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The hardest thing to see
5 what 15 front of veur eyes.
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The designer. engaged in the mourntul
business of tombstone carving.
demonstrates his skills with humor and
nganusty en this efghteenth century
gravemarker.




Art for
Art’s Sake

Thes book is a compilation of my writing
that has appeaiedin tha pastmuch
ofitin Thoughts on Design My interest
has afways been in resteting the

validity of thosae i#eas which. by and large.
have guided aitists since the time of
Polyctitus | believe that it is only in the
application of those timeless principles
that one can even begin to achieve a semr
blance of quality :n one3 work. It s

the continuing relevance of these ideals
thatl nrean to emphasize especialfy

to those who have grown up in 8 world of
punk and gralfiti

Unfess osherwsse indicated. all illus
trations shown in this book are chosen, as
amatter ofconvenience hom my own
wovk /it would be impoassitie to list aif those
who over e yeors hava helped maka
this book areality | am indebted to my ed¢
tors at Yale and to my wife for her assis-
tance in typing and edien g 7o my friend
Maiio Rampone lowe a8 spécial debt
for his infinite patience and inexhoustible
supply of type proofs.

Weston. CT. December 1984

In 1880 Maurice Denis said: “It is well

to remember that a picture -before being
a battle horse, a nude woman, or some
anecdote~ is essentidily a plane surface
covered with colors, assembled in a
certain order.” He was saying aboutde-
sign what Vasari in the sixteenth century
had already eloquently 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 designis rich in meaning but
difficult to pin down. To most people
desgn means decoration: wallpapers,
fabrics, fashions, and floor coverings,
and the term graphic or graphics refers
to the printingindustry, or to printmaking
(thelesser of the so -called fine arts),

Yet the expression graphic design
often diaws a blank from many peogle.
(Thie term wasusedby W. A. Dwiggins
in 3 statement which first appeared in the
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 source of this appellationisa
matter of conjecture.)

The Oxford £nglish Dicéionary devotes
two columns to the word grephicys):
among its meanings are drawing, paint
ing, lettering, writing, etching. engrav-
ing, vivid, clear. It devotes four columns
to design: a plan, purpose. intention.
model, arrangement. decoration This
plethora of meanings s too broad

and imprecise tobe clear Perhaps tha
texm commercialart once widely
used. better desciibes the metier of a
graphic designer But it. too, isnot
sufficiently specific to b e truly meaning-
ful. Snobbery as weéll as thelackof
clarity about its scope may have con-
tributed to the term’s gradual
disappearance from the graphic arts
scene today.

The defnitions of what a designer

does are equally broad and imprecise.
Specifically, a graphic designer is

one who creates ideas thatare expressed
in words and/or pictures, and generally
solves problems of visual communication.
Items reduiring the woik ofa graphic
designer before they canbe printedor
producedinclude: price tags. cata
logues. newspapers. magazines, post
ers,brochures, advertisemenss,

books. book jackets, stationery, logo-
types. packaging, product nomenclature
{nameplates), signs-in short, anything
involving the visual manipulation

of words and/or pictures
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KCuvranhovon,
M and Chaos
Anentan Exstrust of A,
Ha¥ a Truth (s Better than

Design focuses more on conception
than t does on execution. The designers
creasive efforss in the form of sketches,
plans, or verbal descriptions are often
intended to b e executed by others: type-
setters, printers, papermakers model
makers. The design for a postage stamp
or a tomhstone may be concaived by

a designer. but it cannot come to fruition
without tha skills of e printeror a
stonecutter.

The revolution in modern painting, with

its emphasis on form, on abstraction,

on visual relationships, onunorthodox
methods and materials, has played itspart
in focusing attention on the design of the
total surface rather than onanecdote
orsubject marter This toohas contributed
to the change of kbel from commercis/
artto grapfe design. in which emphasis is
given not tohackneyed literal illustration
but to significant form, meaningful

ideas, metaphor, wit. humor, and exer-
cises in visual perception,

“We know,” says John Kouwenhoven.

“that where we perceive no patterns of re-
lationship. no design we discover no
meaning.” Graphic designis essentilly
about visual relationships-providing
meaning to 3 mass of unrelated needs
ideas, words, and pictures Itis the
designer§ job to select and fit this mate-
rial together-and make rt interesting.

“The reason,” Kouwenhovengoeson to
say, “apparently unrelated thingsb e-
come interesting when w e startfitting
them togethet...is that the mind$s
characteristic employment is the dis-
covery of meaning, the discovery of
design.” He says, further, “The search
fer design. indeed, underlies allarts
and allsciences... Theroot maaning of
the word srtis, significantly enough,

"to Join, to fit together"..."”

xiii

The ideas thathave colored our way of
seeingand thinking about design are built
on the beliefs eswablished at the begin-
ning of the twentieth century. Essentially,
the ideals of the art of representation
were rephced by those of formal design,
whethertheseideas stemmed from the
unorthodox visual concepts of Cézanne
or Picasso, or from the equally provocative
concepts of the symbolist writersand
artists (Stéphane Mallarmé. Emite
Bemard, Maurice Denis).

Thadesigners work, like any good art-
ist$. is unique He produces one design,
one advertisement, one poster. even
though his work gives birth to countless
reproductions-no d¥ferent from the

one psainting thatis reproduced in numeer
ous art booksand catalogues. The
designer who creates something entirely
new is no rarer than the painter who
does the samea And he, like the painter. is
susceptible to the same influences:

to history. to 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 thanit does with reality,
Thepaucity of great artis nomore preva-
lentamong designers than it is among
painters To be sure, thereisa basic
difference between graphic design and
painting.But that differenceis one

of need and doesnot preclude consid
eration of ferm or quality. It merely adds
more stress to the nosmal difficulties
entailed inproducing originat work.




1. ThéophileG aunes,
Pre face to Macemar=g€a Maupin
(Paris, 1835)

2. Beneoeno Gravagnucie,
Adelf Loos
(New Yock, 1982), 12

in the nineteenth century Théophile
Gautier {1811.1872) expressed his con-
tempt for the vtilitarian inart in such
utteraneds as: “Nothing is truly beautifu!

except that which can se rve for nothing....

Whatever is useful is ugly.”’ This was “art
for artssake.” And when Adelf Loos,

the same man who in 1908 wrote “Orna-
mentand Crime,” commented: “Art

must be stripped of practical goals;’t he
was echoing the convictions of a great
many ar'ists and art lovers. The quandary
still exists today. Isit any easier to cate-
gorize the design of 8 Miré poster than it
is tocategorize aprinters device by Hans
Holbein. the magnificent medals by
Pisanello, an elegant magazine cover by
Bonnard?

Artempts to reconcile the formal and
practical were made atvarious times in
the early part of this century [circa
192130) 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 desigr, painting, and sculpture and
demonstrate that a special point of view
is as important as a special skill in
achieving distinguished work.
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The flatbroom,
a Shaker iwenton,
ored 1860



The Beautifui and
the Useful -~
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Shaker door fatch,
Peasant Hl, Kentucky.
circa 1850

“Ideals ought to aim at the transformetion

ofeality.”
= William Jsines

Visual communications ofany kind,
whether persuasive or informative, from
billboards to bitth announcements.
should be seen as the embodiment of
form and function: the integration of the
beautiful and the useful. Copy.art

and typography should b e seen as a liv-
ing entity; each elementintegrally
related. in harmony with the whole. and
essential to the execution ofan idea.

like a juggler, the designer demonstrates
his skills by manipulating these ingre-
dicntsin a given spaca Whether this space
takes the formofadvertisements, peri-
odicals. books, printed forms. packages,
industrial produc¥%. signs. or television
billboards. the criteria are the same.

That the separation o f form and function,
of concept and execution, is not likely
toproduce 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 fragmente the work

of the individual or creatos by committee,
or makes mincemeat of the creative
process will in the long run diminish not
only the product but the maker as waell.

Commenting on the relationship

between fine artand useful or technolog-
ical art. John Dewey writes: "That

many, perhaps most, of the articles and
utensils made at present for use are

not genuinely aesthetic happens, unfor
tunately, to be true. Butit is true for
reasons that are foreign to the relation of
the 'beautiful’and ‘useful’ as such.

Wherever conditionsaresuch as to pre-
vent the act of production from being

an expearience 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 itis for special and lim-
itedends. it wil notbeuseful in the
ultimatedegree - that of contributing
directly and liberally to an expanding and
enriched life!"

The aesthetic requirements to which
Dewey refers arc, it seems tome.
exemplified by the Shakers, who believed
that “Trifles make periection butper
faction itself is no trifle.” Their religious
beliefs provided the fertile soil in

which beauty and utility could flourish.
Their spiritual needs found expres

sion in the design of fabrics, furniture.
and utensils ofgreat beauty. These
products are documentso f the simple life
of the people, their asceticism, their
restraint, their devotion to fine crafseman-
ship. and their sensitivity to proportion,
space, and matserials.

In the past.rarely hag beauty been

an end in itself The magnificent stained
glass windows of Char'reswere no less
utiitarian than was the Parthenon

or the Pyramid of Cheops The function
of the exterior decorgsion of the great
Gothic cathedrals was toinvite entry, the
rose windows insid e provided the
spiritual mood -a symbiosis of beauty
and utilit y.



The Designer’s
Problem

1. 1 use e tenm layout here
because of t 3PoPUer eccept-
anca- | aloukd prefer instead
10 uUse tha e SONPOSINGN
195 1 isuged In pFninp)

2. 7w reader may wish e rafaf i
Wiknsky Toxe Abederm Mevemen:
w At INexe Yook, 1934], for 3
description o7 ghe z tist's men:al
Proc@s:;es w' meanny a verk
ol an

3. Jeseoh £ e0C
Leisu.2: e Bssis or Culture
(New YoiXk. 1992\ 25

To believe that a good layout is produced
merely by making a pleasing arrange-
ment of some visual miscellany(photos,
type. illustrations) isanerroneous con-
ception of the graphic designer’s function!
What is implied is that a probloim can

be golvod simply by pushing things around
until something happens This obvi-

ously involves the time-consuming uncer
tainties of trial and error. However,

since the artist works partly by instinct.
acertainamount of pushing around

may be necessary, But this does not imply
that any systematic, unifying. repetitive
ideashouldbe avoided out of hand.

As a rule, the experienced designer

does not begin with some preconceived
idea. Rather. the idea is (or should

be) the result of careful observation,and
the desigri a8 product of that idea.In
order to solve his problem effectively,
the designer must necessarily go
through some sort of mental process?
Consciously or not. he analyzes,
interprets, formulates He is aware of the
technological developments in his

own and kindred fields. He improvises
or invents new techniques and com-
binations. He coordinates his material

so that he mayrestate his problem in
teims of ideas. symbols, pictures. Herein
forces nis symbols with appropriate
accessories to achieve clarity and interest.
He draws upon instinct and intuition.
Heconsiders the spectator’s feelings and
preditections Briefly. the designer
experiences. perceives. analyaes, organ-
i1zes, symbolizes, synthesizes,

This is largely what the designer has in
commoan with all thinking people.

“According to Kant mans knowledge is
realized in the act of comparing,
examining. refating. distinguishing,
abstracting, deducing, demonstrating-
all of which are formsof active
intellectual eftors:?

The designer is confronted, primarily.
with three cfasses of material: a) the
given-product, copy, slogan, logotyp@
format, media. productio n process; b) the
formal-space, contrast. propor:ion,
harmony, rhythm, repetition, line, mass,
shape, color, weight. volume, value,
texture: c) the psychological-visual per
ception and optical ilusion probtems,
the spectators’ inssncts, intuitions, and
emotions as well as the designers
ownneeds

Asthe material furnished him is often
inadequate. vague, uninteresting. or other-
wise unsuitable for visual interpre-
tation, the designer’s task is to restate the
problem. Thismay involve discarding

or revising much of the given material.

By analysis {breaking down of the com-
plex materiatinto its simplestcompo
nents-thehow, why, when, and where)
the designerisable to begin to swate

the problem.

This newspaper adver'isemoent was
&ddressed to people femiiiar with the Morse
code To the ganeral public. unfamiliar

with these symbols. they never 'hetess served
as a ps werful attentien -cempelling device
(1954)



To the cxecutives and. imanapement of the Radio Corporatton of Ancrica:
Heries Alesader. Anderion, Baker. Buck, Cabslt, Canmanr, Gurter. Coe, Coffin, Duntap. Eflon, Lagsirian Foliow, Gorim, folliffc, Kyos.
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W itfeam H. Weintraub & Compasy, PO Afcertiting 258 Madicon Avenwe, New York




Magezine cover,
Apparal Arts,
1939
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Because graphic design, in the end,
deals with tha spectator, and because it
is the goal of the designer tobe per
suasive or at least informative. it follows
that the designer’'sproblems are
twofold: to anticipate the spectator’s
reactions and to maet his own aesthetic
needs He must therefore discover a
means of commwunication between him-
seff and the spectator{a condition

with which the easel painter need not
concern himself) The problem is

not simple: its very complexity virtually
dictates the solution—that s, the
discovery of an image universally com
prehensible one that translatas abstract
ideas into concrete ferms,

k is in symbalic, visual terms that the
designer ulbmately realizes hispercep-
tions and experiences; and it is N a

world of symbols that man lives. The sym-
bol is thus the common language
between aitist and spectator. Webster
defines the symbol as “that which
standsfor or sugges¥ something else by
reason of relationship, association,
convention, or accidental but not inten-
tionalresemblance; especially. a

visible sign of something invisible, as an
idea, a quality or totality suchasa

state or a church; an amblem, as the lion
is the symbo/ of courage; the cross is

the symbdo? of Christianity. ‘A symbolis a
rapresentation whichdoes not aim at
being areproduction.” (Goblet d"Alvielle}.”

The words simplified, stylized, geometiic,
abstract, two-dimensional, flat, non-
representational, non-mimetic are com-
monly associated, sometimes inCoF
ractly, with the term symbol. Itis true that
the depiction of most distinctive sym-
bols does fit the image these words help
to characterize visually, but itis not
tiue 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 merely points
to the effectiveness of simplicity but not
to the meaning of the wordper se. In
essence, it is not what it looks like but
what it does that defines a symbol.

A symbol may be depicted as an abstract
shape, a geometric figure, aphoto

graph, an illustration, a lettar of the alpha-
bet. or a numeral. Thus a five-pointed

star, apicture of alttle dog listening to his
masters voice. a steal angraving of
George Washington, and the Eiffal Towear
ivgelf are ell symbols.

Religious and secular institutions have
clearly demonstrated the power of

the symbol as a means of communication.
Itis significant that the crucifix, aside
from its religious implications, is a dem-
onstration of perfect form—-a union

of the aggressive vertical {(male) and the
passive horizontal {female). It is not

too fartetched to infer that these formal
relations havae at least something to

do with its endurance. Note the cuiious
analogy between Occidaental and Criental
thought in the following excerpts:

Rudolf Koch. in 7he Book of Signs. com-
ments: “In the sign of the Cross God

and earth are combined and are in harmony
...from twosimple lines a complete sign
hasbeenevolved The Crossis by far the
earliast of all signs andis found avary
where, Quite apast from the concepts of
Christianity.” In the Scok of Changes
(Chou Yih}it is stated: “The fathomless
ness of the male and female principles
{Yang and Yin) is called God.” This concep
tion isillustrated by the tai chi symbol

axpressing the "tworegulating powers
which together create all the phenomena
of Nature.” The essence of Chinese
philosophy is revealed in the expression:

“All things are produced by the action

of the male and female principlasy?




Any visvalimage may serve

as a symbol irrespa ctive of style.
dagrees of adstrsction,

or refotionship L6 the real thing




Here the symbol & a by-product
resufting from & problerm of form—thatis
the eppositionof the verticaland
horizontal planes At the samea tima it
suggests tha dignity and serenity

of the cruciform.
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The cross on thrs cover is designed

0 sugge st a pairof shears cutting up the
map of Czechoslovakia

At right miscelianeous etements:

tvpe, itustration, an# trademark are unified

by means of the crucif orm

DIRECTION

Yol I/'N atmbec Y
Novembezr. December. 1938

J5 cents per copy

Magazne cover, Magazine advartisement,
Oirection, Westinghouse Efectric Corporstien,
1938 1961

10



10,000

Traffic Signals
Controlled

by a Computer...

Izaging o computer that could solve the
downtown traffic problem, This is the long-range
petential of a new kind of computer invented
by Westimghouse, one that could control
ten theusand tralffic mignals, and move more cars
with fewer delays. This computer *lparns®
by pxporience; tries mew approaches when necessary.
adapts instantly to changing problems. Right
pow lt'as at work in induetry. Ond pilet sodal has

()

11

been running a refinery process, not to produce

the greatasi nusber of tons, not to produce the
highest prefit per ton, but to produce the highesi
total profit for the equipment. This new-concepl
computar will improva the making of cement,

rpaper; and almest anything else made by o continuous
procass. Compared to standard computers, tha

naw type will ba smaller, sispler, mors

roliable. You can be sura.. . if it's

Westinghouse



Th& symbol in thi's arrangement
s the plus sign.

o design studenty’ guide
to the Now York Warld's Fair
campiled far

P/ M mogozine . . . by Labaroiory Scheal
of Industieal Design

e

New York Workd's Eai
1939

12



In this iilustra tion the forn is intcn-

sified by dramatic narrativa association,
The fiteral meaning changes accord-

ing to context: the formal quality remains
unchanged.

DIRE( JON

Mseszine covey,
Diraction,
1840
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Varsatility
of the Symbol

1. Amé&des Czenfan:
Feuviastions of Modem At
{New York, 1981), 249

The same symbol can express many
difierent ideas. Itis potcntially a highly
versatile devic e. By juxtaposition,
association, and analogy the designer
is able to utilize its ef’ectiveness to
fulfill a specific function.

Distinguishing betwween the literal

and plastic meaning of forms Gzcnfant
declaras: "Eveary foim has its specific
mode of expression (the language of plas-
tic) independent of its purely ideolog-

ical significance (tanguage of the sign)™"

Thecircle 3s opposed to the square,
forinstance, as a pure formavokes a spe-
cific aesthetic sensation; ideologically

itis the sign of eternity, without beginning
or end. A red circle may be interpreted

as the sign of the sun. the Japanese flag, a
stop sign. an ice-skating rink. or a

specidl brand of cof'ee...depending on its
context.

Pesfume bottle,
9oldf wire and crystal,

1844

14



Oneshast poster (regrawn),
N.Y Subways Advernsing Ce.,
1947
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#rochure,
18M Carooration,
1987
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Kawnl Sarl aiel, kaasl

Wy =5, "1
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Brechure cowver,
.S Navy, (. S S Lexingron,
18959







#rochure,
Autocer Corporanion,

1942

Peoster.
Aspen Design Cenfecence

1982

The International
Prepared Design Conference

Professional in Aspen
June 13-18,'82
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Brochure
Coordinator inter Ammarican Alfairs,

1943

Poster,
Aspen Dasign Conference
1986
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The Trademark

A trademark
is @ picture.
Itis a symbol
a sign
anemblem

an escutcheon

..an image.

There are

good symbols...
like the ¢ross
Thereare
others...

Iike the swastika.
Their meanings
aretaken

from reality.

Symbols
areaduality.
They takeon
meaning
from causes

..good or bad.

And they give
meaning
to causes

..good or bad.

The flag

is a symbol
of a country.
The ¢ross
isasymbol
of a relgion.

The swastika
was a symbol
ofgood luck
until

its meaning
was ¢hanged

24

The vita lity

of a symbol
comes

from ef‘eciive
dissemination...
by the state

by the community
by the church

by the corpotation.
Itneeds
attending

to get

attention.

The trademark
is a symbol

of a corporation.
Itis not

asign of

quality. . .

itisa sign of
the quality.

The trademark
for Chanel
smells

as good as

th e perfume

it stands for.
This

is the blending
of form

and content,

Trademarks
are animate
inanimate
organi¢
geometric.
They areletters
ideograms
monograms
¢olors
things.
{dealty

they donot
illustrate
they indicate

... not

represent

but suggest...
and are stated
with brevity
and wit

A trademark

is created

by a designer
but made

by a corporation.

A trademark

is a picture
animage...

the image

of a corporation.

Masgszine savertiSement
Westngheyse Elecltic Cerperation

1963



and the l’ace tO Ulltel' SDaCe If wan {s& to reach the other plranets...
and gat dack to Zarth...he hat throce ilmmediate cholces: (1) A coaventional
rocket, wmany times the size of axything now existing. (2) A rendezvous in
orbit, where the spaceship would bBe agscmbied. (3) An atomic-powered rocket
ship. Because atlmic power's erficiency i3 the nighest. many experts beliavae the
practical cheice for gpace exploration %3 an atomic rocket engine.

Fastinghousa and Aarojet Ganeral are now working with AEC's 3108 Alacey
Scientilfic Lavoratory to desigh such an engine. This industry-government tewn 3is
ror%ang under the direction of tha Joint Space Ruclear Propnlaion Qffice of the

AEC and HASA. You ¢an be sure...if it's Wesringhouse
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T\ Bidoa"d,
Wastinghouse Etectre Corporation,
1967

Newspaper advertisemant,
Westaghouse Electric Corpetation,
1968

A

P on
W@
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T he symb ol for Westingh ouse (1960Q)

as it appears todayis anadaptation of an
earlier trademark. The problem was to
transform an existing lackluster emblem,
consisting of acircle,a W, and an under-
score, into something unique. Updating
aid modermization were a byproduct and
not the focus of this program The final
design, which comprises a circle, a
series of dots, and lines. was intended 0
suggest a printed circuit. One of the

comments this design evoke d when it was

beiny presented was that it resembled 3
mask. Although this idea w as never in-
tended, | believe that the effectiveness of
this symbol isd ue partly toits
anthropomorphism.

28

The mask, since recorded history,

has served many functions: to disguise
to pique to simulate. to enhance. to
identify, or simply to entertain Not unlike
the mask, the trademark is a potent

and succinct means of communication-
forgood or for evil,

Like aff such év'ifaas. the corm mask
shown hera serves a caremonial 8s waeff
as apractical lunction. Thase braided
cerr) masks wera worn at3griculturdl f es-
theals of the roQuoss.









Traderrark,

Hetbros Witch Company,
1944

Trademark,

Consolidated Ciar Cormpany,
1959
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Trademark,
Cotovtorms,
1969

Trademnavk,
United Farceal Serwvice,
1957
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The need tor simplicity is demonstrated
in the blurred imsge of the ABC trade-
mar¥. How far out of focus c an 8n image be
and still be recognized? A rademark, which
is sublfact to an infinite number of uses,
abuses, and vaniavons. whether forcom
p atitive purposes or for e asons of
‘self-expression.” cannot survve unless it
is designad with utmostsmplicity and

34

restraint- keaping in mind that seldom
is 8 trademark favored with mora than &
glanca Simplicity implies not only

an sasthekc ideal. but a meaningful idea,
aither of contentor form, that canbe
esas!!y recalled,




Yiademark,
American 8roadfcasnng Company,
1962
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Trademark
ripton takes CofRoration
1980

Annusz! Repovt cover.
Cummins Engire Compsny.,
1973
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Seeing Stripes

Nature has striped the zebra. Man

has striped his flags and awnings, ties
and shists. For the typographer,

stripes are rulesy for the architect they
are a means of creating optical illusjons.
Stripes are dazzling, somelmes
hypnotic, usually happy. They areunijver
sal. They have adorncd the walls of
houses, churches, and mosques Stripes

attract attention.

Ceverdesn.
P\ Maga2ine,

1938
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Foster;
IBM Gallery,
1970

Jackdl design,
Paul ThreoLeld ard Company,
1952

| ——

| |
|

| |
"

|

|

I
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The stripes of the IBM logo serve
primarily as an attentiongettingdevice
They take commonplace letters out

of the realm of the ordinaiy. They are
memorable. They suggest efficiency and
speed. The recent spate of stripad
logosinthe markctplace attests to their
effectiveness

Visually, stripes superimposed on
acluster of letters tend to tie them to-
gethet Thisis especially useful for
complex groupings such as the letters
IBM, in which each character gew
progressively wider, thereby creating a
somewhat uncomfor:able, open-
ended sequence,
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Package desans,

1BM Suppiy Kt,

1978







agination
ndthelmage

L. ¥eneken,
uatces -A Sele clien
Yook, 1938), 27, 28

fouver,
{8M Covpov ation,
073

Tritc tdeas. or unimaginative translation
of those ideas, are often the resultnotof
poor subject matterbutof poorinter-
pretation of a problem. Inthe absence of
a firesh visual solution. subject matter
sometimes becomes the scapegoat Such
dif ficulties may arise if a) the designer

has interpreted a trite idea witha common-

placc image. b} he has faile d to resolve
the problem of integrating form and
content: or c) he has failed to interpr et the
problem as a two-dimensional organi-
2ation in a givenspace. He has thus
deprived hisvisual image of the potential
to suggest, perhaps, more than the

eye cansee.

Originality

and Subject Matter
Ideasdo notneed to be esoteric to be
originalor exciting. As H. L. Mencken says
of Shaw's plays. “'The roots of each one of
them are in platitude; the roots of evesy

a5

efective stage playareinplatitude.” And
when he asks why Shawis able to “kick
up such a pother,” he answers. “For the
simplest o f reasons. Because h e practices
with great 2estand skill the fine art o f
exhbiting the obvious in unexpected and
terrifying ligh%."! From Impressionism

to Pop Art. thecommonplace and eventhe
comic strip have becomeingredicnte

for the artist'$ caldron. What Cezanne did
with apples. Picasso with guitars, Leger
with machines, Schwittcrs with

rubbish. and Duchamp with urinals makes
it clear that revelation does not depend
upongrandiose concepts. The problemof
the artist is to defamiliarize the ordinary.



Magazine advertisement
Westinghouse Electric Corporaton,
1962

Buid gackaging.
\iesunghouse Electric Corporation,
1868

Wes inglsuse

Fresh water and ekeetricity.from one superfagtody
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TN extira

life
) light

nlhe
T
|'|.||-'-2'

If artistrc quality depended on

exalted sub ject matter:. the cormmercrat
artist, as weff as the advertising

agency and advertisers, would 68 i n a bad way.
For years ! have workad with 1ight

bulb manufacturers, agar makers. distillers
and othars whose products are not

visually unusual. A lightbulb is almost as
commeonplace as an apprhe. but iff falf

to make a pack3ge or an advertysarmeant for
light bulbs that is lively and original,

fewiff not be the 1ghtbul b that is at fault,
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Integrating
Form and Content

2. Reger Fry,
“Some Quesuons in Esihalics”
Transforryat ons
(Lendan 1928), 24

Roger Frycommenting on the problem

of integrating representa tional and formal
elements, states: “This may, perhaps,
give us a hintas to the nature ofsuch com-
binations of twoaits, namely, that co-
operationis most possible where neitler
of them is pushed to the fullest possi-
bilities o f ex pression, where in both a cer-
tainfreedom is left to the imagination,
where w e are moved rather by sug-
gestionthan ssesement”?

Visual statements suchas jllustrations
which do not involve aesthetic judgment
and which are merely literaldesc¢riptions
of reality canbe neither intellectually
stmulatingnor visually distinctive. By the
same token, the indiscriminate use

of typefaces.,geometric patterns, and
abstract shapes{handor computer
generated) is self-defeating when they
function merely as avehicie for selif-
expression. The visual statement.on the
other hand. that seeks to express the
essence of anidea, andthat isbased on
function, fantasy.and analyticjudg-
ment isiikely tobe not only unigue but
meaningfuland memorable as well

48

Inpractice, when a design is submitted
for approval, it is prettied up with matand
cellophane and judged as an isolated
fragmentUndersuch conditiorns,and in
the absence of compenition, the purely
conventional type of illustration may
seemquite effective. However, foran ad-
vertisementtohold i%s own in a com-
petitiverace, the designer must steer clear
of visual clichés by some unexpected
interprctation of the commonpla ce. He
does this partly by simplifying, by
abstracting. by symbolizing. If the result-
ing visual image isin any way ambigu-
ous, it maybe supplemented by one that
is more clearly recognizable.



/n the examples that folffown’ the abstract
geometyrc forms fattentionarresting

devicas) tand to dominate while the represen-
tationalimages play a supporting 1ole

The complc mantary ralationship between these
two types of images & dramati.zed vwhen
human expression is ntroduced,

Calstogue cover, / 6/‘—:7\ :
Musaur: of Mooern Art L/ {La" f—’: E ;
1957

i

9% a000

49






Jacket desgn.
Pentheon,
1964

Cover design,
Viniage Books,
1958
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Annual Aegert cover,
Wastinghouse Etactric Corporation,

1971

Magazme adverstisement,
Jacauelne Coohran,

1344

The cemsiiive areds arcandthe eyna

peed ndend lubricasion Just as tender leaves
NeRE meIStyTe 20 BreassrTe their natutal

PEAM, FATERME-1T0,

¥

Jacousiing Coohran
X2kl omellicntalin cRUIE T 2 Wy tnger
vorT Coremabiend Bunfatien. . 1br aasvoes ‘e & 29 asue

st WQUELINE COUHRM
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New spsper adsertisement,
Frank H Lee Company,
1947

Jackea? design,
Pantheon,
1863
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ihere are., howeve: instances when
recognizable imaees are of suffrcient plastic
expiessiveness o make the addition
of geometnc or abstract shapcessuperfluous.

The Portrait
in the Renalssance

].))' JOhn P.Pc-}[ € NNCssY
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Magazine zdve tisement,
Wastinghoy se Elactric Cergeratron,
1962

Jacket deswon,
Wittandern, Schult2, (¢,
1946

1ringe
¥8 knox adbsuc

LezosTewl

Thi

A Bhyrcaesox of 20dtc: At9rlce Lo {he se=colled
*Li(ak cecpanye . It gwe 00 foclerles sanurvolures
39 pestusile oud =chae e b PEQNLO. DUt Jiesc “cniake®
abe' )y Preblecs; avd agsic 7 olth brlllione walstiiere.

Te 26v4 1 ne=Se= of ~tSLrk coopaniect at PeEslrghosae .
Cne < € ehe= 48 2 £0=7 ©f ociBotiEle 10 1A resdareh Joléra-
torles xa=- Putlaty=g2 w40 d¢ 0laocet Detbicd U dcuk 03mic
Ubtuledgos 13k0 M8 TTodiotleom ol Lighe bY Belidd, ani ae occfis
of 032 MlAa=. e@lot- ToellTRMNuse sl enciews I-. Balsiac-o ofely
Basle k=oviodko 10 133 eost JoserSIES o Bi) pestle—s ... el
00/0=06. AW ot ®omaISk Rg.e B9 18 sfif1 avelper ErcLP vaoxm
prInciRA) 43 9x 9 thibk Bberil D¢ PrOJLcLS 1) be neel0d Ln 029
omaelcea 20=s )b oc 13 Yeore LFed sae,

Dur of chia Ainc of a13iiok 3% OBI1'8C0USS BAe ¢¢~¢ oL A.L1ling
odYaness (h A'exzlic ;ovece =4 1IPEINZ Pc 83 (o Fudarss .
shorseslec sele gh-0:ajeco ond 4Che? $0ot1Athe 190 dowoiorxd =16 .

Tho a¢cdleve: .onl e 0T FVLIAEMNUS) 990K Bta A (Ho Fest
4re (b4 646t Buase: tor Al noe ekd0 18 100 fuLiCe:

You e18 kg Sufg ... iz 10'0 WQsﬂngh[}USE

53






Msgazune adveitisements.
Jacquewns Cectran,
1944

22 makenp
o baecedl.
flattering way
to balance
yous beslety
badgee
1z st bave
a be2utifall
revmd plc

JICCUELINE CICERN
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Cover desion

Vintage.
1956

Jacker end book design
Alfrad A. Knopf,

1945
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The

American

Essays

of

Henry James

Edited. with
an intreduction, by
Leen Edel
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Boaok ilustration {variation),
Lrsten! Lrstent

Harcout Brace & Warfg,
1870

Magazne advertisement,
Westinghouse Electric Corporation,
1963
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Rudi Blesh : LIS 4

Modern Art USA

Men, Rebellien, Cenquest
1200-19586
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Magazine covey,
Diraction,
1939

Jacket design
Alfred A. Knopf
1958

638




Magazine cover,

Dirachion

1841
£ ] ﬂlrl" r ﬂ' - .
ﬂ!a.;d-.:r gtk _.__i?_k:i'-s- u: \E :F:l'-’_?::r_ﬁ
i 5 e |I

Aprils May 1941 —-:-1 4 5 -l 15.:’
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What we commonly understandas
“originality” depends on the successful
integration of the symbol asa visual
entity with allother elements. pointed to
a particular problem, performing a
specific function consistent with its form
Its use at the proper time and place

is essential and its misuse will ine vitably
resultin banality or mere affectation.

The designer’s capacity to contribute to
the e f'ectiveness of the basic meaning of
the symbo|, by interpretation, addition,
subtraction, juxtaposition, altetation. ad-
justment, association, intensifica tion,
andclarification, is parallel to those quali-
ties that we call “miiginal.”

The Coronet Brandy advertisements are
based on acommon ob ject-the brandy
snifter—inanimated form. The dot pattern
of the soda bottle was designed to sug-
gest effervescence. the dotted back:
ground is a visual extension of the bottle;
the waiter is a variation of the snif:er
glass; the oval tray individualizes for
Coronet the silver tray we used to see in
liquor adveitisements.
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Etched goblet
Covonet Brandy,
1942



Maga2ine advertisements,

Cresta Blanca Wine Compeny,
1948,

opposrte, 1945

overiesi 1946

- 00000 04 %0 0d00 .

PR NN NN NRNNRKN RN NN NN RS

, 0000000000000 0000000
0990000000000 0QR0CPOOCTOTY
,00009 000900809900 0000asnavy

s200°F
o‘o.o. “S o eGSY'O +-ke,-.“ ~" 0.0‘000.0.0.0.... ® ..000.0'0.0
o080 00000000 §00 06008000
oor 99000000 H0QCO BP0 O
e o0 10000000 HO0 0O 00 00O,
o0 o °
l.....l
o.o.o.o.- 'he l'gh'e( h'ghba“
s0000
160000 lighter with sedq ...

eec00 o : 3
XX with gingerale. ..
e0e00c000 . n .

)..........‘:.....‘. W"h (orul .,...:..‘.l
. XXX

.9000000at oo

.o o 09 00000 0ROO
e 00 00 0@ 00 000000 ¢

{0 0000000000000 0 ~ = 9 ae0 o0
000006000600 000

ee0et0 00000080000
r0 00 0000000008000
0000000000006 0000 0 (fooee 00000000
coocooooccoooooloﬂsu 400060 000000
— °

0000000000000 000 . i
@

00 000000000 0000 0
. 800 00 090 00 800000
9 00000000 00 2000

s s0o0o00000 0
EERENEENNNN 09000
‘B0 09ga0 00 00 0606 o
eoosoo00000000

e00000%0s000/
100 000000900000
0000000000000
0000000000000

e 0006000000600 0
0000600060600 0"

c8 00 00 POOOOCOPS S
+0 00 605 500600600 00 o 00

90 500 000400000 00 000000

000 000000 00000 0900 9

80 000000008 0¢00 00 06° 000
0000080060000 00006060800 0000000600000 000 0
e 0000000 00000 00 68 O 9000006060006 000000 00
90 00000000000 000 00 Tse"0s000000060600000
T 000029000090 0000 000 0000000000000 00000 ¢
100000000008 008/ 1900000000000 000000 '
o0 08080009 % 0 "0y 400080 ,00000008049°%"
000 000400 ,0000080004s,%

s0600006006%Y00000 -0 ,00

" 9000000000600 006000000
000 00® 0086000000 00 00 00000000600 060006000 000
10000606 0000000000¢ 006 006060060600606060060060~
0000000000600 006000 080

©05 000080 00 060 ¢
“seo0oc0o000000 0
"e000000000
“ 90 0000000 00 0
0000000000060 0060606000606060 "
~ 90000 0000
~V00¢ 00000000

[ ] ®
000000600060060006006000
0000060000000 06000060"°

72



D B, B LA oW W W W W - e W ‘=W W "

P04 40000006 0600000 +s0s00890s0000er0 0000606000009 0¢0900 0009 0000600090600 000000000+0000060600000
000 d o9 40 0690 00 ¢ 0P8 0000 P00 SO0 © o0 © 9 00 00O 00 0O 00 04090 00900000000 ¢ 006000000000 0000 2000 009
'.looonooaoootoitogaoov..09..!...-0.0.0‘.'.0.0.0'.00....CIQOOOOOOOD0.00.-..00.-000.0...
PI P ¢SO 00 ¢4 B & 009 2006004900 0890 GO +08 08 0O0F ¢ 60O ©00 0 ¢ 00 00 0¢ 0000 ©900 00600 006060 0900 0 ©+008004+000006v° 0000
4000 000 60 P20 000000 000 000 90 0P 000 00 ¢0 0 Q0P ¢00 9 00900 ¢ ¢4 %9 00007999 00 0°9%0000 00000 009 0P® 0+¢p 0990044990
00008 249 09 06069940 9 0600 06600800 00000000 Q¢ 00000 & 508 0000090209000 0000009500900 000008 0+008089 070 90%so0ocve
$ 002 000 808 008 ¢ 00 00 ° o008 ©0 9O g s O ¢O OO 0 SO0 OO >0 pO 90O OO BB SO B OO0 SO 00 SO0 OO0O 08 8 00 P SO0 OO0 Ve O
000046049008 8 0¢20, 4 00¢ 0008 8 g9 00000 * PP 8 g0 0000 00 006009 000900009000+ 90 00O & 00 0 o 000808 o 000 0060 0000 00
0'..!0..‘..0000.'...00..!!U....'l"......'.0....'....0".005 [ N} o¢

oool................l.....0,..0...-0..0....-...0.oo.-0.o-l..o-.0.000.cco.-.....o.oo.olo.
0P ee et 90000 &0 QoooGQQQOOO00.QO000009.000.0000000000090000.0QO..QOOIIOOOQIOOOQOOQO
..CC.O..’.IO.....0....0..!'0‘0“0....’....'.. ® ®© 0000 0 00 O
s e °

s 000000009 s o000 0000800 %0000 0
000000009 P° 09 0994 ¢ P09 0OOFPF IV OG0 ¢00 P 0 00000600000+ 00000 [ ] ® 0 00 o0 ©® 00 00 00 06 2000 00 ¢ 00900 eo 090
1040040000014 0009000 ,° a9 8 000 000 000,000 ,00000000000 000000000000 00,000000000000
00009060 900 909998 ~0 90 0 o0 0000095 ,00000s5888e03000009¢¢0¢0¢ags0eononnsn ¢ e ® ¢
0 99%p09 900 00 08, soooonn...lno.-000-l.o.n...........'....'. ee s 0060
200099 2000 20 40 000006008006 +008006006000000 000 9600 6060000000 0060000 o0
10090 000 o0 o C 04 00 00 46009 o 00 o0 8 o8 0090 0000 0000 2 000008 oo

9009 90 00O * 90 0 0 08 60 08 0 5 08 08 006 00 0088 +0 00 00 00 000 0 0058 080 00
4%t ¥

S0P oers e
® ¢ & 90 0908 s 008 0009 0000 8 OO 0000009000009 89 e s

repoé g F

NN E] "0 0 00009 0 900000900 0009 000 0060000 00 000 90
e e 0 00 00 000 000 900006000060 000600 ¢0
00 © 0 ¢t 000 0080 000° 0000 0000000006060 00600 06060000
Y] © 00 0000080 00 0000 0000000060000 000060¢0600600
')

® 0 ¢0 0 06620 000 9060000600 0000 900 0600000069000

Y ®0 ¢ 000 0060000000000 00000c0000o00rso000e
e '0000 0000000 000000000000 000°°0cv0000°
Y] ® o0 00000 s e
0 © 8 000000000 000000000000 0600000008 00050 ¢
.- VSQ © 80000000 00000000000 90006002000 0000 00
40

e it © 820080 000000000000006060600606000 06060600000
T 00000000000 I ARSI RANFENETO0 000000000
i 4900000000 : 00000000 °

o . deliCiOUS With SOdO .’.’.'.‘:’:':',°.'."' Beoscosnosnss

® 0000 000 0 0

e or ginger ale s L
':”.Q.‘.l.i' ‘J-"-'-‘"-'-l". - /:;-:\ ... ..............

"0 000 ® 000
o8 90000
o s e s s o
00 0600 °

N
a B B @@ A AR R e
1

l¢stotoo
000¢ 0900 a0
104 é d 4o 00 ),
00eved 0 ¢ ¢ ¢ &
e Ry R EEE e
2P0 2900 ¢0 00 ¢4 4

@ OB PR R RS
@ @ BB R R E R E R
'8 090 80 O

- B W R W RN R AR
s WO R W W W B e _._ﬂ-"" ee 00000

TR ] 0000000

B AR AR E S s om ow @ B F BRSO —

W AR AR R R E R e &R 8P R R R W -4 LN ¢ 00 0 00 o
W B @B R R R R W R R F R R R R R E R EE A e U B B B 0 0000 [ N 4
RAEE R E R SRR R R TR SRR E SRR CIC O B c 00 00 66 60 O

S lE e E R oA d 8 OO00 0600 +0 O
- W E W O 8000000 000 009

1] BRERE R R SRR RS S F R R R R AR
THF RN E RN E N NN N N S B O B R R HRE R R R R B R

FEAHEE R R R R R R B @R R E R R R s R R RS E R R R R EE @R i e ® O 0 0 & o 0000000 00
i TR EE R EE N N N & B B 8 B OB 8 BB W E BER RS R R E R E R R R E e oo 00 sboe nssgosees
‘FAR AR B R R R R R R R R R R R R E R EEEE R SRS & @ & @ & B B FE & 0 e © 09 ©00 08 90008 0000 0 O

AR R R R R R R R E R R E R @B E W R R SRR E R @ RE R EEE 1 00 & 0 00 & & 00 6 0000 000 0 0

® © 0 ¢ 0000 SOSO0 0 S0 9000
® 960000 0SS0 SO0 00
® O 000000 0600 900000
o OO 00090006500 ©o9090 0

B E DR R R RS R REE
A E S S R R R EE R E R
WEA B R R E R RS R AR R E AR R EE R EEE R E AR &k R RS
0 ¢ % 09090 o 4600 0008 99 P B VY a = L B R
¢ 29 000 020 O PP O 080 20009 00O o L
14004990000 000880800000 0¢080 99
$¢04¢ 000000 0000008 9P 0080 O ’ ®©® g 0008 00000 900 O
190090 ¢09 00 000 06008 60 29 P 99 P 08 ¢ = @ am ® 00 ° 0000000000000
S0/ ¢ PO® d 00O 00 O O 8 800 0B 9 S0P i EE i o8 0000 8 0 060 0000 0090
0406046 ¢ 6600 ¢0 ¢0 0008 9 908 99 0w a W R R E S EE RS
$dLe 0 ) b6 60000 8 00 00 OO -IIE:'.-'- ® o 00 0 000 88 000000
- I-'..

—-8 CORONET RoF
L

R EE PR R E R R R R B 1\5{} l-"‘l...i‘-‘i"-l“'

10010046 ¢ 16000 pOssasesn o &7 Po00scsensoc0oos
04040 290049004 0009 ¢ q e g8 0p -
blos'e o evsa v vo ao0d @ ¢90 4 94044 =

. a5
$190600 9080 0s0c0 v 090 o ¢ . f . | Fw-';'_'"-;_
7 T N

iR R G R R E R R R
'
Pod0e ®0é 2000 00 o080 0 q
1

@+ 0 000 000 000
® & 00600000000
® © 0090 ¢+0O O O0OOS
®éé 0000 000 o
S 89 90 a0 oS00
0008000 00
86+ 0000 00°

0o dev 00 ®0 ¢ 00 & 0 00 o 0000 0000 0009 °0 9

9990 09049000049 000 0808 08 O o & & i@
0P00 P *° 0600 a0 00.!!.‘

10000¢¢¢°¢000q 0000 459 J'.r j 1 s 00%0000°
001009 1000 ¢80 000000000 ST r"'::'!.-.l.-.-.-.-":'.- % XXX EEEXEXXR]
FEEEEE R R EE R RS ! ; | s00 0000 o

®es s 00000
R W
LI
L] . w
RO NN ]
9000000

Ol ¢ 000 ¢0 00 P 0 * 00 @00 =@
1000¢ ¢¢¢ 00 ¢ 900 00 o 0900
000¢ $00 09 ¢0 0 00 004+ 09
0P e ®s 0o 0a v 0o to o0
9100 O o8P 000 0 ¢o 00
000040 2909 000900+
49 08 90000 vl oo
eleBee 900 0P o000 0o i
P90 PP 9 2B PO e
. t9 0000080000 e EEEEES
tPoe 0o PB B OPF OO OO PP T e 3 A LN BB NN
P 0Pe 009 00O B SO GOBE O LR g N " Yoy e - ¥ X R EE W
® 04909 00 90 O 2 00 8 9 EE L : - - R EEE R e R EE
MEEEE R R R B R ROE R E R W R R RE R R R
FEE A AR E RS AR R R W W @ ¢ L0 O EEEE NS
¢pP P10 2000 o0 0000 000 40O ¢ - * 00 = ¥ &
1004 00 ¢ 0 40 ¢ 00 80 9 ¢ o9 00 U L
60 )0 00 o0 8 00 0 09 O 0P *°° o 0 oo
CPO 760 000088 P0 OO ¢ bbb aa e
920000 0 0 0 00 8 99 ¢ ¢ ¢0 ¢« & 60 o L]
OP I O$ 0O B0 P B9 O oé 60 o0 09 00
2000 000 20 0 08 ¢ 00 O & 090 0 s +r 0
00 ¢00 0 ¢ 00 080 9 O O 0 ¢aas0BB O
Pe b 00 00 002 008 0900 ¢¢ 0100 00 ¢80
6044000000800 0009 0 0saaesnsnae l B
90002000000 °00° 00 ¢°¢0000 0, Ul
‘boo..o...a.-o.oo.o.l.aooox & \
16600 ¢0¢ 00000008 % 020 0000 0008008 s @&
0¢0 0000000000 00 ¢ ® 2 9 9 ¢ 4008000 99¢00
1000090000 00000+ 000°00¢006+0°°09qsrvo00 LB LR LS
0000600 ¢ 0000000090 90 ¢¢00c0"°00r0000 # R
l..’....'.......".000000..'0000000iiliiili L]
eP8® 6 P28 0 rP 0 0000000000000 00¢asoesnssocvivooedsioedioe
n..ol'.'l..’...llOOOOUOOQOQQCOll.00...00.'0.0
0000 0000 08 0 0000009 0000 000 0000000000 9000 000

& & @R R

L B N
L R
®9 000000 0

® s 0000 o0 0

L B B BN B A B
Ll -
o - RN

OO0 0 40460 0
0000 oo
*0 00 40 9 0
oo 00 0 0 ¢
900 0P am
o069 %00 O
teo 0000 0.

80 800,08, 000000000%080060,000090dd000a00 008080,
10006 0000000300000 0000 °500000000¢0006000°0c0 000

73



rvvvv""..........C......O....00OOOQO...O..OOOOOO0.0000‘.“
0000000000000 00000000000000000000000000000000000000000 00 00!
;oooooooooooooo.oooooooooooooooooooooooooooooooooooo.oo‘oo«
©0000000000000000000000000000000000000000000000000000000011
0000009000000 00000000°0000000000000009008000009000000°00 901
0000000 07 0000000000000 00000000000000000000000000000 0 00050
) 000000000 00000 0000000000000 00000000000 0000000000000 0
.o........ﬁ! 2000000000 00000 OCCERCRROICECROCROCEOCEOCOROCEBROIOGEOCEET QO CON
100000000000 Y 0000000000000 00000000000000000000 000
A EE R EEEEERE N - k0 0000000000000 00000000000000000 090000l
00 00000000000 M 00 0000000000020 0000200020 0000000000® 0
00000 QCOOCEOEOCOEOO 00000000000 000000g000 0000000000000
) 0000 0000000 0. 4 00 0000000 00000000 0000000000000 0 0001
eceeceeceocoeoeceococecee : oooooooooooooooooooooooooooooooonl

{

00000000 OSOGON 2000 300000000000 0000000000000 DMOCN
000000000000 00 © 000000000000 0000000000000000 091
) 000 000 OCGEE OOO OOO W 00000 000O0TOO0O0 000 000QCOCO0O 00 00000 0
c0co0ccoccsocese \ 0e00ssocassosson
) eee00ce0ccesocccoee N ©060000000 0l
©0000000000000000 0% S®0000000ild
) 0000000000000 0OGOEOGES! ®0e000 0l
ecoeecceccceosceeoooEoeoe 000000,
)00 000 000000 OCGOOODODCOCEOEOE® 0000000 0
R R Ry 000000000
FE NN REEEEEEEEEENEFENENNENLE 00 000000000
es 0000000000000 000cccsceit)’sec0c000c00000
P OV 000 00 0000 COPOEOOROOCOORROCFOCROCOTD 0000 0000000 OGO
90000 000 00000000000 0000000000000 00CQCGCEOCOFC
00 0000000000000000000C000C00CC0CO0OOCOCOCO0COOCREOCRO0OFO
©00000000000000000000CC0O0C0CQCQCQCQOCOCCCROCOCCEOCRCTOCOCOT
s ec00cc0000000000C0C0CO0COCCOCOCOCEOCROCO0OCOCROCROOCBEOCREOEOO0OF®
0000000000000 000000O0CO0CBOCES
00000000 0000000000000 000
000 0000000000000 0000000FQ
0000000000 0000000000000°0
00000000000 000000000000
0 000000000000 0000000 %o

ee0e0oo00oeoe
EXEIEEEXEXXEX)
eceo0 0000 O0OOES®

eeoc00o000e & et
000000 OGO y

000000080 00
0o00000000 0 )
0009000000 00
000000000 QOO0
"YEEEEEEERE XN
000 0000000 DOOY
®© 0 000000 000 O &I
000000000 OO OV
o000 00000 000,
A EEEEERE RN ERE XN NIX
00000000000 0 00!
0000000000 COCOO0CCOOCQOCOCOCQCOCOCCOOOCD o0 0000000000000
0000000000 Q0000000000000000000000000000000O0O0 N0
00000000000 & Aaacadasng0000000000000000000000 ¢ 0,

L 2]

0000 0000 00 == 0 0000000000000 "00000s0000¢
000000000 - o0 0009000000 oeer 00000 000
secoscscee . eo000coccse teed 0000000l
eo0e0o00000 Ne s 00000000 O e/ 'e0o0 0000l
, 000600 seo0000e0 ,f,\ 19000000000 .o.” ®e/ 200004
N N W) o000 09/ ; 7000000000 o 8o TEEXNRENXI]
'1e000e® seooe & =% e0o00000 00| 'ALO' j e _.r=TNEe 041
o000 00 CIC NN Z OO0 VP OO OO ¥ ! '_,9*-"/ ool
reeeoe el . cecoe \/ zf e0o0ccccoe! : XY
socoe i _L X' Hoeoooo: eooeoreoae: L o0
1000000061 00060060OCOCOC c0o 000 '000! (XY
o000 oe 000000000 00000y Ne (11
100000001 © 00000 00O0OC OO F 0 0 0 0 0 Bk T ! PR
o000 000 00000000000 A EFRERER ™ . [N
10000000 0000000COCOCEOCOOOEEOEO T EE R E RN NN (. #
o000 -0o00 - 90000000000 TR RN NN NN | [
' @ = Q. ® 4 0 ®000000 ¢oo/ Le b s B ee RS e)
o0 ) 1@ o000 0O OO TR RN »
* O er reoooen e o TEEE O r . se s : XY
o, O efdecode ¥ | sseewseal VED Be AR N e o000
re Q 000000 0 LY ¥ i k& ©0 00000060000
ooo\/ 460000000 ; e00000000O0CTSC O}
r0 0 e . 0000000 © 000060 0OOGARIOOG!
eoo0 0o 0 0e00o o ¢ 0000000000 OCO0O0,
TEEE X .......- H ® 00 00000000 0 0 0 O
' E XN XY X 10000 0 o dumuuy 0000000000000 0O0
o0 00000 xXxXxxyy *»** I CORONETI oo vec0ccoveocccccs
0000 | ;0 0 oo BTSN - "0 <~ ©ee00000000O0COCEO O
P 000 + : l o0 "0 000 0000000 0o
e0 0000 - 00000000 000000
90000 0000000000 00000
@000 01 8 0 6 000 000 000 0,
o0 000 4 © 000000000 00
eoecoco 9 0000000 e0 0
o000 00 e 0000000
o0 0 f o0 0 000000 0"
00 0 0 0 000 ¢ 09 0
o000 00 ®c0e0 00009
o000 00

e o0 00 0
o0 00 00

o0 0 00

o000 98 (
o000 0 00
e 0000 00 - i
00000004000 & i a
*P0000000000O0O0O0
o000 0000000 OO0
100000000 O0CO0CO
o0 000000 OGOOOO
000 000000000

e 0909 0 ¢
o0 000600
0 00 0 ¢ O
000 00O
0 000 0 ¢ .
® 09000 00
o 0000 0 o o
¢ 0 Q0 0000
o0 000 000 9
000000 OO
R ..-"-_.-.........‘



The divieling line between ra praserr
tational snd nonrepresanta¥onsl imagaes
s often very stim. b this advertise-
ment for Okbach s the window shade
acts 8s afonmalas wellas a poignantly’

sirggastive image {1946):

o3

cowld. 44 Jeean

s 7. .
A { AL el
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Occasronaly purely nonrepresenta-

tion sl ima ges function even more effectively
without the support of explanatoly
itustretion s-whichtend to confine an idea
and limit the imagination

e spectator is thus able to see more than
s actually portrayed.

gmlloume Qpb"'"ﬂire the cubist Poinfgr'
Jeckel design,
Pantheon,
1956
Cover design,
Wittenborn & Company,
1944
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Ideas
About ldeas

The source o f the ¢reative impulse is
amystery. Where ¢e ideas come from?

Any theory about inspiration mustbe
offered with certain reservations, Ideas
may come firom anywhere, anything,
any time, any place. For the most pat,
however, | believe that they spring from
rather unromantic. sometimes un-
expected, or even unsavory sources.

The aitistis a collector of things imag-
inary orreal. He accumulates things with
the same enthusiasm that alittle boy
stuf's his pockets. The scrap heap and
the museum are embraced with equal
curiosity. He takes snapshots, makes
notes,records impressions on tablecloths
or newspapers on backs of envelopes

or matchbooks. Why one thing and

not another is pait of the mystery, but

he is omnivorous.

Wildly heterogeneous as hisinspira-
tional weasures appear, curiosity is the
common denominatorand the pleasure of
discovery an important by-product.

The artist takes note of that which jolts
him into visual awareness. Without the
harvest of visual experience he would be
unable to cope with the plethora of
problems; mundane or othcrwise. that
confronts him in lus daily work.

T hese stencils were purchased in a Paris
part shop rmany years a ga The possible
applications were many and varied,

frorn book fackets to fabric s to adverhis e-
ments Formal rather than historic or
fashionable considerations were reasons
for using thi's typeface.
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A novel by Peler Abrahams
Author of Tell Freedom . (X
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Newspapar advertisamaent,
G.A. P.Cigar Company,
1857

Book jacket,
Alfred A, Krogft,
1956

Yourll feel self-confident

wo KL PRODUCTO
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Nre cover,
wtecar Compeny,

{deas may also grow out of the problem
itsetf, which in tum becomes part of

the solution, The i ncidence of the leters
Q~Fin the magazina title with the initials
of thae company éivison name-

Office Products -sugges ted this solution
(1B 1981)




The sources of pictorial ideas ara with-
out limit: & visit to the museum 8 casual
glanca ata pictura posteard, or shop
windosvy, ar something sccv: the day befora
in abook or nawspaper are potential
storeso finspiration. T hisprofifte with a
staring ey e which f recaited seeing

in a book on Etruscan art prompted the
foea for tha thustration of this 1946
Contairrer Corporation advertisemaennt.
The haunting eyes are germane to the
massaga tha adveartisement is designad
to convey.



5
e
|
i

Bl "T;'.f N

e o
i s o i Lo
i S

oty | s

THOMASXERSE[NE on "fhe Advantages of Free Speech

When men can freely communicate their thoughts
and thelir suff_erings, real or imaginary, their
passions spend themselves in air, like gunpowder
scattered upon the surface; but pent up by terrors,
they work unséen, burst forth in a moment, :
and destroy everything ian thelr course,

(Be! 7!?81“8.1792)
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Announcement card
The American Advertising Gusld,
1947

86

The America n Advertising Guild
83 East 27 Street

an nou NCes an evening colirse in
Advertismyg Design

presenting a logicat appreach to the
problemsoflayout in aseries

of laboratory sessiens and ferums
dicected by Pl Rend

Aim:tocreate a new “graphic voice"
by uivestigalin g: sources

of inspiration ...the retation of
designtoeveryday life.. thelegical
use of elements and medioms. .. the
organic apglication of ferms to media.

19 sessons $25 .. Guild members $15
Friday evenings from 7:30¢e9:39
beginning ®ctober 17,1941.

Samples of work must be submitted when
egistering...Oct. 10 fream $to 0 p.m.
Registration will be li mited

and accepted inorder reesived.



leaning of
ition

The emotional force generated by

the repetition of words orpicturesand the
visua| possibilities (as a meansof

creating texture, movement, rhythm, in-
dicatjng equivalences of time and
space)should not be minimized. The pos-
sibilities of repetition are limitless.

Repeat patterns are only one familiar form.

There is repetition of color, direction,
weight. texture, dimension, movement.
expression, shape, and so on. Repetiton is
an effective way of achieving unity.

The geometric pattems that adorn the
sutfaces of many Romanesque buildings
demonstrate an awareness of the
sgnificance ofunity,scale, and thedeco-
sative possibilities of repetition. The
surprising and often humorous variations
of the pattesrns are a lesson in how
toavoid monotony

Repetijtion also meansremembranc a.

Tha efficacy of a trademark. for exampls,
is dependent less on ite design than

on its repeated exposure to public view:
Familiar things (e.g. dominoes on

this page). as wellas a touch of humor, are
effective mnemonic devices.

27

The following arebut a few instances

of our everyday experiences in which the
magical, almost hypnotic, efiects of
repetition operate: the exciting spectacle
of marching soldiersin the same dress,
same step, and same attitude. the fascina-
tion of neatly arrang ed flowers beds

of like color, structure, and texture. the
impressive sghtofcrowds atfootball
games, wheatres, public demonstrations;
the satjsfaction 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 methodically
placed package s on the grocer’s shelf’ the
comforting effect of the regularity of
repeating patterns in textiles and
wallpapers. the excitement we experi-
ence at thesighto fplane formations os
migrating flocks ofbirds.

Advertisement (deta),
Smith. Kitne & French Laberatores
1946
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Letterhead,
Columbdus, Irdiana, WSitors Center,
1973

Folder,
18M Corpvation,
1983

96

508 Filth Stroal

Colurmbam, |ndana
47201

B2 AT2 1054
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Annual Report,
L wrn-Sweereyifier Foundstion,
1921

Newspaper sdvertsssment,
Franrk M. Lee Co.,

1947

A
]

1971 Annual Report Rwin-Stvoency-Miller Foundation

92



STt g w B )
e R L TR it AT
[ ﬁ’k P i e, |r1 F
* ‘-:.;':":':{:é' ke .
Thc BNy tlE.'_'.[:_fr:.l
-._ I:ﬁ;‘_:s
mt:fs ] _‘ E

People of Ametica; The food yoe piled on the Fricadship Train

has been delivered in Europe, . 2 practical symbol of Amcrican good-will.
[t said: Here 35 food for the hungry, hope for the bapeless,
belp 1hat gives without question. 1har expects no reward.

But there 15 a reward. It is the still small voice of gratitode,

the whisper that goes aronnd the world blessing the mame of America
for help in 2 dark hour.

And over there. they praise the name of Drew Pearson, the man
whese encegetic compassion forged your instrument fo torn aside the croel
blade of biting hunger . . . your Friendship Traia,
«To Drew Pearson, we say. well done) Yow are a faithful Mmesseager
of the American spirin.
It has been s bowor and 3 privilege 10 kave Drew Pearson initiste and
foster 1he idea of your Fricadship Train on his weekly Broadeasts for Lee Hats.

Tkt m Derw Pasries sald b "Profeiican of Il...T| B Coms
frorr Susdit. b e ins-incomn wnir the Amricon Busbiiiieg Compuy scrvark
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Advertisernent
Kaigserfrazer Cow0ration,
1948

Mustratron,
Stafford Fabncs,
1943




MBegazine cover,
Oirection,
1943

Postey,
Museum of Madern Art,
1949
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The House in the Museum Garden

Rt ol Nl m A Bl s
Iviuseum l.'_J| wvioaern Art I 2W 10Tl

Admission: 35 cents  Daily 2 to 7, Sunday (1o 7
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Covar design,
{BM Corporation
1982

Magazina cover,
Ides : intarnations! Advertising Al
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The Role
of Humor

e MK,
o«Mmber 28 1948

JET 1Y,
s Aspecis of Chinese AT
nefimrmaions, 79-01.

Readership surveys demonstrate tho
significance of humorin the field of visual
commu nication. The reference isnot
principally to cartoon strip advertisements
or to outand-out gags, buttoa more
subtle variety. one indigenous to the de-
sign iwelf and achieved by means of
assoctiation, juxtaposition, size relation-
ship, proporion, space, or special
handling.

The visu al message that professes to

b e profound or elegant often boomerangs
as mere pretension; and the frame of
mind that looks at humor as wivial and
flighty mistak es the shadow for the sub-
stance.| n short, the notion that the
kumorous approach to visual communi-
cation is undign ified orbelittling is

sheer nonsense. This misconception has
been discreditedby those entrepre-
neurs whohave successfulyexploited
humor as ameans of creating confidence,
goodwill and a receptive frame of mind
toward an idea or product. Radio and
tetevision 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,' war bond selling, and
morale building, humor was neglected

by neither government nor civilian
agencies in ¥ime of war.

101

Stre ssing the profound ef'ecas of
enter.ainment, Plato, in The Repubiic,
declares: “Therefore do not use com-
pulsion,but let early education berather
asor:of amusement.” The arts of
ancient China’ India, and Persia reflect
a humorous spiritin thedesign of
masks, ceramics, and paintings. Ameri
can advertising in its infancy also
demonstrated this tendency toward
humorin, for example, the cigar store
indian and the medicine man. That
humor is a product of serious contem-
porary thoughtisrevealed in the
significant paintings and sculpturesby,
for instance, Picasso, Miro, Ernst,
Duchamp, Dubuf‘ct.”' True humor,” says
Thomas Carlyle, “springs not more
from the head than from the heart:itis
not contempt, its essence is love, it
issues notin laughter, but in still smiles,
which lie far deeper.”



1945

Cover des@n,
Amencan instituie of Graphic At
1968

“,..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 alergic edema. No untoward symptoms were
noted from the use of the inhaler.” ol iei S umum owme zco.
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1958

Book ustranen,

usten! Listen!

Harcouri Brace & Wornld,
1970
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Christmas rolls 'round again ... with its merry volices,
smiling faces, happy meetinge. It is & time to be day,
but also a time to review all the things we hope and

wish for.

Above all else, we hope and wish for peace and tran-
quility at home and among the nations.

Above all else, we are grateful for the manifold blees-
inga that flow from the good fortume of liviang in this
wonderful land of ours.

Also, we of G.H.P. are sincerely grateful for the many
warkt associations we have made and maintained ia our
world of business. Bach passing year mahes 1t nore
pleasant to pass thls appreciation on to you.

And so please accept our 9incere wishes for a happy
holiday season for you and your family. Hay the cocming
year bring you all good thtngs — health and happiness,
peace and prosperity.

December, 1952 G.H.P. Cigar Company, Inc.



Poster,
G .H.P Cigar Company,
1952

Advertisement,
Kaiser-Frazer Coroorsuon,
1348
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Adavtisars of pharmaceud cals

more circumspect than others. use the fight
touch of humor for its soothing and
profitable r esults.

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

v band

Prospecats,

Smith. Kline & Freanch Laboratovies,
1948

Poss@ar,

interfaith Day Movement, Ing,
1954
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I ntwfaz’tb Day

Sunday September 26, 1 p.m.
Central Park Mall
All Star Program



Jacker desian
Rinehart and Cempany,
1946

Lucius Beebe
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The kind ol humor e xprassed by the

Dubonnet man”{originated by Cassandre)

s inherentin the design isel’.

7he funny face and ganeral atttudae seem

o suggest rather than to illustrate e

quality of comviviality. To adaptthis figure foran
American audienca the problem

was foimpar: this sarme spirit without altering
the original visual conceptio n.

Mogazine adverisemes (Ostal),
Dubonnet Corparation,
1942



THAT MAN IS HERE AGAIN...
WITH AND

Heie Is one (F Lile you mill beliee
and #ve Zong mnh 3 %) o ofhe peoole,

the vak: of a kil pass o] Dodoreee and soda Just eight

for the mimes and for your 'a <M, Dubomnet and s0da s refreshin g

a6, e¢0nomKa | compPlebely d fertns and defrawcus A Ll @ass

e, Oubonnel; 1a full 31 oz bedle is very cooderadedy priced], soda

ardadashel lecmond yoiu ke, Is all yeo ne#d Tny (Veenighl?
whentser you dnnb.., diinh . ..
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ha Re Thae Rebus

nd th,

and the Visua! Pun

A sngle letter says more than a thousand
words The dual reading is what mak es
suchimages memorable, They amuse as
they inform. The U symbol is an experi-
ment in visual puns, as is the cover design
for AIGA, which combines a rebus
(the eye forthe letter I) and a collection

of letters to produce a mask. Of the
twenty-six lettess of the alphabet, the
letters Band | are clearly the most
graphic andleast subject to misinterpre.
tation. The rebusis a mnemonicdevice,
a kindofgame designed toengage

the reader and, incidentally, lots of fun.

4
=

The development of any visual image
must be gin with some tangible idea, con-
scious or otherwise. Itshould come

as no surprise that, more of:en than not.
creative ideas are the product of chance
intuition, or accident, |ater Justified

to fit some prevailing popular theory, prac-
tical need, or formal obsession
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Corer design
AIGA, 50 Books,
1972
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Lettersof the ajhabet turn
i:to piano keys. The name of Chopmn
reinforces the pun.
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Advertisement,
Westinghouse Electnc Corporatren,
1977

FProspectus,
New York Art Directors Clué,
1983
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The visual pun. in which a double
meaning is projected graphically, may
assume many different forms.

The dots in this llustration read as eyes or
buttons or flowers or bees or ofives or
snakes or fish. etc. depending

on the context.

Jacket dasign,
ffred A. Knopi, Zokeisha
1959
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1946

A berress in millioas. .. 66
A prafit in peances” 6

T4h _"irrrrl _II".:.|r|.l|.; I ndam ":clllrllFl'

Veward store: Morket and Folsey Streels
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1956
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I know

such

lot
of

things,
but

as

OTOW
I know
I'll
lsnew

much

more.




The

Aafﬁg 1571170

Society
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Visua! interoretation of Maurica

IS essentiall yﬁa plane:

covered with @ ® E}
@

IN @ certain oraer’




Anecqote —

suriace
assembled
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Jacket design,
Alfred A_Knopf
1955

Cover desgn

Museum of Modern Art,
1949

f Dr.Modesto

=i
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Frospacus,
Yela University Scheol of Art,
19682

Yata Univereity Schaolof Art
Graduate Pyogram
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Aprintedcircuit and simple
Silhouette of & hand suggest boith player
and inss&ument.

:







Poster,
Museum of Modem Art,
1941

Paoster,
U.S, Depanment of 1he Intemor,
1975

a new national park...
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The “visual pun " can be
as persuasive as it js informative
and snNteytaining

Advertisement, Poster,
G.H.P. Cigar Compeny, 18N Corpovation
1952 1987
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Collage
and Montage

It is a truism that the fundamental
problem of the advertiser and publisher
is to get the message into the reader’s
mind. Commonplace images and unimag-
inative visualization af‘ord the spec:
tator littiie rcasen te bacome engarossed
in an advertiser’s product Radio and
television advertisers, who use medi aby
which itis possible for studio and home
spectators to take partin the proceedings,
have discovered the value of audience
paiticipation. Producers of print adveitis-
ing. on the other hand, must devise
methods of engaging the eye and atten-
tion o f the reader in amanner consistent
with ¥he printed form. Picture puzzles,
cryptograms. quiz2es memory tests, and
teaser devices have been cmployed to
this end from time to time.

Contemporary graphic design techmniques.
resulting from experiments and discowv
eries in the fiekds of psychology, art.and
science, stiggest many possibilities.
Among the great contributions to visual
thoughtis the invention of coliage.
Collage and montage permit the integra-
tion o f seemingly unrelated objects
orideas in a single picture: they enable the
designer to indicate simultaneous

evenws or scenes which by more conven-
tional methods would result ina

series ofisolated pictures The complex
messagc presented in a single pic-

ture more readily enables the spectator to
focus his attention on the advertiser's
message.

137

Contemporary as it may seem, the
concepto f simultaneity takes us back to
ancient China. The Chinesq awareo f

thc need for a means of ex pressing inone
picture simultaneous actions or mul-

tiple events, devised a fern of oblique pro-
jection. They also devised a means of
showing one objectbehind. above, or be-
low another by free disposition of
elements in a composition, completely
disregarding theillusions of visual
perspective This was essentially a
method of forinalicing or neutralizing the
object. It was a transformation resulting
in formal anrangements rathcr than
conventional illustration. In one sense
montage and collage are integrated
visual arrangements in space. and in an-
other sense they are absorbing visual tests
that the spectator may perceive and
decipher for himself. He may thus partici-
patedirectly in the crcative process,



Westinghousse Efactne Cotporstion,
1970

Advertisement Penn/@rile papers,

New Yert & Pennsyivenia Conmoary,
1569

Westinghouse 1970 Aanual Report
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In this 1953 Ofivetti advartise ment
the juxtaposition o f objects and wsual
techrrgues 8re in contrast

Olivetti Lettera
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Yesterday and
Yoday

1. John OCaway,
“The MNatursl Hstory ef Fevm.,
Art 33 E@enence
New Yeork, 1934). 159

Disputes arising between the two
schools of typographic thought, the trad¢
vonal on tha ona hand and the modern
on the other are, itseems to ma, tha fruits
of misplaced emphasis. | believe the

real differance liesin the way space is in-
terpreted: thatis, the way in which an
image s placed on a sheet of paper. Such
incidental quastions as tha use of
sans--serf typefaces, lowercasa lattars.
ragged sattings, piimary colors, etc.,

are at best variablas that tand merely

to sidetrack the realissua.

~But great original artists;” says John
Dewey, “take a wadition into themsalvaes.
Thay have not shunned but digestad
it. Than the veiry conflict set up between it
and what is new in thamselves and in
their anvironment creates the tension that
damands a naw mode of expression.”’
Understanding modarn and traditional in
this light. tha designer is able tobring
togetherin a naw and logi¢al relationship
traditional graphic forms and ideas and

“new"” concepts based on a contamporary
point of view, This union of two suppos-
edly divergent forcaes providas conditions
thatlead to fresh visual expariances.

143

In advertising one is often faced with

the probtam of conveying a quality of age.
In the exampla that follows, traditional
ornamen’% combine with gaomatric
forms to astablish new relationships. This
transition from old to new may be
accomplished by arranging thasa familiar
davicas in some surpiising manner.



JRus transition from ofd to new may
be effected by unorthodox errangemevit
of “traditionasl f orems.”

"
n = I_l

Brochure cover,
IBM Corporatron,
1964

Label design,
Dubonnet Corporation,
1942
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Magaane sdvartisement
Oisney Hats,
1946

Annusl Bepor:
Cummins Engna Comrpany,
1962

Ocr «soni is lhtcd 10 those few
Inen in cacks comeman v whe syl 3

firer Bne. .- rewl 10 whom poice 3s secardary

Dasney, Hatmaker fiuce 1855
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i EPographic Form One of the okjectives of the designer t0 impar; to the printed page a quality that

From its very inception in 1897 every Autecar
getivity has trained the Company for its vital role
1 the war »rogram. For 45 years without interruption
1 nas manufactured motor vehicles exclusively,
econcentrating in the last decade on heavy-duty
tracks of 5 tons or over. For 45 years Autocar has
pieneered the way, developing many history.making
*“firsts" in theindustry: the first porcelain spark
l plvg; the first Americen shatt.driven automobile;
the first douwle reduption gear drive; the first

Brocture,
The Autocar Comoration,
7942
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and Expression who deals with type matter involves read- helps to dramatize the contents He is
abitity. Unfortu nately, howevecr, this able to translate type matter into tactile
overemphasized at the expense of area and emphasizing the margin (white
style, individuality, and the very efi'ec space). he can reinforce, by contrast,
tiveness of the printed piece ixelf. the textural quality of the type Theresult
By carefully arranging type areas, spacing, ing effect on the reader may be prop-
slze, and color. the typographer is abje erly compared to the sensation produced

by physical contact with metal type.

insistence on mechanical »erfectionbas wreught a
tradition of precision that is honored byevery one
of its master workers. These are ackievements that
only time can win The har~est of these years, of this
vast exwerience, is a the service of our govern
ment. Autocar is meeting its tremendous iesponsi.
bility to national defense Wy putting its 45 years'
experience to worX in helpirg to build for Awmerica
amotorized armada such asthe tvorld has never seer,
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SheaenosmLnow

8inding, fecket. and book dasien,

Alfred A Knopf.

1845
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Genesis: 3
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e Pry,
b |:V:‘
f Lecroves

1838\ 22

With asymmerric balance. he is

able toachieve greater interest. Bilatarsf
symmetry offers the spectator too
simple and too obvicus & statement,

1t offers little or nO inteltectual pleasure,
no chsitenge. For the pleasure

derived from obser ving asymmetric
arrangements lies partly in overcoming
resistances which, consciously or

not, the spectator has in his own mind.

and in thus aceuiring some sort of
aesthetic satrsfaction. (Fora more c 0 nr
prehensive discussion along these

lines. see Roger Frysessay "Sensibility’”)

In order:ng the space and in distrit-
uting his typographic materiat
andsymbols. the designer is able t0
predetermine. 10 @ cestarn degree,
the eve movements of the spectator.

Disncy, Hetmaker sniee 1gg5

A

r. Disney's

custom 1s limited to those few men
n each communety who

want a [iner hat ... and to whem
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from the Stoiford stallion . . .
symbol of those famous Siofford febrics. . .
lbomed in Pennsyb:onio, priniad

in {he litle Connecticut tewn

for which they ore named

GOODMAN & THEISE, INC,
16 Eost 34ih Steeet, New York 16, N Y.
Sieltesd Speingsy Conn, Scronton Pa.



Annval Report,
Crrwmns £Ejnse £ 0 1703y,
1967
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A typeface thatsometimes is described
as having character is often merely
bjzarre. eecentric, nostalgic, or simply
buck eye.

Todistort the letters of the alphabet in
the style of Chinese calligraphy
(sometimes refer-ed to as chop suey
lettering) because the subject

happens to deal with the Orient is to
create the typographic equivalent

ofa comy illustration. To mimica woodcut
style of type to go with a woodcut;

to use bod type to hannonize with heavy
machinery. etc,, is clichéd thinking.

The designer is unaware of the exciting
possibilities inherentin the contrast

of picture andtype matter. Thus. instead
of combininga woodcut with a hae
monious type style (Neuland), a happier
choice would be a more familiar

design {C aslon, Bodoni, or Helvetica) to
achieve the element of surprise

and to accentuate by contrast the form
andcharacter of both text and picture.
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Advarts erment
Smith, Kine & French [abersteries,
1943
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By conwastin g type a nd pict orial matter.
the designer is able © create new
combinatio ns and elicit new meanings

The surrounding white space
hal'ps to saparata the advertise mant
from its competior s, creatas an ilusion

For instanca, in the Air-Wick newspaper
advertisement. the o & and thae new

are brought into harmony by contras¥ng
two apparently unsel ated subjects—
ninataanthcentury wood angravings and
mentiet h-century typewriter ty'pe.

ofgreater size persquare inch. and
producas a sanse of cleankness and
frashnass.
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Advartisement,
Seeman Brothers, AirWick,
1944
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he numeiral 38 3 means of expression
posses ses many of the same Qualities as
the fetter. 1t can afso be the visuwa!
equnalent of time. Space, position and
quantity.:and it can kb elp totmpart

0 6 printed piece a sanse of trythm

and i: nmedacy.

Prospectus,
Smith Kline & French Laboratories,
71945

Poster,
New Yerk Art Ofrectors (Yub.
1963
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The isel ated letterafferds a means
of visual expression that other kinds of
imagery cennot guite duplicate.
Letters m the forms of trademarks
seals, andrmonograms-on

business forms ~dentdication tags
athictic ferscys. and even hand-
kerchie ! s-pessess seme mag:.cal
quality. They serve not only

as status symbols but have the v tue
e/ brevity as well.

1689
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Poseer,

Resource Management.

Materials Gonservation

Ridesharing
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Puncte ation marks, as amotive, plastic
symbols. have served the 8rist 8s 8 means
of aXpression in paintings as walt &s

in the apglied ans.

Jacket desgr,
Alfred A Kogf,
1945
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Maseszine cover,
Diaction,
1240

Book/let,

Coordyator of Inter Arverican Affairs.
1943
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Nagazine advertisenient,

VYestnghouse Etectric Corporation,
1997
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Ina suivey made by Clark University in Both books, however, are full of scholarly,

1911 to ascertain “the relative legibility useful, and occasionally amusing information.

ofdifierent faces ot printing types.” | say useful because they spell outthose

twenty six faces of widely dissimilar aspects of type design and typography that

designs were studied, among which were have little to do with trendiness and

Caslon, Century. Cheltenham, and that instead deal with those unchanging

News Gothic. “Ye gods!and has it come timeless qualities of good design.

tothis?" was the reaction of F. W. Goudy:.

the prolific type designer, to theresulits Before le aving this very brief re ference to

of the survey, which judged News Gothic legibility. itis well to remember that

tobe “the nearestapproximation of behavior patterns, habit and familiarity wiith
Lhgologz p 112 an ideal face.”! This tidbit appeared in aparticular typeface seriously influence

Mr. Goudy'’s Typologia. published in 1940 the judgment of the designer and his aud;i-

by the University of California Press. ence in matters of style, type selec

Prejudice is not the only virtue of this book. tion, and readabiiity. Both Messrs. Goudy

In fact | found it utterly absorbing and Morison have demonstr ¢ted that

and hope that the reader’s cuiiosity is typographic objectivity is next to impossible.

sufficiently aroused to look itup. (tis clear that taste, pre judice, trends,

popularity polls,and the foibles of the market-
Equally revealing. although sprinkled place play some sort of role in affectingone’s
here and there with a number of miscella- typographic judgment.

neous ideas with which it i difiicult to
agree, is Stanley Morisons’s little book
Fust Piinciples of Typography (Macmillan,
19386). In referiing to the design of the

ti fe pa ge, Morison dogmatically s»ates:
“As lower case is a necessary evil, which
we should dowell to subordinate since
we cannot suppress. it should be avoided
when itis at its least rationaland least
8 At Rinoipes p 19 attractive—in largersizes.”® And the dis-
criminating reader will note both

the sense and nonsense of the following:
“The main line of a title should besetin
capitals and, frke aft capitals. should

be spaced” The firstpaitof this statement
is, of course, clearly controv ersial:

the italicized part is true most ofthe time,
butnotall of the time.
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The Good Old
“Neue Typogr afie”

In 1969 in apaper titled Typography (/S A,
the Type Director’s Clubannounced: “At
lasta new form...anentirely new concept
in typography has been realized, a
typography that is purely American. This
new typography, the product of con-
temporary science, industry, ait, and
technol ogy, has become recognized in-
ternationally as the ‘New American
Typography*

In the light of whathas happened and
whatis happening in this field in America
itis ver y difficult for me to understand

this claim. This is not to say that the state-
mcnt is deliberately misleading, but
mercly that | personally, am unaware that
anything of the sortis occurring.

The writergoes on to ask: “Whatis this
new form?” My response: | don‘t know.
And to the nextquestion: ‘What does it
looklike?‘ Icanonly say thatthebest

of itlooks lik e typography that could have
come from Germany, Switzerland,
England, Holland, or France. Briefly, itis
an ofispiing of the International Style,
which means not only a blending of the
ideas ofdif'erent peoples but an interac
tion of the difierent arts—painting.

arc hitecture and poetry: the poetry of
Mallarmé, the ideograms of Apollinaire,
the collages of Picasso and Braque,

the montages of Hartfield and Schwitiers,
the paintings of Doesburgand Léger.

the architecture of Qud and Le Corbusier.

To deny the fact that American typog-
raphy is basically a continuation of,
sometimes a retrogradation from, and
sometimes an improvementupon

the "mew typography’ which was nur-
tured on the continent of Europe.

is to ignore the revolutionary impact of
Cubism, Dadaism, and all the other
“isms” ofthe early taentieth century. It
is also tooveriocok the influence of
movements such as de St/| the ideas of
the Bauhau s, and the contributions

of those who changed the face of tradi-
tional typography.
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Thereislittle question butthat such

a thing as American illustration oreven
American automobile orrefrigerator
design exists. Whatever their merits. they
are Americ an. not Americanized. On

the other hand, |believe the Ne w American
Typography can more accurately be

called the New Americaniased European
Typography, givenits origins.

This is notto say that individual
American designers have not made valu-
able contributions to typ ographic design.
but shese contributions hav e been mainly
variations of basic European principles.
Nordo | mean todeny the fact that an
American designer such as Marris Benton,
in rede signing such typefaces as
Garamond and Bodoni, has done signifi-
carmt work. In thisconnection, however. it
is my understanding that while the
redesign of typ efaces or the creation of
new typefacesis vitally impoitant,

the typeface is anly one ingredient in the
overall design complex. Itprovides

only the what andnotthehow. Fuither
morc. it issomewhat ironic to note

the very generous use of Europcan type-
faces in the New American Typography
How many printed pieces use Venus,
Standard, or Didot. not to mention the
dassical designs—- Garamond, Casion,
Baskerville, Bodoni Bembo-all of
European origin?



1. This is still srue todaY,
eveq though Tschacheld
(87 $witched o
trad ticna | typ@arap iy

It is difficult for me to think of any

single book onmodern American typog-
raphy that would, for example, equal

the Swiss publication Ty pographische
Monatsblatter, let alone such classics as
Tschichold's Die Neuve Typografis.
Typographishe Gestaftung, or even his
later, more conventional Desvigning
Books.In 1929 Dougtas C. McMurtrie
wrote Modem Ty pography and Layout, a
book which contained some excael-

lent illustrative material as well as some
scholarly text The makeup of this

book. however, was in the modernistic
style~a rather questionable example

of typography, Amarican or otherwise.

No fair-minded person, American

or European, candeny the influence of the
Americandesigners Goudy. DeVinne,
Bruce Rogers, and Dwiggins on both
American andEuropean typography.
However, when we compare the
enormousimpact o n modern typog-
raphy of just one Euiropean design e r-
Jan Tschichold'-thereis little doubt that
the influence o f the aforeamentioned
designers has been far more Iimited.

Before we are able to evaluate the

New Amarican Typography. we must
necessarily place it in its historical
context—a rather difficult undertaking
for designers. people engaged in doing
rather than philosophizing. | believe

that at the presentime weare too close
to tha trees to evaluate the situation.

No doubt in time we can hope %o produce
amoreindigenous kind of typography,
one which satisfies our basic needs
through original formal solutions. rather
than one which is obsassed with a
style.| am afraid that at the present ime
it is impossible for me to answer the
question, “Whatis thisnew form?*
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Good typography. American or other-
wisg, is not a queswon of nasionality but
of sensitivity to form and purpose.In
the twenties when Tschichold wrote his
revolutionary book on modern typog-
raphy. he didnotcall it Garman or Swiss
or French, h e called it simply-Die

Neue Typografie.

Twenty five years have passed since

the foregoing was wr.itten. If there is a
ty'pography uniguely Americ an it seems to
be largely nostalgic. with she revival of
such undistinguished typefaces as Boof
man-chosen. f suppose. because it is
Judged o be more fegible. more easthy, or
less ‘Wesny.” Spenceryan flourishes

and Victorran dingbae are also high on the
agenda Others. attem pting to update

the New Ty pography; seem infatuated
wisth kitsch and concerned more with
novelty than with form with results that
are merely bizarre. 1his is equally true

of much of today s architectuse,

it i's my belief that only one style based
on aesthetic and practical principles and
idaologicalfy different from the ¢lassical
past. has endured through these years

/t has been vaniously described as the new
ty'pography or maodern ty pography.

and most often identified with the Swiss,
As Cubisnt isto modempainting, the
so-called Swiss style is to modern typog-
raphy and design. Tle term Swiss s's

used not to designate a geographical re-
gion. but to ndic ate a genre-a kind

of design international in origin. influence.
and piactice Jtinterpiets visualspace
differently fom its piedecesso:s and is dis-
tinncty separated from traditional typog-
raphy by asy mmetric p age arrange ments,
carefully chos en ty pefaces {usually

sans serif), andstnict avoidance of super-
R uities Thot9h not precise the tem?
Swiss seems appropriate since the S wiss
have been the most me#hodical and

c onsistent practitione: s of this art How
eveY, /nternational Style would be a

more accurate designation

Jacket design
Wittenborn, Schultz, Inc.,
1951
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Poster,
U.S. Department of the /nterer,
1974

Type design,
Westinghouse Efectric Corporstion
1961
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Design and the
Play Instinct

# 12 Corquseer,
Trenfos ukor
Canxidge MA. 19541, 220

2.80etHighet,

Tie Ar' Of Teoching
tNevs Yok, 19500, 194

) Cokar de Gearges Braq.e
(Zpns, 19¢7) 33,

‘fdemand of 8+1,"says Le Corbusier,
“the rofe ofthe chalfenger...of play and inteer

play. play being the very manifestation
of the spivil’

The absence in aitof a well-formulated
and systematized body of literature
makes the problem of teachinga perplex-
ing one. The subjectis further compli-
cased by the elusive and personal nature
of art. Granted thata studeat’'s ultimate
success will depend (argely on his natural
talents, the problem still remains how
best to arouse his curiosity, hold his atten-
tion, and engage his cre ative faculties.

Through trialand esvor. | have found

that the solution to thisenigma res ts, to a
large e xtent, on two factors: the kind
ofproblem chosenfor study, andthe way
itis posed f believe that if undue
emphasis is placed on freedom and se If-
expression in the statement of a prob-
lem. the resultis apt to be an indiffeient
student and a meaningles s solution,
Convessely, aproblem with defined limits,
with an implicd or stated discipline
{system of rules} that in tumis conducive
to the instinct of play, will most likely
yield an interested student and, very
of.en, a meaningful and novel solution

Two powerfulinstincts existin all human
beings which can be used in teaching.
says Gilbeit Highet: one is the love of play.
The best Renaissance teachers. instead
of beating their pupils, spurred them

on by anumber of appeals to the play prin-
ciple. Thcy made games out of the chore
of learning dif hicult subjec % -Montaigne’s
father. forinssance, started himin Greek
by writing the le tters and the e asiest
words onplayingcards and inventing a
game to play with them. *?

o~
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Depending o n the nature of the prob-
lem. some or all of the psych ologica and
intellectual factors implicit in game-
playing are equally implicitin successful
problemsolving:

motivation skill cxciterment
competition observation enjoyment

challenge analysis discovery
stimulus perception reward
goal judgment fulfilment
promise improvisation
anticpation coordination
interest timing
curiosity concentration

abstraction

discretion

discrimination

economy

patience

restraint

exploisation

Wishout the basic rules or disciplines,
however, there is no motivation, test of
skill, or ultimate reward-in short, no
gamae. The rules are the means to the end,
the conditions the player must under-
stand thoroughly and work withinorder
to particip ate For the student, the

limits of a well.stated problcmopcratein
much the same way "Limited means,”
says Braque, "begetnew forms, invite cre-
ation, make the stylc. Progress in art
doesnotlie in extending its limits, butin
knowing them be tter.”?

Unfortunately, in some of our sch ools
litde attemptis made to guide the
student’s thinking ina logical progreission
fro m basic design to applied design. We
are all familiar with the socalled practical
problems formulated by a teacherin

an attempt to duplicate the conditions

of industry—th e atmosphere of the
advertising agency, for example. Such
problems are frequently stated in the
broadest terms with emphasis, if any, on
style and tech nique in adve:tising,
rather thanon interpreting advertising in
terms of visual design principles.
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< Alleed Nocth Whitche ad,
18 Aims of Education
Nework, 1949], 21.

% lxd, 24

THhe Rormaneseue church

W ithout specific foimal limitations

and without the challenge of play, both
teacher and student cannot help but

be bored The product may take the form
of a supetficial ibut sometimes “profes-
sional looking”} literal translation of the
problem. o r of a meaningless abstract
pattern or shape, which. incidentally. may
be justified with enthusiasm but often
with specious reasoning.

Similarly. there are badly stated problems
in basic design that stress pure aesthetics
and free expression withoutany re-
straints or practicalgoals. Such aproblem
may be posed in this fashion: arrange a
group ofgeome tric shapes inany manner
you see fit. using any number of colors,

to make apleasing pattern. The results of
such vagariesare sometimespretty,

but mostly meaningless or monotonous.
The student has theillusion of creat-

ing great ait in an atimosphere of freedom.
when in fact heis handicapped by

the absence o f certain disciplines which
would evok e ideas and make playing

with those ideas possible, work absorb-
ing, and results interesting.

The basic design problem, properly

stated, is an effective vehicle for teaching
the possibilities of relationships: harmony.
order, proportion, number. measure,
rhythm, symmetry, contrast, color, texture,
space. It is an equally effective means

for exploring the use of unorthodox
materials and for |earning to work within
specific limitatons.

To insure that theoretical study does
notend ina vacuum, practical applications
ofthe basic principlesgleaned from

this exercise should be undertaken at the
proper time (they may involve typog-
raphy, photography. page layout, displays.
or symbols)

Badia de Fiesole extibits swp1ising

plaviulness on eve,y inch of its

facade.(c. 850)
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The student learns to conceptualize, to
associjate, to make analogiess toseea
sphere, for example, transformed into an
orange, or a button into a letter, ora
group of letters in%0 abroadpicture. “The
pupils,” says Alfred North Whitehead,
“have got to be made to feel they are
stud ying something and are notmerely
executing intellectual minuets™

Ifpossible teaching should alternate
between theoretical and practical prob-
lems, and between problems with
tightly stated “rules” imposed by the
teacher and problems with rulesimplied
by the problemiteelf. Bu tthis can
happen only after the student has been
taught basic disciplines and their
application. He thenis alle to invent his
own system for “playing the game.”
“Amind sodisciplinedshould be both
more abstract and more concrete. It has
been trained in the comprehension
of abstract thought and in the analysis
of facts.”®

There are many way sin which the

play principle serves as a basis for serious
problem-solving. some of w hich are
discussed here. These examplesindicate,
| believe, the nature o f ceitain disciplines
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 Yark Times Magsare,
Oecember 15, 1963

Crossword Puzzle
The crossword puz2zle is a variation
on the acrosuic, a word game that has been
around since Roman times. There have
been many reasonsgiven for the popular
ity of the game. It fulfills the human
urge to solve the unknown:itis orderly;it
represents, according to the puz2ie
editoro fthe AMew Yok Times, "a mental
stimulation...and exercise in spelling
and vocabularybuilding.“* But thie playin
such a game is limited to finding the
exact word to fit a specific number of
squaresina vetical and horizontal
pattem. Itallows 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,
the Tangram.
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TheTangram
The Tangramisan ingenious little
Chinese toyinwhichasquare is divided
into a special configuration It consists of
seven pieces, called tans: five triangles,
one square, and one rhombus The
rules are quite simple: rearrange o make
any kind of figure or pattern.

Here is one possibility, Many dcsign
problems can be posed with thisgame in
mind; the main principle to be learned
isthatofeconomy of means—making
themost of the least. Further, the game
helps to sharpen the powers of obser-
vation through the discovery o f resem.
blancesbetween geometric and natural
forms. It helps the student to abs tract:
to seea triangle, forexample, as a

face, a tree. an eye. or a nose, depending
on the context in which the pieces are
arranged Such observationis essential
in the studyo fvisualsymbols.

r




Hokusai's Drawing
This drawing is reproduced from the
firstvoluma of Hokusais Rap# 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 geomewic means,
The Tangram however, uses geometryas
anend in itself-to indicate or symbolize
natural f or m s-whereas Hokusai uses
it as aclue or guide to illustrating them. In
the artist's 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
underswand the proportion of things”

Chinese Characters
This ¢haracter for the word tan (sunrise)
is designed within an imaginary grid,
Geometry functions here in a manner simi-
lar to the illustration above, namely
as a guide to filling the space correctly, but
not to producing a geometric pattern.

The Chinesecharacteris always written
in an imaginary 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 symmetr yand helps to achieve
balanced asymmetr y? At the same time

it makes the writer aware of negative

and positive spaces, Each part of thechar-
acter touches one of the nine squares,
thus achieving harmony between the two
elements and the whole,

In a twedivision square, on the otherhand,
the elements saem to fall apart, as can be
seenin thisillustration.

Within this rather simple discipline

the calligrapher is able to play with space,
fiiing itas he feels would be most
appropriate. The composition of Chinese
characters, says Chiang Yee, “is not
governed by inviolable laws ... however,
there are general principles which ¢annot
be ignored with impunity;®
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TheModulor
The Modulor i1s a3 system basedona
math ematical ke y Taking account of the
human scale: it is a method of achieving
harmonyand order in a given work

In his book, 7he Moduiar. Le Corbuser
describes his inven tion as “a measuring
tool {the proportions Jbased on the
human bedy {six-foot manj 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 ple xus head, tips of
fingers of the upraised arm- three
intewvals which give nse 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 variations and opportunities

for play Le Corbusier's awareness of these
potentialities is evident from the numar-
ous references to games and play in his
book, such as “All this work on propor
tioning and measures is the outcome of 3
passion, disinterested and detached,

an exercise, a #arme.”” He goes onto say

“forif you want to play modulor..

In comparison to mosts o-caled sys-
tems of proportion. the Moduloris perfaps
the least confining. The variations as

wil | be seen from this illustration, are prac
tically inexhaustible (and this example
utiizes only a very limited number of possi-
bilities). This drawing is one of a limitiess
number of so-called Panel Exercises,
played for pleasure orfor some specia
application in order to discover 3 most
satisfactory or beautiful configuration. |f
however, the system should present

any difficulties which happen to run coun-
ter to one'sintvitive judgment,

Le Corbusier himself provides the answer:

“1 stil reserve the right at any time

to doubt the solutions furnished by the
Mcodulor, keeping intact my freedom
which must depend sold yon my feelings
rather than on myreason’"



The Grid System
Like the architect’s plan, the grid system
employed by the graphic designer provides
for an orderly and harmonious distribu-
tion of miscellaneous graphic masenal. It is
asystem of proportionsbasedon a
module, the standard of which is derived
from the material itselfIt isa discipline
imposed by the designer.

Unlike the Modulor, it is not a fixed
system based on a specific concept of
proportion. butone which mustbe
custom-made for each problem. Creating
the giid calls for the ability to classify
and organize a variety of material

with sufficient foresight to allowfor flex-
ibility in handling content that may,
forone reasonoranother, be altered. The
grid must define the areas of operasion
and provide for different techniques, pic-
tures, text, space between text and
pictures, columns of text, page numbers,
picture captions headings, and other
miscellaneous items.

1856

Here is thegrid designed for thisbook.
Devising such a grid involves two creative
acts:developing the pattern thatis
suitabte for the given materialand arrang-
ing this material within the pattern.

In a sense. the creative ability required for
the former is noless than thatforthe
latter. because the making of the grid
necessitates analyzing simultaneously all
the etements involved. But once it has
evolved, the designeris free toplay tohis
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 ceitaindecisions {dimensions,
proportions} without which fruitful

and creative work is extremely difficult
One can move directly to those aspects
of the problemin which individual expres-
sion, novelideas;and freedom of choice
are essential.

The grid system has as many detractors
as ithas adherents Its detractors
generally misunderstand itsuse or its po-
tential-andthat itis merely a tool Ithas
been condemned as stiifling. rigid and cold.
But this confuses the product with the
process, The grid does not automatically
insure an exciting solution. The designer
must stillexercise all the experience at his
command: discretion, timing, and

asense ofdrama and sequence Inbrief,
theintelligent designer will recognize

that the grid can help him achieve
harmony and order, but also thatitmaybe
abandoned when and if necessar y.

To function successfully, the gid system,
like all workable systems, must be
interpresed asfreelyas necessary. It is
this very freedom which adds ric i

ness and a nos of surprise to what might
otherwise be potentially lifeless.



12. Matile Ghyka
The Geenetry of A snd Life
(New York, 1946}, 4920

13.26ward S Mosse,
J30onese Momes
Desio4y, 1885), 122,

Masons’ Marks
We find other v ariations of the geometric
planin Japanesearchitecture, 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 inesrepresent the marle,
the thin lines repre sent the ground lattice
which allows an infinite number of com-
binasions.”® The geometric scheme is the
disciplineinwhich the designer works.
Designs stemming from sucha scheme
arelimited only by his imagination.

Tatami {floor mats)
The systememployed by Japanese
architectsindesigning their traditional
houses bothdetermines the size of
various rooms in the house, as well as
floors, walls, furniture, and creates
the style and appearance of thehouse,

The Tatami, a straw matapproximately

3 by 6 feet and 2 inches #hick. is the
module or standard from which the plan
of the house grows. Edward S. Morse,

in his book Japanese Homes, describes
the mat systemas follows: "Thearchi
tect inv ariably plans his rooms to
accommodate a certain number of mats:
and since these mats have a definite

size anyindication on the planof the
nximber of matsa room is to contain gives
at once itsdimensions also. The mats

are laid in the folbwing numbers:

two, three, four-and-one-half, six, eight,
®en, twelve, fourteen, sixteen,and so on.*®
Thisillustration shows theplanofa
fourand-one-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 discipline
and play.
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Albers
Much of the painting of Josef Albars
is based on the geometric pattern we see
herc. The pattern is not used, however,
in the same manner as the masons’ lattice.
Here the pattern is the paintin gitself.
Itrepresents astrict,immutable arrange-
ment (theme) in which the artist, by
juxtaposing colors (variasions), plays the
fascinating game of deceiving the eye.
The squares as we see them here appear to
recede into the picture plane However,
by skillifulmanipulation of c olors, the paint-
ing flattens out and is thus seenas a
two-.dimensjonal picture.

The many variations based on this

and similar designs ateest t the fascina-
tion Albers finds in the interplay

of agreatvariaty of color schemes and an
extremely limited geometric format.

Cubist Collages
Similarly the early Cubistcollages.
in which cut paper played an important
patt, are products of strict rules limited
materials: newspaper mounted on
a surface with the addition of a few char-
coal or pencil lines, usually in black and
white; sometimes tan or brown or
similarly muted colors wereused These
elements were jug gled unti they
satisfied the artist’'s eye. The playfulness
and humor in the produc tion of some
of these compositions in no way detracts
from the end result of a seriouswork
of art.(Painting shownis Braques Clarinet,
private collection, New York)

Matisse
Itis inconceivable to consider Matisse’s
cut paper compositions without, in
some way, linking them to the play ele-
m an t-the joy of working with simple
celors and the fun of “cutting paper dolls.”
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 satis-
fying ends.
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Picasso
One cannotunderestimate the impse
tance ofrestraintand playfuiness in almast
any phase ofPicassos work Here, for
example, one sees a straightforward use
of the biush and a single color. The
drawing ot the childs face, the ormament.
and the lettering are all one. Letering
is notused as a complement to the draw-
ing.butas an integral partefit. It serves
asbotha garland and a verbal image-
a visual pun. What emerges s itsetf a kind
of game, revealing the ingenuity and
playfulness of the ar tist, his ability to deal
with problems in the simplest most
direct and most meaningfd manner.

Similariy, this ability to do much with
little—to tind a bull s head in a bicycile seat
and handlebarsis another aspect of
Picasso’s wizardry, his humeor, his childlike
spontaneity, his skill as a punster.

and his ability to improvise and invent with
limited, often surprising means,

Mu Ch"
This monochrome on the right,
Persimmons.by Mu Ch'i, a thirteenth
century Zen priestand painter,isa
splendid example of a painting in which
the artist plays with contrasts {the
male and female principles n Chinese
and Japanese painting): rough and
smooth, empty and full. one and many,
line and mass. black and white, tint
and shade, up and down . ltis a study in
the metamorphosisof a fruit, as well
as of a painting. {The artist, incidentally.
never used any colorbutblack.)

The reader may find a paraliel, at least

in spirit, between this painting and the pre-
ceding ong by Picasso Both employ a
single color, both exploit this limitation 1
achieve as much variety as possible,
andboth undoubtedly were painted very
rapidly,a condition often conducive to
utmost simplification and improvisation







The Photogram
Theidea of the photogram or camera-
less: photography goes back as far as the
19th ce ntury with Fox Talbot's photo-
geni¢ drawings. In our time the pioneers
of photography without the use of
a camerawere Christian Schad, Ma n Ray.
MoholyNagy, and I{urt SchwiRters.
Among the first to apply this technique in
adve tising was the construc tivist
El Lissitzky Later. Picasso experimented
with the photogra m. Inadver:ising. the
photogram has yet to be fully exploited

Alithough the ef'ectiveness of the
photogram depends chiefly on straight-
fosward mechanical methods {light

on sensitized paper) it offers the designer
ample opp ortunity for aesthetic,

manual control. In a sense, itisnota pijc-
ture of the objectbut the objectitself;
and. as in stroboscopic photography, it
makes pictuiiz:ation of continuous
movement possible asin this photogram
of anabacus, at right, by the author

(See also page 209.) Although some of tts
effects may be approximated with

pen, brush, or scissors, the quality inher-
entin the subtle light modulations

can be achieved, perhaps, only by means
of the photogram.

Piet Zwart
The de Stryimovement, founded in 1917,
had a profound influence on painting,
architecture, and typ ography Piet Zwart,
the designer responsible for this adver-
tisement for the Dutch firm Nederlansche
I¢abelfabriek. was associated with
this group.

The disciplines which de St/ encour-
aged are evdentin this Zwartdesign:

fu nctional use of material and meaningful
form, and the restrained use of color
{black and /or primary colors). From a few
simple typagraphic elements and an
ingenious play on the let.er O, a humorous,
yet significant destgn evolved A picture is
created by typographic means:a few
type characters and type rulesare so
manipuiated as to make a useful product.
an advertisement Many examples of this
artist’s work reveal the same playful
approach and are worthy of serious study,
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Japanese Craftsman
The earth colors of Africa, theice of
the polar regions and the bamboo of Japan
are among the many challenging mate-
rials with which artists and artisans
create their idols, their utensils, and their
houses -all natural limitations that
provide their own built.in disciplines
which. in turn, contrilbute to the creative
solution.

L

Some years ago in Kyoto | was fortunate
enough to witness a young Japanese
craftsman make the chasen you see here,
The chasenis a whisk used in the tea
ceremony and fs cut from a single piece of
bamboo with a simple tool resembling a
penknife. Both the material and manufac
turing process {which took about one-
half hour) are the quintessence of disci-
pline, simplicity, and reswaint, The
invention of such an article could not pos-
sibly have been achieved by anyone
lacking the ability to improvise and the
patience to pla y with a specific mate-

rial: to see the myriad possi%ilities and to
discover the ideal form.
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Black Black
Black

). | should be note thot
h e Impossitle 1o discuss
bipek vathe ut iImpPryinQ white,
grays, end dsck umbers
the grestes vt ¢! the time.

2. 3y nernmiission ol e Irans|ster
Mune) ficicey 3@t Sargei
Elsenstein, The Fdvr: Sanse
[Nev: York v842}, 80

3. Heway P. Bewie,
Or ie Laws of Joponess Faintuig
(Sen Franssco, 191ik, 39

4. Ibxd. 43

Taboos and prejudices have long craated
limitin g barriers to @expaerimentation

and to meaningful work in the are,

Here | should like to attack one particular
prejudic e-that against the colorblack!

Vowels: black A. white E, red |,
green U, blue G,

Someday f shafl name ihe birth
from which you rise:

A isa black corset and over it
the flres

Boif noisy whese the cruel stench
fumes siow.. ?

In these lines the French poet Rimbaud
uses the word black todescribe and sym-
bolize camality. death and decay. This
tradittonal association of the color black
with death and sin is long-standing

and hasted to the widespread conviction
inboth artand lay circles that black is
depressing and sinister and therefore, 1’
possible must be avoided. As a result,
the power and usefulness of black has
been limited or misundarstood. During
this century many individual artists.
architects, and designers have rebelled
against the conventional use and

misuse of black However, the prejudices
against this color are still sufticiently
strong to require @ discussion of theprop
erties of black and a vigorous defense

of ise many virtues.

In nature, black and its companion color
white are dramatically juxtaposed in

the contrastbetween day and night, The
monotony of unintenrupted darkness

or light wouldbe intolerable. Blackin the
trunks of trees subtly sew oft the bril-
liance of green or autumn-colored leaves.
Throughout nature we find the equiv-
alent of black and white in shadow and
light—there are caves and canyons

as waell as fields and meadows Man asa
rute does the least violence to nature
when he uses either natural materials.
such as stone or wood, orbiack and white
for the objects he places out of doors.
Natural colors are integrated: white partic-
tpates by reflecting environmental color,
and bltack modestly provides a perfect
background for the riotous colors around
it. Certainly those people who observed

203

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 blue streamlinar that now streaks
garishly across the countryside

The decidedly ambivalent nature of
black has been understood in dajly use.
In parts of the United States and in
Europe black is by far the most popular
color for pleasure vehicles. but it is
also the color of the hearse. In dothes
black is the color of tragedy, mouming.
At the same time itis the color of ele-
gance and of sensuous enjoyment, 3 |3
conventionally sexy btack lingerie,
Black is also linked with mystery, with
the unknowable, and with seclusion, fear.
and magic.

In some countries black or near-black
hasbeen employed extensively in archi-
tecture and interiordesign. The color
pattem of the Japanese house is based
on the contrasting use of dark and light
matenals. Dark wood often delineates
thebasic structure of the house and
saparates it aesthetically from the light-
colored partition walls {fusuma/ and
floor mats ftatamy).

For many centuries Chinese and
Japanese painters have revered black as
a color. In Japanase painting, black
{sumi} is ofien the only color employed.
The Japanese artist feels that “colors
cancheat the eye but suem/ never can, it
proclaims the master and exposes
the tyro.”? One famous Japa nese painter,
Kubota, frequently expressed the wish
that he might live long enough to be
able to discard color altogetherand use
“sumi done for any and all effecws in
paintings.”"
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S0 Pode lkky,
heBour Frescrdes Celos,

Seriei Eisensien,
ne Fim Smse
ew York, 1932 191.52,

Beniel Howry Kalhnweller,
112 Rise of Cubis™
ew York, 1949) 1.

Itis of course understood that.as with
any color, the value ofblack depends upon
the manner in which itis used. Black

wil be jugubrious or bright and elegant
depending onits context and form.
Despite the successful use of black in
Japan andin modern buildings and interi
ors, many people still deny black
categorically A doctor writing on the use
of color in interiors issues a grim

warning againstblack: " This is the most
dismal of all colors -itexpresses all

that is opposite to white.* Among these
opposites he lists the grave. sinand
crime.

This type of blanke tdenuncia tion of

a color completely ignores therelative na-
ture ofany color or form.Eisenstein,
writing about film, says: “Even within the
limitations of a colorrangeofblack and

white...one of these tones not only evades

being given a single ‘value’ asanabsolute
image, butcan even assume absolutely
contradictory meanings, dependent

only upon the general system ofimagery
that has been decided upon for the
particular film.”* He goes on 1o illus tr ate
this impostant point by the reversal of

the role of black in relation to white in two

films, O/dand New and Alexander Nevsky.

In the former, black signified things
reactionary, outdated, and criminal, while
white denoted happiness, life, and
progress; in Alexander Navsky white was
the color of cruelty, oppression, and
death, and black, identified with the
Russia n warriors, represented heroism
and patriotism. Eisenstein’s response to
the surprise and protest of the critics at
this reversal of traditional symbolismis 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 the
Renaissance, black (witlisomenotable
exceptions) was treated as a linear
element or was associated with model
ingand chiaroscuro. In The Rise o f Cubrsm
Kahnweier says: “Since it was the
mission of color to crea te the form as
chiaroscuro. or light that had become
perceivable, there was no possibility of
rendering local color or color itself:’”
Although Kahnweiler is refesring to color
in general, this statement applies very
forcibly to black. In the twentieth century
the possibilities ofrendering color as

a thing in isself, and not primarijly asa de-
scription of three-dimensionalityor
“ob jectivated light,” have been rediscow
ered and exploited. Coincident with

this trend, black has come into its own as
a positive “plastic’’ value

Mies van der Rohe
The accompanying illustration shows
a building designe d by Mies van der Rohe
in which blackis acrucial aesthetic
factor. The structural membess of this
steel building are exposed and painted
black, The effect of thisis manifold: the
structure isclearly defined. itis placed
in dramatic contrast to the pale nonbear-
ing brick walls, the bulk of its members
is reduced (making them appear lightand
delicate), greatelegance is achieved
without the use of expensive materials or
decoration, and therestraintandrest
fulness of black makes the building
a welcome oasis in the chaotic heart of
thecity.




20th century Am‘.

A rensberg collection.



A typographi¢c example is the cover of

this catalogue for the Arensberg Collec-
tion for the Art Institute of Chicago,
Thiscover iscomposed of a series of con-
trasts, the most important of which is
black and white. Together black and white
actas complementary colors. Chevreul
described them as such because

when they are juxtaposed each becomes
more vivid. This, hesays, is due to the
factthat the bright light reflected by the
white area nullifies the reflected light
from theblack area. This makes the black
seem blacker and the white mare
brilliant.

The tension between black and white

in the coveris heightened byopposing a
large area of black to @ smalt area of
white. The contrast theme is carried ourt
fur:her by the drastic variation in the

size of the letters. Theroughness ofthe
edges of the large A emphasizes the
sharpness of those of the smaller A, and
thc extreme diagonals of the letters are
counteracted by the right angles of

the book itself. But the mostdramatic ele-
ment of contrast lies in the use of black
and white. Black and white lend dignity
and elegance to the book cover, yet the
vigorous contrast between the two gives
ita posterhke quality.

Thomas B. Stanley in The Technique
efAdvertising Productiorn {(New Yoik,
1947) says: "While color has high atten-
tion value on short exposure, psycho-
logical tests indicate that the longer the
tim e during which advertisements

are examined, the more a black and white
tieatment tends to regain the ateention
lostatfust glance to a color competitor.”
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Many advertisers and artists feel that

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

may or may nhot be true. Limited color com-
bined with black and white, which pro-
vide a brilliantbut neutralbackground, is
often far more ef’ective than the use of
many colors. Futhermore, the tendency
of black and white to brighten and enliven
other colors often makes any color used
seem more adlive than when the calor

is used alornte or in combination with other
colors. as in this example,

Itis impossible to define cold without
contrasting it with heat. It 5 impossibte

to comprehend life if death is ignored.
Black is the color of death, butby virtue of
this same psychological factitis also

the color of life—itdefines, contrasts, and
enhances life, light, and color. Itis

through the artist’'s awareness of black as
apolarelement and consequentlyofits
paradoxical nature that the color black ¢an
be appreciated and effectively used, And
the aitist must not forget that its neutrality
makes black the common denominator of
a multicolored woild.



3 M, k. Chicvraul,
The Laws of Lthe Covitrast of Cofor
{London, 1883), 54

8_The phetodrem 2ttained the
status of 3 legitimete an forrm as
aresul of the poneesing wark
done by such people as Man Ray
arnal Modhrely-Nagy. Séce 1hen
it hag become incieasingly
pepular in the araphi lielo

In 1880 Chevreul wrote: "1 donot

know whethcr the use of black for moum-
ing prevents the use of it, innumber-
lesscases where it would produce most
excellent ef'ects.”® This Quotation is

as pertinent today asit was in thenine
teenth century Mostgraphic astists

stitl shy away firom black. When they are
confronted with no alternative other
than black, as in newspaperadve:tising
or typogiaphy, they oftenacceptit
grudgingly and make little effort to djs-
cover ordevelop its potentialities.
However, the psychological and physical
qualities of black which have been
discussed so far in relation to architec
ture and paintingar e equally significant
for the graphic arts Here s an example
of a photogram” for a cover design in
which black plays a very significant role,

Although this photogram is technically
a light and shadow picture of an
abacus.itis primarilya pattern of light
and dark forms that seem to move
hotizontally across the sutface Because
the photogram is an abstraction the
plastic qualitiesof the objectbecome
more important than its literal ones.
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One ofthe prime sources ofthe visual
power of the photogram lies in its black,
white, and gray tonality. The photo-

gram portrays a world of light. shadow,
and darkness peopled by mysterious
suggestive forms The ability of these
forms to stimulate varied and imaginative
assoctiationsin the mind of the spec-
tatoris weakened when the photogram is
translated into color A black and white
photogram translated into one or more
colors usually seems merely ‘colored”
andevokes the unpleasantappearance of
a retouched photograph.

Jacket design,
Whttenbern, Schuftz. !nc
1847






10. Jean Arg, On My Way
(New York, 194 8) 22.

Arp
Arp describing the painting reproduced
her e, says: “The black grows deeper
anddeeper, darker and darker before me,
itmenaces melike ablack gullet, Ican
bear it no longer Itis monstrous. Itis
unfathomable.

A sthe thoughtcomes to me toexorcise
and transform this black with a white
drawing, it has already become a surface
Now lhave lost all fear andbeginto
draw onthe black surface. | draw and
dance at once, twistingand winding, a
winding, twining soft whiite flowery
round. Around of snakes in a wreath...
white shoots this way and that.”**

Picasso’s Guernica
Picasso’s Guemica {detail shown) is elo-
quent testimony of the expressive power
of black and its natur al companions
gray and white. Afthough we do not know
the intentionsofthe astist, we can
venture a few statemen® about the more
obvious effects achieved by the substj-
tution of black, white, and gray for poly-
chromatic colors. The absence of the
expected pictorial colors in this mural
dramatizes the impactof the work.
Furthermore, the lack of colorimplies
all colors and forces the specwtor'’s
imagination into activity by not teliing
him everything. The use of black. white,
and gray is an understatement which
makes possible and bearable the horror
and vidence 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
colorsof the struggle between life and
death.
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Jaan Amp, Vegetation
Oit on canvas 1346
Privste coflaciron, Zurich
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The Art

oft hePackaga:
Tomorrow

and Yesterday

Art was born of maan s need to feave his
mark on Things”™
-Rene Nuyghe

“['m not so concerned with the aitor
graphics of packagedesignas | am with
new developments in packaging tech-
nique- new materials, new construction
and new applications.” This state-
ment was made some years ago bya
specilistin package design. Today the
tawdriness of mostsupeimarket shelves
bears witness to this lack of emphasis
ondecentdesign inour daily lives.

Technical advance in the field of
packaging has been impressive indeed:
the onepiece "flip-top” the push-button
container, the shining array of new
plastics with ingenious closures, the
cleverly contrived shapes that stack, fit
refrigerators or pockets, collapse,
expand. and so forth But does all this
make a package? N o. There ismore to a
package than convenience: it has

to be locked at. How many flip-top cig a-
rette packs orregular 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.?
Many,admittedly, are cleverly packaged.
Technologically, scientifically, and hygieni-
cally packages of today are practical,

but are they beautiful? Func tionalism
does not preclude beauty, butit certainly
doesnotguaranteeit either.

Indifference to aesthetic problems

and the espousal of vulgarity probably
derive mainly from the adveirtiser's
single.-minded preoccupation with having
his produc t noticed and then quickly
identibed. In the frantic hope of “stand-
ingout.” he tries to outshout, outcolor,
and outglitier his competitor. He approves
gaudy color schemes, oversizedor
misshapen lettern g embellished with
outlines, double or triple shadows,
pseudoVictorian decorations,and other
exhibitionistic devices.
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Good surface design is a complex matter.
It does not automatically result from

the fortuitous discovery of new materials.
ingenious closures or novel gimmicks,
any more thanitderives from blatant dis-
play. Sur face design should in no way
imply superficiality, for it of:en gives the
de signer the opportunity to enrich

and personalize and aiticulate another
wis e bare and anonymous shape.

Such a goal canbe accomplished with a
design as simple as a Chanel label

or as complex as this Guinness label.

So. I. f
EXPORT Iﬁ#lll:l
LIMITED

LONDON

The obsession with functional shapes
and new materials i s a questronable
limitation even for the conscientious
designer blessed with a sensitive client
It tends to promote a misconception

of simplicity, translating this admirable
quality into bareness or rendering it
self-conscious to the point of vapidity
This tendency is pronou nced in many ciga-
rette packs which have invaded the
marketplace.



We of.en favor fancy, old fashioned
designs for their charm and nostalgic
appeal. What is the quality that makes a
well-designed, simple, contemporary
package design appealing? What is the
quality that makes so manyold tradi-
tional designs appealing? How does one
capture these qualisies without im#+
tating them? Understanding their formal
visual attributesis 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
paperand foil, flat and glossy, redand
blue. Dignity. like understanding. is a gen-
eral term, a principle of action. 1tdoes
not mean that a product name should be
smallwhen a large one would be more
effective or that ornament should or
shouldn’t be used It means that a sense
of dignity and therespect for work

that accompanies it are indispensable
guides to the designer in determining
such formal problems of when, where, and
how. If a designer tre ats his work

with understanding he will, for instance,
recognize the anecdotal or asso-

ciative aspects of pictorial symbols

as well as the psychob gical and physio-
logical effects of color. He will know

that buyers fhave visual memories and
are fond of the familiar. He will then be
better able to decide in redesigning an old
package which elements should be
retained discarded, altered or refined.
He will be aware of the nostalgic

appeal of old cigar boxes Pears Soap
wrappers the RCA Victordog and will
wonderabout the wisdom of streamlin-
ing the White Rock girl or redesighing
logos just because they‘ve been around
for a longtime.
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Although it is only possible to deal in
generalities when it comes %0 a descrip-
tion of artistic principles. it is useful

to show theminaction. The following llus..
trations willdemonstrate better than
words some of the points | have tried

to make.

T Chinese jardiniere {Kang Hs;. 1662~
1722) although not in the strictest sense
a package. poses the same probfeins
that the design of any cylindricaf package
does—-namefy, working on a curved
surface 1t is vistually impossible to imag-
ine this vase without the bands of
cafligraphy which cover its entire surface.
S0 1n harmoviy with its form s the
applred design. True shape and propcr-
tion would remain unchanged, but

the enriching axploitation of material the
emphasizing of contou?. excitement
ofpatters and the interest of the massage

{ poem ) would unhappily e fost
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Chanel packagingisperhaps a ¢lassic

in its field. Each formal ingredient makes
a contribution of isself and for the
whole - the color and quality of the paper
used, the trademark andhow it is
positioned as well as i%size and weight,
the black border complementing the
circular trademark, the typeface itradi-
tionally considered more suitable for
Mack trucks), and finally the shape size,
and proportion of the boxes and bottles
themselves. The ¢combination of

ingre dients is indivisible and to remove
any one would destroy theidentity

and beauty of the package. The Chanel
design isan excellent study in

visual ¢contrasts

EAV |
DE |

COLOGNE
N°5
CHANEL
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Some time agaqin an exhibition of pack
aging at the Museum of Modern Art a bot-
tle 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, | imagine, was because the bottle
looked better withoutit. The actualiabel
is rath er bland, yet one can ¢onceive

of a labe | design which would notonly
sesve itsprime function —product identi-
fication-but also enhance the already

be autiful form by enriching orempha
sizing its shape.



Atfirstglance jtis diffiicult to ascertain
why thepackage of tobacco pictured here
is soatiractive. Is it the ornament.

color, type, paper, sexture. or mere nos’
talgia? Looking closely we finditis a fine

study in contrasts: plain brown paper,
white label, orname ntal border, and
period typography It a softpackage
which contrasts with the britile ornamen-
tation of its suiface design. Thepack-
age suggests its contents and doesso
withgrace and dignity. £ ven though some
of the visual ingrediens are not perfect,
the ensemble is eminently satisfying.
Similar qualities characterize the Garnier
Eli xir wood botitle,
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Theexamples shown, bothsimple and
complex, demon str ate that the package
designer's problem is notessentially
one of looking fornew materials, buto f

understanding the importance of the

artist’s hand in rela tion to those materials,
whether they beold or new A good
package of yesterday, tod ay. or tomosrow
expresses therespectofthe artist

for his materials in that he neither over
whelms them with m eaningless or

con trived ornament nor strips them of all
intere st and excitementowrtofa

kind of Constructivist fetish, In a well-
designed package the designer

does not seek to exploit the consumers
visual memories and attachments

by sentimental distoition but to express
his objective appreciation of the fact

that people do have strong affective
reactions to “things.”

With the exception of the Chane/
packaging by Madame Chanel (¢ 1925)
the designers of the packages on these
andprevious pages are unknown. On the
following pages some of the authors work
in thi s and relate d fields is shown.
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The Third
Dimension

A graphic designer deals principaly with
printed matter—with tw o-dime nsional
space problems. Frequently, directly or in-
directly, he ventures into the world of

the three dimensional. Packayging must
be dealt with as a twoand three dimen:
sional problem. Th e angles from which a
bottle or package may be viewed are
importa nt ¢onsiderations for the package
designer The problems of optical illu-
sion and visualdistortion arebuta few
¢onsiderations about which the

designer must beaware.

Architecture, exterior or interior, may

be interpreted as an overblowm package
seen from a certain point of view.

The interiors of the IBM Product Centers
comprise problems of twoand three
dimensions, Thebasic concept is essen-
tially visual not structural. The usua!
theme is based on the predominance of a
single color.red. Itcouid have been

any appropria te color, butthe idea of a
single color is basic to the planned
effect of the store interiors.

The coloris applied to many different
things. but not to the walls or ceilings.
Carmpeting, interior wall signs, and
free-standing floor signs are all in red,
with occasional white or gray accens.
Typewriter stands, as in this photo-
graph,are paintedred. They are designed
to disappear visualy, tohelp focus
atiention on the products exhibited. Sign
suppor¥ and tablelegs are painted

red for the same reason; to make them
disappear. White or offwhite walls

and display fixtures are in dramai c con-
trast to the red carpeting which,
incidentally, reflects a rosy glow on walls
and ceilings.
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The general effect of these shops,
espacially when viewed fr om the outside
atnight is warm and wel¢oming.
Incandescent down-lighw were speci-
fied to provide the proper color balance,
and to avoid harsh contrasts, and
unpleasant ¢olor changes.

Fusther, to reinforce store identity,
thescheme incorporates a special geo-
metric device in the shape of a race-
track. This motif is notconfinedto two-
dimensional items, such as the iden-
tification symbol, wall signs, and printed
material butis also used to deteimine
the shape oftable tops, display counters,
and inclosed interior spaces of some

of the shops,

T he overaif visual conce pt of the 16BN
Product Centers, including miscelfaneous
furniture displays. and graphics, was
designed by the author in 1981
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Package designs,
IBM Corporation,
1973-1984
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Bottle design,
Nutri Cola Bottling Comparny,
1947

Package designs,
G.H.P Cigar Company,
19531954
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Facrage designs,
Cummins Engine Company, 1974,

Flestguard, 1875
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The Complexity

of Color

1. Henri Matisse,

Ja22. Ediviens Verve

Paris; 18472

Color theories of Goethe, Chevreul,
Ostwald, Rood. or Munsell amongothers,
are not much help when facing ablank
canvas. Color is objective, color is subjec
tivae. A color that is perfect in one instance
isuseless in another. Color is complexity
parsonifiaed. The use of color implies a
knowledge, or atleast an awareness, not
only of the mechanics of color. butalso

of the formal. psychological, and cultural
problems involved. Color cannot be
separated from its physical environment
without changing.

Like design problems, color is a matter of
relationships:

materials

taxturas

finishes

light

shade

reflection

figure ground
contrasts
proportions
quaniities
proximity
congruity
repetition

shape
content

How often have we seen the “perfect
color” lin aroom, apainting, a sky, arug
a drass.a paintshop, or paper mill}
without being aware of the implications
of the surroundings in which this color
resides—of the lighting the architecture,
the furniture, the hubbub, the silence,

or our own state of mind?
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Matisse in his /322’ puts the problem

in another way. Followingis a paraphrase

describing the problem of painting a

bouquet of flowers: Walkingin his garden

one day hepicks abunch of fiowers

with the idea of painting abouquet. After

arranging the bouquet to his own teste,

he discovers thatthecharm in first

per¢eiving these flowers is now lost

He attributes this %0 the reminiscences

of long dead bouquets thathave influ-

enced the arrangemaent of this new

bouquet And he ends by quoting Renoir:
“When | have arranged a bouquet

for thepurpose ofpainting it. | always

tum to the side | did not plan.”

"le Bouquet Dans une promenade au jardin
Jje cueille feur apres Aeur pour les masser
dans le creux de mon bras l'une apres
!"autie au hasard de la cueitlette. Je rentre
& la maison avec fidée de peindre ces
flew s. Aprés en avoir fait un arrangement
a ma facon quefle d dception: tout leur
charme est perdu dans cet arrangement
Qu'est-if donc arrive? L assemblage
inconscient fait pendant /a cueriiette avec
le godtquim’a fait allerd une fleur é
I"autreest remplacé par un arrangement
volontaire soiti de réminiscences de
bouquets moits depuis longtem ps. qus ont
Jaiss@ dans mon souvenir laur charme
dalors dont jaf chaige ce nouveau
bouquet.” Rénotr m’a dit “"Quand f ai
arrat?gé un bouguetpour le peindre,
Jje marréte surle coeé qucyc navais
pasprevu.”

Coming quite casually on a scene like

the one pictuied on the folfonrng p age one
is immediately taken by the stunning
combination of briffiant colors and realize s
how the neighboring scenely. ear'h.
contrasting hues and textures tints and
shades cooper ate to make this aesthet
ically ap pealing arrange ment






Word
Pictures

Teaching ar' (des/gn} perflaps more than
other disciplines. invalves a special kind

of commitment from bowh teacher andst u-
dent Most complex is the task of forvmulat-

ing the p:oblem. /deally. an assignment
shouldbe s o conceivedasto be palatable.
challenging. and absorbing. inwting
curvosity and encouraging exploration. it
shou fd deal not only with formal but

with manual skifls Fofowing is a problem
description which attempee to fulfilf
soma of these varied and desirable goals

Visual Semantics
Visual semantics deals with the use
and manipulation of words {letters) to illus-
trase an idea, an action, or evoke some
particular pictorialimage. Thisinvolves
the treatment and arrangement of letlers
in such a way asto make a word visually
self.explanatory.

Problem
Develop three designs with the word
“Léger” From the group of four specified
colors (listed |ater) use only black for your
firstversion, add a second color for the
next, and use four for thelast Designs two
and three should be seen as variations of
the basic idea. Although not conceptually
dif ierent, they should fook dif ferent by
virtue of the wayin which thecobr is
manipulated. Merely changing the
background without some other mean-
tngful alteration does not constitute
ann acceptable variation,

Visual analogies which most clearly illus-
trate meaning or spiritof a word should
be sought, for example, the letter O could
be the visual equivalent of the sun, a
wheel,aneye. | f additional elements are
needed to reinforce your interpretations
they should be simple, geometric shapes:
circles, triangles, oblongs: also benday
screens or typographical matenalsuch as
rules, bullets, or mathematicalsigns.

Simple letters are preferred to fancy
ones, Letters which imitate exotic alpha-
bets or eccentric shapes should be
awided. Let;ers drawn accurately by
means of ruler and compass are more
suitable than freehand forms{The
reference here does not pertain to nor-
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mally hand written letters which
possess their own peculiar character-
istics.) The quality issuing from any
process (facture), mechanicalor other-
wise, is areflectiono f that particular
process. and the visual effect (style)is
intimately relatedto t- The more
anonymous the letterforms (unencum-
beredby individual eccentricities or
sentimental associations) the more
meaning ful. Originality is related

more to theunexpectedidea than to
some flamboyant or peculiastechnique.
To defamiliarize the commonplace,

to see itas if it were for the first time,
is the artist's goal.

Fernand Léger
An important aspect of this problemis
to discover the fundamental ideas and
design principles governing the workof
Femand Léger, but not to mimic his work.
Many o fthe working procedure s and
design processes, formal and otherwise,
that concern all artists, are especially
disearniblein Léger's work. As subject
matter he favored the commonplace,
soas to minimize psychologically extra-
neous associations and toemphasize
form. He translated subjects into objects.
He saw the human figure as aninani-
mate obect, notunlike a bottle or aguitar.
The visual power of the machine, which
he sawas a “toolof a social liberation”
and a thing of beauty, was interpreted
withgreatforce, inits fixed and, paticu
larly, in its moving state. He was obsessed
by the idea of movement

Themeans o f achieving contrast and
creatingambivalent space were deliber-
ately sought and thoroughly explored He
usually treated background and fore-
groundo f his pictures with equal em-
phasis,ina lively, competitive relationship,
or asadialogue between abstraction

and representation, 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
colorand to i% object. Free color, free
form, free association, and fresh visual
combinations were devices he used to ani-
mate the two-dimcnsional picture plane
anddefamiliarize the commonplace.



Jannifar Kirn,
Yale {Brisssgo, Switzertand ]
1984
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Contrast simultaneity, repetition,

and the elimination of conventional space
illusion were uppermostin Léger's
thoughts. Following are some of the pic-
torial means he used to realize his ideas:

Overlapping (spaceillusjon)
Shifting {movement)

Enlarging (closeup, microscopic view)
Exaggerating (color, shape)
Neutralizin g {objects people)
Floating (against gravity)
Distorting (odd scale)

Cutiing (cropping)

Fragmenting (part for whole)
Dividing {negative positive)
Framing (picture within a picture)
Rearranging (nonconventional)
Coordinaling (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 quantitative relationships,
Color values change optically in relation
to other colors, against black, against
white. againstgray. Overlapping or con-
tiguous colors appear to be dimension
ally different from those in isolation. The
colors for this exercise were chosen

for their harmonious relationship and
have no symbolic signiicance
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Format:
26 x 366 centimeters

24x24

The format is based ona Root 2rec-
tangle the proportion of which is derived
from the square and its diagonal.

It is aesthetically pleasing and has certain
practical advantages Continuous fold-
ing in half yields the same proportion.

it is also the standard European paper
propottion (DIN),

Materials:
3.ply kid linish biistol. colored papers,
markers. $empera paints, or Plaka.
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1. Theodeve Re'f,

“Cézanne and Peussn,”
Joumd of the Warburg and
Cowtauid Inspsures,

\ol. 23
London, 19601, 150 78.

2. John Rewald,
Paul Cézanne Leltévs
{Oxlord, 1978]. 300

The lasson that we learn from Leéger

had its origins in Cézanna As was the case
with so many artists at the beginning of
this century, howaver, it was alesson Léger
innocently misinterpreted.’

On April 15, 1904, Cézanne, in a latter
to Emil Bernard, wrote: “Treat nature by
means of the cylinder, the sphere. and
the cone, everything broughtinto proper
perspective, so thateachside of an
object or aplane is directed towards a
central point.”* A simple lasson in
Renaissance parspectiva was construed
to mean thatgeomatric simplicity
would now play an important role in the
way we perce ive modern painting.

This painting, made in 1913. clearly
demonstrates that Leger took Cézanne’s
lesson quite literally. In Russia. at the
same time, Kasimir Malevich. who was
also very muchinfluenced by Cézanne,
painted pictures that wera astonishingly
simijlar to Leger’s. Both disregarded

tha rules of parspactive. Chiaroscuro was
also used, but less as an indication

of volume than as a means of creating
interesting contrasts.

At theearly parto f the twentieth
century, conscious of the changing views
about a rt-Imprassionism, Post Im-
prassionism, Symbolism, Fauvism-the
artist could quite easily have misread

the real meaning of Cézannea’s reference
to thecylinder. the cone, and the sphere.
In his enthusiasm he could easily

have interprated such a statement as
heralding a new way of seeing. Ironically,
what wa s new was not Cézanne's
statement but the mistaken interpretation,
which was, perhaps, most influential

in changing the course of modern art and
design in our tme.
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Paui Cézanne,
St Life wrth Applas,
National Galtary of Art Washington, 8.

Fernano Léger,
Contrast of Forms, 1913
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Politics
of Design

Itis nosacrat that tha real woiid in
which the designer functions is not tha
world of at, but the world of buying

and salling. For salas,and not design are
the raison d'étre of any business or-
ganization. Unlike the salesman,how
ever, the designer’s overriding motivation
is art. astin the service of business,

art thatenhances tha quality of life and
deepens appreciation of the familiar
world.

Design is a problam solving activity, It
provides a means of clarifying, synthasiz
ing, and dramatizing a word, a picture,

a product or anavant. A serious barrier
10 the realization of good design, how-
aver, are thelayers of management
inherentinany bureaucratic structura,
For aside from sheer preiudice or simple
unawarenass.cnais apt to encounter
such absurdities as second-guessing,
kow-towing, 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
stupidity, but human frailty.

Tha smooth functioning of the design
process may be thwartad in othar ways:
by the imperceptive executive, who

in mattars of dasign understands neither
his proper role nor that of the dasigner;
by the eager but cautious advertising
man whose principal concern is pleasing
his cliant; and by the insecure cliant
who depends on informal office surveys
and pseudo-scientific research to deal
with quastions thatare unanswerable
and answers that are questionable.

Unless the design function in a busi-
ness bureaucracy is so structured that
direct accass to the ultimate decision-
maker is possble, trying to produce
goodwoikis very often an exercisc in
futility. Ignorance of the histosy and
methodology of dasign—how work is
conceived, produced, and raproduced-
adds to the difficulties and mis-
undarstandings. Design isa way of life. a
point of view. ltinvolves the whole com-
plax of visual communication: talent,
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creative ability, manual skill, and tech-
nical knowledge. Aesthetics and eco-
nomics, technology and psychology are
intrinsically related to the process.

One of the more commonproblems
which tends to create doubt and
confusion is caused by the inaxperi-
enced and anxious executive who
innocently expects, or evendemands, to
seanotone butmany solutions to a
problem. These may include a numbar
of visual and/or verbal concepts. an
assortment of fayouts, a variety of pic-
tures and color schamas, as well as a
choice of type styles. He needs the reas-
surance of numbers and the opportu-
nity to exercise his personal prafaerances;
Heis alsomostlikely tobe the one
toinsist on andlass revisions with un-
realistic deadlines, adding to an already
wasteful and time-consuming ritual.
Thaoratically, a great number of ideas
assures a great numbar of choices,

but suchchoices are essentially quan-
titative. This practice isas bewil-

dering asitis wasteful.lt discourages
spontaneity, encourages indifferance,
and more often than not produces
results which are neithar distinguished,
interesting, nor ef‘ective. In short,

good ideas rarely come in bunches.

The designer who voluntarily presents
his client with a batch of layouts does

so not out of prolificacy, but out of uncer
tainty orfear.He thus ancouragas
theclient to assume therole of referee. In
tha avant of genuine need, however,

the skiliful designer is abla to produce a
reasonable number of goodideas. But
quantity by demand is quite differant
from quantity by choice. Designis a
tima-consuming occupation. Whatever
his working habits, the designaer fills
many a wastebasketin orderto produce
one goodidea. Advertising agencies

can be aspacialty guilty in this numbers
game, Bent on imprassing tha client

with their ardor, they present a welter of
layouts, many of which are supeificial
interpretations of potentially good

ideas. or slick renderings of trite ones.



Frequent job reassignments within
an active businass are additiional impedi-
ments about which managementis
of.enunawara. Parsons uneualified to
imaka design judgme nts are freque ntly
shifted into design-sensitive positions.
The position of authority is thenused as
evidence of expertise. Whilea most
people willgraciously accept and appra-
ciate cnticism when it comes froma
knowledgeable source, they will resent it
{openly or otherwise) when it derives
solely from a powar position, avan
though the manager may be highly intel-
ligant or have self-professed ‘‘good
taste.” Atissue is not the right, or even
the duty, to question, but the right to
make design judgment Such misuse of
privilegeis a disservice to manage:
ment and counterproductive to good
design. Expertisa in businass adminis-
tratjo n, journalism, accounting, or selling,
though necessaiy in itsplace, isnot
expeitise in problems dealing with visual
appearance. The salesman who can
sellyou the most sophisticated computer
typeset ting equipmentis rarely ona who
appreciates fine typography or elegant
proportions. Actually, the plethora of bad
designthat we see all around us can
probably be attribut ed as much to good
salesmanship as to bad taste.

Deeaply concerned with every aspect of
the production process, the designer
mustoften conte nd with inexparienced
production personnel and time-con-
suming purchasing procedures, which
stifle enthusiasm, instinet, and cre-
ativity. Though peripherally involved in
making aesthetic judgments (choosing
printars, paparmakers, typeset:ers,

and other s uppliers), purchasing agen
are for the mostparit ignorant of

design practicas, insensitive to subtleties
that mean quality, and u naware of
marketing needs. Primarily and iightly
concerned with cost-cutting. they
missakenly aquate alegance with extrav-
agance and parsimony with wise
business judgment,
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These problems areby nomeans
confined to the bureaucratic corporation.
Artists wnters, and others in thefields
of commu nication and visual aits.

in governmaeant or privata industry, in
schools or churches, must constantly
cope with those who donotunder-
stand and are therefore unsympathetic
to theirideas. The designeris especi-
ally vulnerable because dasign is grist for
anybody s mill. “1 know what | like”

is all the authorit y one needsto support
one$ critical aspirations.

Like the businessman, the designer

is amply supplied with his own frailtie s.
But unlike hm, heis often inarticulate,
a serio us problem inan area in which
semantic difficulties so often arise. This
ismorapertinent in graphic design
than in theindustrial design or architaec
tural fields, because giaphic dasign

is more open to aasthaeticthan to func-
tional preferences.

Stubbornness may be onaof tha design-
ar's admirable or notorious qualities
(depending on one s pointofview)-a
principled rafusal tocompromisaora
means of camo uflaging inadequacy.
Design clichés. meaningless patterns,
stylsh illu strations, and predetermined
solutions are signs of such weakness.
An understanding o f the significance of
mo dernism and familiarity with the
history of design, painting architecture,
and other disciplines, which distinguish
the educated designer and make his
role@ moreameaningful are notevery de-
signer’s strong points,

The designer, however, nee ds all the
suppoit he can muster.for hisis aunique
butunenviable position. His work is
subject toeveryimaginable interpreta-
tion and to avery piddling piace of
fault-finding. [ronically, he saeksnotonly
the applause o f the connoisseur, but

the approbation of the crowd.



1. dathow Storr,
e Oprenwes of Cradtion
(New Yy 1k 1972). 189

A salutary working relationshipis

not only possible but essential. Designers
are not always intransigent, nor areall
purchasing agents blind t o quality. Many
responsible advertising agencies are

not unaware ofthe role thatdesign 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 alert to

new ideas. H e places responsibility where
it belongs and does not feel insecure
enocugh to see himself as an expertin a
field other than his own. He is, moreover,
able to provide a harmonious environ
mentin which goodwill understanding,
spPontaneity, and mutual trust-qualities
so essential to the accomplishment of
creative work - may flowish.

Similarly, the skille d graphic designer

is a professional whose world is divided
between lyricism and pragmatism, He

is able to distinguish between trendiness
and innovation, between obscurity

and oiiginality. He uses freedom of expres-
sionnotas license for abstruse ideas
and tenacitynotas bullheadedness but
as evidence of his own convictions

His is an independent spirit guided more
by an “inner astistic standard of excel-
lence™ than by some external influence.
Atthe same time as he realizes that
good design must withstand the rigors of
the marketplace, he believes that with-
out good design the marketplaceis a
showcase of visual vulgarity.

The creative arts have always labored
under adverse conditions. Sub jectivity,
emotion, and opinion seem to be concom-
itants of artistic quessions. The layman
feels nsecure and awkward about
making design judgments even though he
pretends to make them with a ceitain
measure of know-how But, like it or not,
business conditions compel many to

get inextricably involved wiith problems

in which design plays some role.
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For the most pait. the creation or

the efiects of design, unlike science, are
neither measurable nor predicable,

nor are theresults necesszarily repeatable
If there is any assurance, besides faith,

a businessman can have, itis in choosing
talented, competent. and experienced
designers.

Meaningful design design of quality

and wit, is no small achievement even in
anenvironment in which good design

is understood, appreciated, and ardently
accepted, andin which profitis not

the only motive. At best, work that has
anyclim to distinction is the exception.
even under the mostideal circum-
stances. After all, our epoch can boast

of only one A.M. Cassandre.







Integrity
and Inven tion

1. Osedevus
Winier, 19601 12735

2. Frank Lloyd Wright,
Worx Song
(@e¥ Book Weckshop, 1826)

Woe are told “One picture is worth
more than a thousand words,” butis it?
Does any one ad, poster, trademark,
book jacket. letterhead or TV commer-
cial tellus o fthe compromises, doubts,
frustrations, or misunderstandings
that went into its making?

Some years ago | was asked to contribute
a paper on the subject of the visual arts’’
Those problems | chose to write about
have, i1f anything, become even more
apparent today than they were then, For
the most part neither time, nostalga.
Victoriana, Art Deco, nor any other
fashionable revival has warranted any
substantial alterations in my views.

Courage

andCreativity
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 adventure in
it—just the cold, hard possibility of
losing his job. Yet the courage of his con-
victions is, along with his talent, his only
source of strength Frank Lloyd Wright
put it this way:

fiworkesilithinkas tam

No thou ghit of fashion or shem
Nor for for tune the fade

Sewe vite Gods of trade

My tho ught es bescemeth a men®

The businessman will never respect

the professional who doesnotbelieve in
what he does Thebusinessman 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 tohave courage, we must ask
the same of i ndustry. The 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 fewbrave pioneers to produce

or underwrite original work, then rushes
to climb on the bandwagon. Theband-
wagon, of course may not even be going
in the right direction. The at:ention

and admiration evoked by the high calibre
of X¥2"s advertising have induiced many
an advertiser to say, "Lets do some-
thing like XY2” without considering that
it might notbe at all suitedto hisneeds.
Specific problems require specific visual
solutions. But both XXX's and YYY's
advertisingand products can bemade to
fulfill their functions and alsobe aes-
thetically gratifying. Both can express
respect for and concern with the broad-
estinterests of the consumer.

Against the outstanding achievements
indesignby 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
serious obstacle to raising the standards
of design.

Artistic Integrity
There are those who believe that the
role the designer mustplayis fixed and
determined by the socio-economic
dimate; that he must discover his func-
tional niche and fit himseclf into it (t
seemsto me that this ready-made image
ignores the pait the artist can play
in creating this climate. Whether we are
advertising tycoons missile builders,
public figures or private citizens, we are
all human beings.and to endurew e
mus?t, first of all, be for ourselves. @nly
when man is not accepted as the center
of human concern doces itbecome
feasble to create a systemof production
which values profit out of proportion
toresponsible public service, or to design
ads inwhich the only aesthetic criteria
are the use of fashionable illustrations
and “in” typefaces.



The Corporate

Image
Inthis, the speed generation,practically
any corporation, large or small, can have
its “image” made to order. Avast army of
image makets have made a business
outof art large enough almost to rival the
businesses they help toportray. Much
has been totited about the viitues of
corporate identification programs.
Because the corporate image so of.en
conveys the impression that itis all-
encompassing, it leaves little doubtin
the mind of the onlook er that the image
he seesrepresents a company which is
really in the swim: that it’s the best, the
first. and the mos t However, being with
itis notalways bcing forst

Upon receipt of the AIGA medal. for

his company's contribution to good
design. Irwin Millet, chainnan of the
execulive commit:ee of Cummins

Engine Company, said: “Good design has
nothing to dowith image, which is a
Phony word if theie everwas one Image
is basrcallyanattempt to cover u'p a cos-
metic ap pked to make you fook better
than you really da Good design atheaitis
simply honesty. Itis an ingredient of
character. Good desvgn helps to fonn in
any onepart of the business an influence
that affiects afl paits of the business. It
sustains ch aracter and honestyin every
aspect of the business Good design.
therefore. is veiry good business indeed”
{June 14 1984/
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Itseems to me that acompany can more
easily be recognized for whatit really
believes notby i made-to-order image
(its trademark, logotype. letterhead), nor
by thenumberof avant-garde prints or
Mies van der Rohe chairs that embellish
its offices, but by its more mundane,
day-to -day activities:its house organs,
counter displays, tradeadvestisements,
packaging, and products. Unless itcon-
sistently represents the aims and beliefs
aswell as the total activity andproduc
tion of a company, a corporate image is
atbest mere window dressing, andat
wors t dece ption.

Things can be made and mark eted with-
out considering their moralor aesthetic
aspects; ads can convince with out
pleasing orheightening the spectator’s
visual awareness; products can work
regardless of theirappearance But
should they? The world of business could
function without benefit of art. But
should it? I thinknot, ifonty for the sim-
plereason that the world wouldbea
poorer place if it did.

The commercialartis t(designer) who
wants to be more than a mere stylistand
who wishes to avoid being overw helmed
by the demands of clients the idiosyn-
crasies of public taste, and the ambigu-
ities of consumer research surveys must
clarify whathis 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 commitment to aestheticvalues.
he willautomatically try to make the
product of graphic designboth pleasing
and visually stimulating to the uscror
the viewer. By stimulatingl mean that
this wor k willadd something to the
spectator’s expesience.



The artist must believe his work is an
aesthetic statement, but hemustalso
undeistand his general role in society

It is this role that justifies his spending
the client smoney and his risking other
peoples jobs And it entitteshim to make
mistakes. He adds somethingto the
world. He gives it new ways of feeling
and thinking. He opens doors to new ex-
perience.He provides new s olutions to
old problems

There is nothing wrong with selling,

even with "hard” selling, but selling which
misrepresents. condescends. orrelies

on sheer gullibility or stu pidity is wrong.
Mor ally. it is very difficult for an artist
todo a direct and creative job ifdishonest
claims are being made for the pr oduct
heis asked to advertise or if, as
anindustrial designer.he is supposed to
exercise mere stylistic ingenuity togive
an old product a new appearance.

The artist’s sense of worth de pends on his
feeling o fintegrity. If this isdestroyed,

he willno longerbe able to furnction
creatively,

At and

Communication
The lament of the graphic designer
thathe is not permitted tod o good work
because good work is neither wanted
nosunderstood by his employers
isuniversal. tisindeed very often tiue.
Butif the artist honestly evaluates
his work he will frequently find that the

“good wo tk " the business man has

rejected is really not sogood.
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Many times when the "squar€” client
says “it's too far out,” he may be un-
consciously reacting to inappropriate
symbolism obscure inteipretation

of anidea poor typography, an inade-
quate display ofhisproduct, or simply bad
communication.

Graphic design

which fulfills aesthetic needs.

complies with the laws of form and

the exigencies of two-dimensional space:
which sp eaks in semiotics. sans-serifs,
and geometrics;

which abstiacts, trans forms, translates,
sotates. dilates. repeats. mirrors,
groups.and re groups

Is notgooddesignifitisirrelevant

Graphicdesign

which evokes the symmetria of Vitruvius,
the dynamic symmetiy of Hambidge,

the asymmetry of Mond rian;

which is agood gestalt,

generated by intuition or by computer,

by invertion or by a system of coo rdinates
is not good design

if it does not communicate
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Graphic design

which fulfifls aesthetic needs,
complies with the laws

of form and the exigencies
of two-dimensional space;
which speaks in

semiolics, sans-serifs, and
geometrics; which abstracts,
transforms, translates,
rotates, dilates, repeats,
mirtors, groups, and regroups
is not good design if it is
irrelevant.

Graphic design

which evokes the symmetria
of Vitruwius, the dynamic
symmetry of Hambidge, the
asymmetry of Mondrian;
which is a good gestaft,
generated by intuition or by
computei, by invention

or by a system of coordinates
IS not good design

if it does not communicate.
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