..... ,o 

P icasso's Guernica 
P icasso's Guernica (detail shown) is elo ­
quent testimony of the express ive power 
of black and its natural companions 
gray and white. Afthough we do not know 
the intentions of the artist we can 
venture a few statements about the more 
obvious effects achieved by the substi­
tution of black, white, and gray for poly­
chromatic colors. The absence of the 
expected pictor ial colors in this mural 
dramatizes the impact of  the work. 
Furthermore, the lack of color implies 
all colors and forces the spectator� 
imagination into activity by not telli ng 
him everything. The use of black, white, 
and gray is an understatement wh ich 
makes possible and bearable the horror 
and violence of the imagery.  At the same 
time, paradoxically ,  it emphasizes the 
brutally tragic imagery. It is probably 
beyond question that in this mural black 
and white play their ancient, symbolic 
roles. They are the raw unadulterated 
colors of the struggle between life and 
death. 
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Jean Arp, Vegetorion, 
Oil on canvas, 1946. 
Private collectiOt>, Zurich. 
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And WeSlinghouse will help 
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A pa.,rti.l pan 
of)OlfUfe 

In this magazine advertisement 
black functions as a foil for brilliant colors 

as well as ii most dramatic 

contrast for' the bright white bulbs. 

(Westinghouse. 1975) 
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The Art 
of the Package: 
Tomorrow 
and Yesterday 

''An was born of m1.m S need to leave his 

mark on Things." 

-Rene Huygho 

'Tm not so concerned with the art or 
graphics o f  package design as I am with 
new developments in packaging tech­
nique-new materials, new construction 
and new applications.N This state-
ment was made some years ago by a 
specialist in package design. Today the 
tawdriness of most supermarket shelves 
bears witness to this lack of emphasis 
on decent design in our daily lives. 

Technical advance in the field of 
packaging has been impressive indeed: 
the one-p iece "fl ip-top," the push-button 
container, the shining array of new 
plastics with ingenious closures, the 
cleverly contrived shapes that stack. f it 
refrigerators or pockets, collapse, 
expand, and so forth. But does all this 
make a package? No .  There is more to a 
package than convenience: it has 
to be looked a t .  How many fl ip - top ciga­
rette packs or regular cigarette packs, for 
that matter ,  afford any pleasure to 
the eye? How consistently are we blinded 
by the dazzling display of vulgarity 
eagerly provided by most aerosol cans, 
cereal boxes. soaps. bread wrappers, etc.7 
Many, admittedly, are cleverly packaged. 
Technologically, scientifically, and hygieni­
cally packages o f  today are practical, 
but are they beautiful? Functionalism 
does not preclude beauty, but it certa inly 
does not guarantee it either. 

lndrfference to aesthetic problems 
and the espousal of vulgarity probably 
derive mainly from the advertiser's 
single-minded preoccupation with having 
his product noticed and then quickly 
identified. In the frantic hope of "'stand­
ing out" he tries to outshout outcolor, 
and outglitter his competitor. He approves 
gaudy color schemes, oversized o r  
misshapen let terin g  embellished with 
outlines, double or triple shadows. 
pseudo-Victorian decorations, and other 
exhib itionistic devices. 
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Good surface design is a complex mat ter. 
It does not automatically result from 
the fortuitous discovery of new materials. 
ingenious closures. or  novel gimmicks, 
any more than i1 derives from blatant dis­
play. Sur face design should in no way 
imply superficial ity, for it often gives the 
designer the opportun ity to enrich 
and personal iie and articulate an other­
wise bare and anonymous shape. 
Such a goal can be accomplished with a 
design as simple as a Chanel label 
or as complex as this Guinness label. 

The obsession w ith functional shapes 
and new materials is a questit>nable 
lim itation even for the conscientious 
des igner blessed with a sensitive client. 
It tends to promote a misconception 
of s impl icity , translating this admirable 
quality into bareness or rendering it 
self -conscious to the point of vapid ity .  
This tendency is pronou nced in many ciga­
rette packs which have invaded the 
marketplace. 



We often favor fancy, old fashioned 
designs for their charm and nostalgic 
appeal. What is the quality that makes a 
well-designed, si mple, contemporary 
package design appealing? What is the 
quality that makes so many old tradi­
tional designs appealing? How does one 
capture these qualities without i m i ­
tating them? Understanding their formal 
visual attributes is a way to begin. 

Understanding means, among other 
things. that the designer must differenti• 
ate between the graphic possibilities 
of metal and plastic, glass and pottery, or 
paper and foi l, flat and glossy, red and 
blue. Dignity, like understanding. is a gen­
eral term, a principle of action. It does 
not mean that a product name should be 
small when a large one would be more 
effective or that ornament should or 
shouldn't be used. It means that a sense 
of dignity and tho respect for work 
that accompanies it are indispensable 
guides to the designer in determining 
such formal problems of when, where, and 
how. If a designer treats his work 
with understanding, he will, for instance, 
recognize the anecdotal or asso-
ciative aspects of pictorial symbols 
as well as the psycholo gical and phys io­
logical effects of color. He will know 
that buyers have visual memories and 
are fond of the familiar. He will then be 
better ab le to decide in redesign ing an old 
package which elements should be 
retained, discarded, altered, o r  refi ned. 
He will be aware of the nostalgic 
appeal of old cigar boxes, Pears Soap 
wrappers, the RCA Victor dog and wi ll 
wonder about the wisdom of streamlin­
ing the White Rock girl or redesigning 

logos just because they've been around 
for a long t im e .  
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Although it is only possible to deal in 
generalities when it comes to a descrip­
tion of artjstic principles. it is useful 
to show them in action. The following illus. 
trations will demonstrate better than 
words some of  the points I have tried 
to make. 

The Chinese jardiniere (Kang Hs,: 1662-
1722). although not in the strictest sense 
a package, poses the same problerns 
that the design of any cylindriCal package 
does-namely, working on a curved 
surface. It is virtually impossible to imag• 
ine this vas9 without the bands of 
ct1lligraphy which cover its entire surface. 
so in harmony with its form is the 
applied design. True. shape and propcr­
tion would remain unchanged, but 
the enriching exploitation of material. the 
emphasizing of contour. excitement 
of pattern. and the interest of the message 

(poem) would unhappily be lost, 
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Chanel packaging is per'haps a classic 
in its field. Each formal ingredient makes 
a contribution of itsetf and for the 
whole-the color and quality of the paper 
used, the trademark and how it is 
pos itioned as well as its size and weight, 
the black border compl ementing the 
circular trademark, the typeface (tradi� 
tionall y considered more suitable for 
Mack trucks), and finally the shape, size, 
and proportion of the boxes and bottles 
themselves. The combination of 
ingredients is indivisible and to remove 
any one would destroy the identity 
and beauty of the package. The Chanel 
design is an excell ent study in 
visual contrasts. 

EAU •• 
COLOGNE 

N°S 

CHANEL 

l---------� 
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Some time ago, in an exhibition of pack· 
aging at the Museum of Modern Art a bot· 
tie o f  Odol mouthwash was prominently 
displayed, but it could only be identified by 
those familiar with its unusual shape, 
since the label, ironically, was removed. 
This, I imagine, was because the bottle 
looked better without it. The actual label 
is rather bland, yet one can conceive 
of a label design which would not only 
serve it s  prime function-product identi• 
fication-but also enhance the already 
beautiful form by enriching or empha·  
sizing its shape. 

' 



At first glance it is difficult to ascertain 

why the package of tobacco pictured here  

is so attractive. Is it the ornament, 

color, type, paper, texture, or mere nos­

talgia? Looking closely we find it is a fine 

study in co ntrasts: plain brown paper, 

white label , orname ntal border, and 

period typography. It is a soft package 

which contrasts with the brittle ornamen­

tation of its surface design. The pack-

age suggests its contents and doe s s o  

with grace and dignity. Even though some 

of the visual ingredients are not perfect 

the ensemb le is eminently satisfy ing,  

Similar qualities characterize the Garnier 

Elixir wood bottle. 

' 
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The exampl es shown, both s imple a nd 

complex. demon str ate that the packa9e 

designer's problem is not essentially 

one of looking for new mater ia ls, but of 

understanding the importance of the 

artist's hand in relation to those mater ials, 
whether they be old or new. A good 

package of yesterday, today, or tomorrow 

expre sses the r espect of the artist 

for his materials in that he neither over­

whelms them with mean ingless or 

con trived ornament nor strips them of all 

intere st and excitement out of a 

kind of Constructivist fetis h. In a well ­

designed package the designer 

does not seek to expl oit the co nsumer� 

visual memories and attachments 

by sentimental distortion but to express 

his objective appreciation of the fact 

that people do have strong affective 

reactions to "things." 

With the exception of the Chonel 

packaging by Madamo Chanel (c. 1925), 

the designers of the packages on these 

and previous pages are unknown.  On the 

following pages some of the author's work 

in this and relate d  fields is shown. 

DIGEST If 
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The Th ird 
Dimension 

A graphic designer d eals p rincip ally with 
printed matter-with two•dimensional 
space problems. Frequently, d irectly or in• 
directly, he ventures into the world of 
the three d imens ional. Packaging must 
be dealt with as a two and th ree d imen•  
sJonal problem.  Th e angles from which a 
bottle or package m ay be viewed are 
importa nt considerations for the packag e  
designer. The problems o f  optical ill u· 
sion and visual distortion ar e  but a few 
considerations about wh ich the 
d es igner must b e  aware. 

Architecture. exter ior o r  interior, may 
be interpreted as a n overblown package 
seen from a certain point of view. 
The inter iors of the IBM Product Centers 
comprise problems o f  two and three 
d imensions. The bas ic concept is e ssen­
tially visual, not structural. The visual 
theme is based on the predominance of a 
s ingle color, red. It could have been 
a ny appropria te color, but the idea of a 
single color is basic to the planned 
effect of the store interiors. 

The color is  applied t o  many d ifferent 
things, but not to the walls or ceil ings. 
Carpeting, interior wall signs, and 
free-standing floor s igns are all in red, 
with occasional white or gray accents. 

Typewriter stands, as in this  photo• 
graph, are pa inted red. They are designed 
to disappear visually, to help focus 
attention on the products exhib ited. S ign 
supports and table legs are  painted 
red for the same reason: to make them 
disappear .  White or offwhite walls 
and display fixtures are in dramatic con­
trast to the red carpet ing which, 
incidentally, reflects a rosy glow on walls 
and ceilings. 
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The general effect o f  these shops , 
especiall y  when viewed from the outside 
at nig ht is warm and welcoming. 
Incandescent down�ights were speci­
fied to provide the proper color balance, 
and to avoid harsh contrasts , and 
unple asant color changes . 

Further, to reinforce store identity, 
the scheme incorporates a special geo­
metric device in the shape of a rac ,e­
track. This m otif is not confined t o  two­
dimens ional items, such as the iden­
tif ication symbol. wall signs, and printed 
material, but is also used t o  determine 
the shape of table tops, display counters, 
and inclosed interior spaces of some 
of the shop s. 

The overall visual concept of the IBM 
Product Cent ers. Including miscellaneous 
furniture displays, and graphics, was 
designed by the author in 1981. 
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The Complexity 
of Color 

l. Henri Matisse, 
.Mzz. Editions V&rve 
t.P.w1s .  1947>. 

Color theories of Goethe, Chevreul, 
Ostwald, Rood., or Munsell , among others, 
are not much help when faci ng a blank 
canvas. Color is objecti ve; color is subjec­
tive. A col or that is perfect in one instance 
is usel ess in another. Color is compl exity 
personified. The use of color impl ies a 
knowledge, or at least an awareness, not 
only of the mechanics of color, but also 
of the formal. psychological, and cultural 
problems invotved. Color cannot be 
separated from its physical environment 
without changing. 

Li ke design problems, color is a matter of 
relationships: 

materials 
textures 
finishes 
light 

shade 
reflection 

figure ground 
contrasts 
proportions 
quantities 
proximity 
congruity 
repetition 

shape 
content 

How often have we seen the "perfect 
color" {in a room, a painting, a sky, a rug, 
a dress. a paint shop, or paper mill) 
without being aware of the implications 
of the surroundings in which this color 
resi des-of the lighting, the architecture, 
the furniture. the hubbub, the silence, 
or our own state of mind? 
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Matisse in his Jazz1 puts the problem 
in another way. Following is a paraphrase 
describing the problem of painting a 
bouquet of flowers: Walking in his garden 
one day he picks a bunch of flowers 
with the idea of painting a bouquet. After 
arranging the bouquet to his own taste, 
he discovers that the charm in first 
perceiving these flowers is now lost. 
He attributes this to the reminiscences 
of long dead bouquets that have influ­
enced the arrangement of this new 
bouquet. And he ends by quoting Renoir: 

"When I have arranged a bouquet 
for the purpose of painting it. I always 
tum to the side I did not plan." 

"Le Bouquet .  Dans une promenade au jardin 
je cueille fleur Bpri,s fleur pour /es masser 
dans le creux de mon bras /'une apriJs 
/'autre au hasard de la cueillette. Je rentre 
8 lo mBison ovec /'id6e de peindre ces 
fleurs. Apr6.s en avoir fait un allangement 
b ma fa9on quelle d8ception: tout leur 
charn1e est perdu dBns cet arrangement 
tJu'est- il  done arrive? L 'assemblage 
inconscient Fait pendant la cueillette avec 
le goOt qui m'a fait allerd'une fleur 8 
l'autre est remplace par un arrangement 
volontaire sorti de rdminiscences de 
bouquets morts depuis longtemps. qui ont 
laiss8 dans mon souvsnir lsur charms 
d'alors dont j'ai charge ce noweau 
bouquet." Renoir m ·a dit: "Quand j'ai 
arrange un bouquet pour le peindre, 

je m'arriJte sur le c0t6 qucjc n'avais 
pespr8vu,-

Coming quite  casually on a scene like 
the one pictured on the following p8ge, one 
is immediately taken by the stunning 
combination of brilliant colors and realizes 
how the neighboring scenery. earth, 
contrasting hues and textures. tints and 
shades cooperate to mBke this Besthet­
ically appealing arrangement. 
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Word 
Pictures 

Teaching art (design). perhaps more than 
other disciplines. involves a special kind 
of commitment from both teacher and stu­
dent Most complex is the task of formulat• 
ing the problem. Ideally, an assignment 
should b e  s o  conceived as to b e  palatable. 
challenging. and absorbing, inviting 
curiosity and encouraging exploration. It 
should deal not only with formal but 
with manual skills. Following is a problem 
description which attempts to fulfill 
some of these varied and desirable goals. 

Visual Semantics 
Visual semanti cs deals w ith the use 
and manipulat ion of words (letters) to illus­
trate an idea. an action, or evoke some 
part icular pictorial image. This involves 
the treatment and arrangement of letters 

in such a way as to make a word visually 
self-explanatory. 

Problem 
Develop three des igns w it h  the word 

"Leger." From the group of four spec ified 
colors (l isted later) use only black for your 
first version, add a second color for the 
next, and use four for the last. Designs two 
and three should be seen as variations of 
the basic idea. Although not conceptually 
different, they should look different by 
virtue of the way in wh ich the c olor is 
manipulated. Merely changing the 
background without some other mean­
ingful alteration does not constitute 
an acceptable variation. 

Visual analog ies which most clearly ill us­
trate mean ing or spirit of a word should 
be sought; for example,  the letter O could 
be the v isual equ ivalent of the sun. a 
wheel, a n  eye. I f  addit ional elements are 
needed to reinforce your interpretat ions 
they should be s imple ,  geometr ic shapes: 
circles, triangles, oblongs: also benday 
screens or typographical material such as 
rules, bullets, or mathematical s igns. 

Simple letters are preferred to fancy 
ones. Letters wh ich im itate exotic a lpha­
bets or eccentric shapes should be 
avo ided. Letters drawn accurately by 
mea,,s of rule r  and compass are more 
su itable than freehand forms. (The 
reference here does not pertain to nor-
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malty handwritten letters whi ch 
possess their own peculiar character­
ist ics.) The quality issuing from any 
process (facture). mechanical or other­
wise, is a reflection o f  that particular 
process, and the v isual effect {style) is 
intimately related to  it. The more 
anonymous the letterforms (unencum­
bered by indiv idual eccentrici ti es or 
sentimental associations) the more 
mean ingful. Or igi nality is related 
more t o  the unexpected idea than to 
some flamboyant or peculiar technique. 
To defamiliarize the commonplace, 
to see it as if it were for the first time, 
is the artist's goal. 

Fernand Leger 
An important aspect of this problem is 
to discover the fundamental ideas and 
des ign principles govern ing the work of 
Femand L8ger, but not to mimic his work. 
Many o f  the working procedures and 
design processes, formal and otherwise, 
that concern all artists, are especially 
discernible in LCger's work. As subject 
matter h e  favored the commonplace, 
so as to minim ize psychologically extra­
neous associations and to emphasi?e 
form. He translated subjects into objects. 
H e  saw the human figure as an inani­
mate object, not unl ike a bottle or a g uitar. 
The v isual power of the machine, which 
he saw as a "tool o f  a social liberation" 
and a thing o f  beauty, was interpreted 
with great force, in its fixed and, particu­
larly, in its mov ing state. He was obsessed 
by the idea of movement. 

The means o f  achieving contrast and 
creatin g  ambivalent space were deliber­
ately sought and thoroughly explored. He 
usuall y treated background and fore­
ground o f  his p ictures with equal em­
phasis, in a lively ,  competitive relationship, 
or as a dialogue between abs1raction 
and representat ion, between the real and 
the imaginary. He separated color from 

its form and studiously avoided the use of 
local color. thus calling attention both to 
color and to its object. Free color, free 

form, free association, and fresh v isual 
combinations were dev ices he used to an i­
mate the two�dimcnsional picture plane 
and defami liarize the commonplace. 



Jennifer Kim, 
Yafs (Brisssgo, Switzerland), 
1984 
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Contrast, si multaneity, repetiti on, 
and the elimination of conventional space 
illusi on were uppermos1 in Leger's 
thoughts. Following are some of the pic­
tori al means he used to realize his ideas: 

Overlappi ng (space illusi on) 
Shifting (movement) 
Enlarging (closeup, microscopic view) 
Exaggerating (color, shape) 
Neutralizing (objects, people) 
Floating (against gravity) 
Distorting (odd scale) 
Cutting (cropping) 
Fragmenting (part for whole) 
Dividing {negati ve-positive) 
Framing (pi cture wi thin a pi cture) 
Rearranging (nonconventional) 
Coordinating (harmonizing} 
Repeating (patterns) 
Grouping (crowding. simultaneity) 
Isolating (scattering) 

Colors: 
Venetian red, raw umber, gray blue, 
deep gray. 

Apart from any psychological and 
symbolic associations, color is largely a 
problem of quantitati ve relationships. 
Color values change optically in relation 
to other colors, against black, against 
white, against gray. Overlapping or con• 
tiguous colors appear to be di mension• 
ally different from those in isolation. The 
colors for this exercise were chosen 
for their harmonious rel ationship and 
have no symboli c significance. 
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Format: 
26 x 36.6 centimeters. 

1 1 

24x24 

The format is based on a Root 2 rec­
tangle, the proportion of whi ch is derived 
from the square and its diagonal. 

I t is aesthetically pl easi ng and has certain 
practical advantages. Continuous fold· 

ing in half yields the same proportion. 

It is also the standard European paper 
proportion (DIN). 

Material s: 
3-ply kid finish bristol. colored papers, 
markers. tempera paints, or Plaka. 
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1 . TheodOfe Rett, 
"Cezanne and Poussin .·  
Joumaf of the Warburg and 
Co:xtauld lnstituu,. 
""· 23 

(London. 19601. 150•78. 

2 John Rewald, 
P.,(J/ C6zanne LBtUJl'S 
(Oldord, 19761, 300. 

The lesson that we learn from Leger 
had its origins in Cezanne. As was the case 
with so many artists at the beginning of 
this century, however, it was a lesson Leger 
innocently mi sinterpreted.' 

On April 15, 1904, Cezanne, in a letter 
to Emil Bernard, wrote: 

.. Treat nature by 
means of the cylinder, the sphere, and 
the cone, everything brought into proper 
perspective. so that each side of an 
object or a pl ane is directed towards a 
central point. "1 A simple lesson in 
Renaissance perspective was construed 
to mean that geometric simplicity 
would now play an important role in the 
way we perceive modern painting. 

This painting, made in 1913, clearly 
demonstrates that L8gcr took Ce-z:anne's 

lesson qurte literally. In Russia, at the 
same time, Kasimir Malevich. who was 
also very much influenced by Cezanne, 
painted pictures that were astonishingly 
simi lar to Leger's. Both disregarded 
the rules of perspective. Chiaroscuro was 
also used, but less as an indication 
of vol ume than as a means of creati ng 
interesting contrasts. 

At the early part of the twentieth 
century, conscious of the changing views 
about a rt -Impressionism, Post Im• 
pressionism, Symbolism, Fauvism-the 
artist could quite easi ly have misread 
the real meaning of cezanne's reference 
to the cyl inder, the cone. and the sphere. 
In his enthusiasm he could easily 
have interpreted such a s1atement as 
her'alding a new way of seeing. Ironically, 
what was new was not cezanne's 
statement but the mi staken interpretation, 
which was, perhaps, most influential 
in changing the course of modern art and 

design in our time. 
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Paul Cezanne, 
Still Lile with Apples, 
Nac;onal Gallery of Art.. Washington, D.C. 

Fernand Leger, 
Contrast of Forms, 1913 





Politics 

of Design 

It is no secret that the real worfd in 

which the desi gner functions is not the 

world of art but the world of buying 

and selling, For sales, and not design are 

the raison d'8tre of any business or• 

ganization. Unlike the salesman, how­

ever, the designer's overriding motivation 

is art: art in the service of business. 

art that enhances the quality of life and 

deepens appreciation of the familiar 

world. 

Design is a problem-solving activity. It 

provides a means of clarifying, synthesiz­

ing, and dramatizing a word, ,  a picture, 

a product or an event. A serious barrier 

to the realization of good design, how• 

ever, are the layers of management 

inherent in any bureaucratic structure. 

For aside from sheer prejudice or simple 

unawareness. one is ap·t to encounter 

such absurdities as second-guessing.. 

kow-towi ng, posturing, nit-picking, and 

jockeying for position. let alone such 

buck-passing institutions as the commit ­

tee meeting and the task force. At issue, 

it seems, is neither malevolence nor 

stupi dity, but human frailty. 

The smooth functioning of the design 

process may be thwarted in other ways: 
by the imperceptive executive, who 

in matters of desi gn understands neither 

his proper role nor that of the designer; 

by the eager but cautious advertisi ng 

man whose pri ncipal concern is pleasing 

his client; and by the insecure client 

who depends on informal office surveys 

and pseudo-scientific research to deal 

with questi ons that are unanswerable 

and answers that are questi onable. 

Unless the design function in a busi­

ness bureaucracy is so structured that 

direct access to the ultimate deci si on­

maker is possible, trying to produce 

good work is very often an exercise in 

futility. I gnorance of the history and 

methodology of design-how work is 

conceived, produced, and reproduced­

adds to the difficulties and mis• 

understandings. Design is a way of life, a 

point of view. It involves the whole com­

plex of visual communication: talent, 
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creative ability, manual skill ,  and tech• 

nieal knowledge. Aestheti cs and eco· 

nomics, technol ogy and psychology are 

intrinsicall y related to the process, 

One of the more common problems 

which tends to create doubt and 

confusion is caused by the inexperi­

enced and anxious executive who 

innocently expects, or even demands, to 

see not one but many sol utions to a 

problem. These may incl ude a number 

of visual and/or verbal concepts, an 

assortment of layouts, a variety of pic­

tures and color schemes. as well as a 

choice of type styles. He needs the re.as­

surance of numbers and the opportu­

nity to exercise his personal preferences. 

He is al so most likely to be the one 

to insist on endl ess revisions with un­

real istic deadli nes, adding to an already 

wasteful and time-consuming ritual. 

Theoretically, a great number of ideas 

assures a great number of choices. 

but such choices are essentially quan­

titative. This practice is as bewi l· 

dering as it is wasteful. It discourages 

spontaneity, encourages indifference, 
and more often than not produces 

results which are neither distinguished, 

interesting, nor effective. In short, 

good ideas rarely come in bunches. 

The desi gner who vol untari ly presents 

hi s cl ient with a batch of layouts does 

so not out of prol ificacy, but out of uncer­

tainty or fear. He thus encourages 

the cl ient to assume the role of referee. In 

the event of genuine need, however, 

the skillful desi gner is able to produce a 

reasonable number of good ideas. But 

quantity by demand is quite different 

from quantity by choice. Design is a 

ti me-consuming occupation. Whatever 

his working habits, the designer fills 

many a wastebasket in order to produce 

one good idea. Advertising agencies 

can be especially guilty in this numbers 

game. Bent on impressing the client 

with their ardor, they present a welter of 

l ayouts, many of which are superficial 

interpretations of potentially good 

ideas. or sl ick renderi ngs of trite ones. 



Frequent job reassignments within 

an active business are addrtional impedi­

ments about which management is 

often unaware. Persons unqualifie d  to 

,nake design judgments are frequently 

shifted into design-sensitive positio,,s . 

The position of a uthority is then used as 

evidence of expertise .  While most 

people will graciously accep t and appre­

ciate critici sm when it comes from a 

knowledgeable source, they will resent it 

(openly or otherwise) when it derives 

solely from a power position, even 

though the manager may be highly intel­

ligent or have self-professed ''good 

taste.'
' At issue is not the right, or even 

the duty, t o  question. but the right to 

make design judgment. Such mi suse of 

privilege i s  a disservice to manage-

ment and co1..mterproductive to good 

design. Expertise in business adminis• 

tration, journalism, accounting. or selling, 

though necessary in it s  place, is not 

expert ise in prob lems dealing with visual 

appearance. The salesman who can 

sell you the most sophisticated computer 

typesetting equipment is rarely one who 

appreciates fine typography or elegan t 

proportions. Actually, the pl ethora of bad 

design that we see all around u s  can 

probably be attribut ed as much to good 

salesmanship as to bad t aste. 

Deeply concerned wit h  every aspect of 

the production process. the designer 

must often contend with inexperienced 

production personnel and time-con• 

suming purchasing procedures, which 

stifle enthusiasm, instinct, and cre­

ativity. Though peri pherally involved in 

making aesthetic judgments (choosing 

printers .  p apermakers, typesetters. 
and other s uppliers}, purchasing agents 

are for the most part ignorant of 

design practices, insensit ive t o  subtleties 

that mean quality. and unaware of 

marketing needs. Primari ly and rightly 

concerned with cost-cutting. they 

mistakenly equate elegance wit h  extrav• 

agance and parsimony with wise 

business judgmen t .  
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These problems are by n o  means 

confined to the bureaucratic corporation. 

Artists .  writers ,  and others in the fields 

of communication an d visual arts. 

in government or private industry, in 

schools or  churches, must constantly 

cope with those who do not under• 
stand and are therefore unsympathetic 

to their ideas. The designer is especi-

ally vulnerable because design is grist for 

anybody's mill. "I know what I like" 

is all the authorit y  one needs to support 

one's crit ical aspirations. 

Like the businessman, the designer 

is a mply supplied wit h  his own frailties. 

But unlike him, he i s  often inarticulate, 

a serio u s  problem in an area in which 

semantic d ifficulties so often arise. This 

i s  more pertinent in graphic design 

than in the industrial design or a rchitec­

tural fields, because graphic design 

is more open to aestheti c than to fun c ­

tional preferences. 

Stubbornness may be one of the design­

er's admirab le or notorious qualities 

(depending on one's point ofvi ew)-a 

principled refusal to compromise, o r  a 

means of camo uflaging inadequacy. 

Design cl iches, meaningless patterns. 

stylish illu strations, and predetermined 

solutions are signs of such weakness. 

An understanding o f  the significance o f  

mo dernism and familiarity with the 

history of design, painting, architecture, 

and other discip lines, which dist inguish 

the educated designer and make his 

role more meaningful, are not every de­

signer's strong points. 

The designer, however, needs all the 

support he can muster. for his is a uni que 

bu t  unenviable positi on. His work is 

subject t o  every imaginabl e interpreta­

tion and to every p iddling piece of 

fault-finding. Ironically, he seeks not only 

the applause o f  the connoisseur, but 

the approb ation of the crowd. 



I, AnlhOnv Storr, 
Th6 Dynamics of Cr�ation 
(New York. 1972). 189. 

A salutary working relationship is 
not only possible but essential. Designers 
are not always intransigent, nor are all 
purchasi ng agents blind t o  quality. Many 
responsible advertising agencies are 
not unaware of the role that design plays 
as a communication force. As for the 
person who pays the piper, the business­
man who is sympathetic and under­
standing is not altogether illusory. He is 
professional, objective. and a lert to 
new ideas. He p laces responsibility where 
it belongs and does not feel insecure 
enough to see himself as an exper t in a 
field other than his own. He is, moreover, 
able to provide a harmonious envir o n ­
ment in which goodwill, understanding, 
spontaneity, and mutual trust-qualities 
so essential to the accomplishment of 
creative work-may flour ish. 

Similarly, the skill ed graphic designer 
is a professional whoso world is divided 
between lyricism and pragmatism. He 

is able to distinguish between trendiness 
and innovation, between obscurity 
and original ity. He uses freedom of expres­
sion not as license for abstruse ideas, 
and tenacity not as bullheadedness but 
as evidence of his own convictions. 
His is an independent spirit guided more 
by an .. 

inner arti stic standard of excel­
lenco"1 than by some external influence. 
At the same time as he realizes that 
good design must withstand tho rigors of 
the marketplace, he believes that with­
out good design the marketplacG is a 
showcase of visual vulgarity. 

The creative ans have always labored 
under adverse conditions. Subj ectivity, 
emotion, and opinion seem to be concom· 
itants of artistic questions. The layman 
feels insecure and awkward about 
maki ng design judgments, even though he 
pretends to make them with a certain 
measure of know•how. But. li ke it or not. 
business conditions compel many to 
get inextricably involved with problems 
in which design plays some role. 
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For the most part, the creation or 
the effects o f  design , unlike science, are 
neither measurable nor predictable, 
nor are the results necessarily repeatable. 
If there is any assurance, besides fa ith, 
a businessman can have, it is in choosing 
talented, competent and experienced 
designers. 

Meaningful design, desi gn of quality 
and wit, is no small achievement, even in 
an environment in which good design 
is understood, appreciated, and ardently 
accepted, and in which profit is not 
the only motive. At best, work that has 
any claim to distinction is the exception. 
even under the most ideal circum­
stances. After all, our epoch can boast 
of only one A. M. Cassandre. 





Integrity 
and Inven tion 
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We are told "One picture is worth 
more than a thousand words," but is it? 
Does any one ad, poster, trademark, 
book jacket letterhead, or TV com mer­
cial tell us of the compromises, doubts. 
frustrat ions, or m isunderstand ings 
that went into its making? 

Some years ago I was asked to contr ibute 
a paper on the subject of the visual arts.' 
Those problems I chose to write about 
have, jf anything, become even more 
apparent today than they were then. For 
tho most part neither time, nostalgia .  
Victor iana, Art Deco, nor any other 
fashionable rev ival has warranted any 
substantial alterations in my vie w s .  

Courage 
and Creativity 

To function creatively the artist must 
have the courage to fight for what he be­
lieves. Courage in the face of a danger 
that has no element of high adven ture in 

it -just the cold, hard possib ility of 
losing h is job. Yet the courage of his con­
victions i s .  along with h is talent, h is only 
source of strength. Frank Lloyd Wright 
put it th is way: 

I'll work as /'II think as I am 
No thought of fashion or sham 
Nor for for tune the jade 
Serve vile Gods of trade 
My thought as beseemeth a mant 

The businessman will never respect 
the professional who does not believe in 
what he does. The businessman under 
these circumstances can only use the 
artist for his own ends. And why not, if 
the artist himself has no ends? In asking 
the artist to  have courage, w e  must ask 
the same of industry. Th e  impetus to 
conform, so widespread today, will , if not 
checked. kill all forms of creativity, 
scientific and technological included. 
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Business has a strong tendency to wait 
for a few brave pioneers to produce 
or underwrite original work, then rushes 
to climb on the bandwagon. The band• 
wagon, of course, may not even be going 

in the r ight direction. The attention 
and adm iration evoked by tho high calibre 
of XYZ's advertising have ind1.1 ced many 
an advertiser to say, Hlet's do some­
thing like XYZ" without considering that 

it might not be at all suited to his needs. 
Specific problems require specific visual 
solutions. But both XXX's and YYY's 
advertis ing and products can b e  made to 
fulfill their functions and also be aes• 
thetically gratifying. Both can express 
respect for and concern with the broad• 
est interests of the consum er .  

Against the outstanding achievements 
in des ign by some companies, there 
stands the great dismal mountain of lack­
lustre work. On the whole, industry 

lacks confidence in creative talent and 
creative work. and this is the most 
ser ious obstacle to raising the standards 
of design. 

Artistic Integrity 
There are those who believe that the 
role the designer must p lay is fixed and 
determined by the socio -economic 
cl imate; that he must d iscover his func­
tional niche and fit himself into i t .  It 
seem s to m e  that this ready-made image 
ignores the part the artist can play 
in creating this climate. Whether we are 
advertis ing tycoons, missile builders, 
public figures, or private c itizens, we are 
all human beings. and to endure w e  
must first of all, be for ourselves. Only 
when man is not accepted as the center 
of human concern docs it become 
feasible to create a system of production 
which values profit out of proportion 
to respons ible public service. or to desig n  
ads in which the only aesthetic criteria 
are the use of fashionable illustrations 
and "in" typefaces. 



The Corporate 
Image 

In th is, the speed generation, practicall y 
any corporation., large or small, can have 

its .. image" made to order. A vast army of 
image makers have made a business 
out of art large enough almost to rival the 
businesses they help t o  portray. Much 
has been tou ted about the virtues of 
corporate identification programs. 
Because the corporate image so often 
conveys the impression that it is  all­
encompassing, it leaves little doubt in 
the mind of the onlooker that the image 
he sees r'8presents a company which is 
really in the swim; that it's the best, the 
f irst, an d  the most. However, being with 

it is not always being for i t .  

Upon receipt of the AIGA medal. for 
his company's contribution to good 
design, I rwin Miller, chairman of the 
executive comm ittee of Cummins 
Engine Company, said: NGood design has 

nothing to do with image, which is a 

phon y word if there ever was one .  Image 

is basically a n Bttempt to cover up, a cos• 

metic applied to make you look better 

than you reBl/y d o .  Good design at heart is 

simply honesty. It is  an ingredient of 

character. Good design helps to form in 

any one part of the business an influence 

that affects all pa rts of the business .  It 

sustains ch aracter and honesty in every 

aspect of the business. Good design, 

therefore. is very good business indeed.·· 

(June 14. 1984) 
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I t seems to me that a company can more 
eas ily be recogn ized for what it really 
believes not by its made-to-order image 
( its trademark , logotype. letterhead), nor 
by the number o f  avant-garde prints or 
Mies van der Rohe chairs that embellish 

its off ices, but by its more mundane, 
day.to � d a y  act iv it ies: its house organs. 
counter d isplays, trade advertisements, 
packaging, and p roducts. Unless it con­
sistently represents the aims and beliefs 
as well as the total act ivity and produc• 
t ion of a company, a corporate image is 
at  best mere window dressing, and at 
worst deception. 

Things can be made and mark eted with• 
out considering their moral o r  aesthetic 
aspects; ads can convince w ithout 
pleasing or heightening the spectator's 
visual awareness; products can work 
regardless of their appearance. But 
should they? The world of business could 
funct ion w ithout benefit of art. But 
should it? I think not, if onty for the s im­
ple reason that the world would be a 
poorer place if i t  did. 

The commercial artist (des igner) who 
wants to be more than a mere stylist and 
who wishes to avo id being overwhelmed 
b y  the demands of clients, the idiosyn­
cras ies of public taste, and the ambigu­

ities of consumer research surveys must 
clarify what his cultural contribution 
should be. In all these areas he must try 
to distinguish the real from the imag­

inary, the sincere from the pretentious, 
and the objective from the biased. 

If the graphic designer has both talent 
and a comm itment to aesthet ic values, 
he w ill automatically try t o  ma ke the 
product of graphic des ign both pleas ing 
and visually stimulating to the user or 
the v iewer. By stimulating I mean that 
this wor k will add something t o  the 
spectator's experience. 
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The artist must bel ieve his work is an 
aesthetic statement, but he must also 
understand his general role in society. 
It is this role that justifies his spending 
the client's money and h is risking other 
people's jobs. And it entitles him to make 
mistakes. He adds something to the 
world. He gives it new ways of feeling 
and think ing, He opens doors to new ex­
perience. He provides new solutions to 
old problems. 

There is nothing wrong with selling, 
even with "hard" selling, but selling which 
misrepresents. condescends. or relies 
on sheer gullib ility or  stupidity is wrong. 
Morally, it is  very difficult for an artist 
to do a direct and creative job if dishonest 
claims are being made for the product 
h e  is asked to advertise, or if, as 

an industr ial designer, he is supposed to 
exercise mere stylistic ingenuity to give 
an old product a new appearance. 
The artist's sense of wonh depends on his 
feel ing o f  integrity. If this is destroyed. 
he will no longer be able to function 
creatively. 

Art and 
Communication 

The lament of the graphic designer 
that h e  is not permitted to do good work 
because good work is ne ither wanted 
nor understood by his employers 
is un iversal. It i s  indeed very often true. 
But if the arti st honestly evaluates 
his work he will frequently find that the 

''good wo rk" the businessman has 
rejected is really not so good. 
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Many times when the "square" cl ient 
says "itS too far out," he may be un­
consciously reactin g  to inappropri ate 
symbolism, obscure interpretation 
of an idea, poor typog raphy, an inade­
quate display of hi s product or simply bad 
communication 

Graphic design 
which fulfills aesthetic needs. 
complies with the laws of form and 
the exigencies of two-dimensional space; 
which speaks in semiotics. sans-serifs, 

and geometrics; 
which abstracts, transforms, translates, 
rotates, dilates, repeats, mirrors, 
groups, and re groups 

is not good design if it is irrelevant. 

Graphic design 
which evokes the symmetria of Vitruvius, 
the dynamic symmetry of Hambidge, 
the asymmetry of Mond rian; 
which is a good gestalt, 
generated by intuition or by computer, 
by invention or by a system of coo rdinates 
is not good design 
if it does not communicate. 
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