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The hardest thing to see
is what is in front of your eyes.

-Gosethe




The designer, engaged in the mournful
business of tombstone carving.
demonstrates his skills with humor and
ingenuity on this eighteenth century
gravemarker.




This book is a compilation of my writing
that has appeared in the past-much
of it in Thoughts on Design. My interast
has always been in restating the
validity of those ideas which, by and large.
have guided artists since the time of
Polyclitus. I believe that it is only in the
application of those timeless principles
that one can aven begin to achiave a sem-
blance of quality in ones work. It is

the continuing relevance of these ideals
that | mean to emphasize. especially

to those who have grown up in a world of
punk and graffiti.

Unless otherwise indicated, alf illus-
trations shown in this book are chosen. as
a matter of convenience, from my own
work. It would be impossible to list all those
who over the years have helped make
this book a reality. | am indebted to my edi-
tors at Yale and to my wife for her assis-
tance in typing and editing. To my friend
Mario Rampone, | owe a special debt
for his infinite patience and inexhaustible
supply of type proofs.

Weston. CT. December 1984

In 1890 Maurice Denis said: "It is well

to remember that a picture - before being

a battle horse, a nude woman, or some

anecdote-is essentially a plane surface

covered with colors, assembled in a

certain order.” He was saying about de-

sign what Vasari in the sixteenth century

had already eloquently put into words:
“Design is the animating principle of

all creative processes.”

Words such as design, form, 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 design is rich in meaning but
difficult to pin down. To most people
design means decoration: wallpapers,
fabrics, fashions, and floor coverings,
and the term graphic or graphics refers
to the printing industry, or to printmaking
(the lesser of the so-called fine arts).

i

Yat the expression graphic design

often draws a blank from many people.
(The term was used by W. A. Dwiggins

in a statement which first appeared in the
Boston Transecript, 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 appellation is a
matter of conjecture.)

The Oxford English Dictionary devotes
two columns to the word graphic(sl
among its maanings 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 is too broad

and imprecise to be clear. Perhaps the
term cormmeercial art. once widaly
used, better describes the metier of a
graphic designer. But it, too, is not
sufficiently specific to be truly meaning-
ful. Snobbery as well as the lack of
clarity about its scope may have con-
tributed to the term’s gradual
disappearance from the graphic arts
scene today.

The definitions of what a designer

doas are equally broad and impracise.
Specifically, a graphic designer is

one who creates ideas that are expressed
in words and/or pictures, and generally
solves problems of visual communication.
ltems requiring the work of a graphic
designer before they can be printed or
produced include: price tags, cata-
logues, newspapers, magazines, post-
ars, brochures, advertisemeants,

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

of words and/or pictures.



Pisanello, medallion,
Bibliothégue Nationale, Pans
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Design focuses more on conception
than it does on execution. The designers
creative efforts in the form of sketches,
plans, or verbal descriptions are often
intended to be executed by others: type-
sotters, printers, paparmakers, model
makers. The design for a postage stamp
or a tombstone may be conceived by

a designer, but it cannot come to fruition
without the skills of a printer or a
stonecutier.

The revolution in modern painting, with

its emphasis on form, on abstraction,

on visual relationships, on unorthodox
methods and materials, has played its part
in focusing attention on the design of the
total surface rather than on anecdote

or subject matter. This too has contributed
to the change of label from commercial
art to graphic design. in which emphasis is
given not to hackneyed, 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 design is essentially
about visual relationships - providing
meaning to a mass of unrelated needs,
ideas, words, and pictures. It is the
designers job to select and fit this mate-
rial together-and make it interasting.

“The reason,” Kouwenhoven goes on to
say, “apparently unrelated things be-
come interesting when we start fitting
them together....is that the minds
characteristic employment is the dis-
covery of meaning, the discovery of
design.” He says, further, “The search
for design, indeed, underlies all arts

and all sciences....The root meaning of
the word art is, significantly enough,

‘to join, to fit together’...”

xiii

The ideas that have colorad our way of
seeing and thinking about design are built
on the beliefs established at the begin-
ning of the twentieth century. Essentially,
the ideals of the art of representation
were replaced by those of formal design,
whether these ideas stemmed from the
unorthodox visual concepts of Cézanne
or Picasso, or from the equally provocative
concepts of the symbaolist writers and
artists (Stéphane Mallarmé, Emile
Bernard, Maurice Denis).

The designers work, like any good art-
ists, is unique. He produces one design,
one advertisement, one poster, even
though his work gives birth to countless
reproductions - no differant from the

one painting that is reproduced in numer-
ous art books and catalogues. The
designer who creates something entirely
new is no rarer than the painter who
does the same. And he, like the painter, is
susceptible to the same influences:

to history, 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 than it does with reality.

The paucity of great art is no more préeva-
lent among designers than it is among
painters. To be sure, there is a basic
difference between graphic design and
painting. But that differance is one

of need and does not preclude consid-
eration of form or quality. it merely adds
more stress to the normal difficulties
entailed in producing original work.




1. Thésophale Gautwer,
Praface to Mademoizalie Maupin
[Pars, 1836)

2. Benegetio G‘-El'-'-!l!l" WD,
Adalf Lobs
(Mew Yok, 1982), 12.

In the nineteenth century Théophile
Gautier (1811-1872) expressed his con-
tempt for the utilitarian in art in such
utterances as: "Nothing is truly beautiful

except that which can serve for nothing....

Whatever is useful is ugly.”" This was “art
for arts sake.” And when Adolf Loos,

the same man who in 1908 wrote "Ormna-
ment and Crime,” commentad: “Art

must be stripped of practical goals,™ he
was echoing the convictions of a great
many artists and art lovers. The quandary
still exists today. Is it any easier to cate-
gorize the design of a Miro poster than it
is to categorize a printers device by Hans
Holbein, the magnificent medals by
Pisanello, an elegant magazine cover by
Bonnard?

Attempts to reconcile the formal and
practical were made at various times in
the early part of this century (circa
1921-30) by, for example, the Russian
Constructivists, dedicated to a program
of good design for mass consumption.
They were largely responsible for the
attitudes many today profess in the fields
of design, painting, and sculpture and
demonstrate that a special point of view
is as important as a special skill in
achieving distinguished work.

xiw

The flatbroom,
a Shaker invention,
circa 1800
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“Ideals ought to aim at the transformation
of reality.”
- William James

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

and typography should be seen as a liv-
ing entity; each element integrally
related, in harmony with the whole, and
essential to the execution of an idea.

Like a juggler, the designer demonstrates
his skills by manipulating these ingre-
dients in a given space. Whether this space
takes the form of advertisements, peri-
odicals, books, printed forms, packages,
industrial products, signs, or television
billboards, the criteria are the same.

That the separation of form and function,
of concept and execution, is not likely

to produce objects of aesthetic value has
been repeatedly demonstrated. Simi-
larly, any system that sees aesthetics as
irrelevant, that separates the artist from
his product, that fragments the work

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

Commenting on the relationship
between fine art and 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. But it is true for
reasons that are foreign to the relation of
the ‘beautiful’ and ‘useful” as such.

Wherever conditions are such as to pre-
vent the act of production from being

an experience in which the whole creatura
iz alive and in which he possesses his
living through enjoyment, the product will
lack something of being aesthetic. No
matter how useful it is for special and lim-
ited ends, it will not be useful in the
ultimate degree—that of contributing
directly and liberally to an expanding and
enriched life”’

The aesthetic requirements to which
Dewey rafers are, it seems to me,
exemplified by the Shakers, who believed
that “Trifles make perfection but per-
fection itself is no trifle” Their religious
baliefs 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 of great beauty. These
products are documents of the simple life
of the people, their asceticism, their
restraint, their devotion to fine craftsman-
ship, and their sensitivity to proportion,
space, and materials.

In the past, rarely has beauty been

an and in itself. The magnificent stained
glass windows of Chartres were no less
utilitarian than was the Parthenon

or the Pyramid of Cheops. The function
of the exterior decoration of the great
Gothic cathedrals was to invite entry; the
rose windows inside providad the
spiritual mood-a symbiosis of beauty
and utility.



The Designer's
Problem

1. | use the e Eyout hene
because of its popular accapi-
ance. | should prafer instaad
Lo uga the Leim COMPOSITaN
a5 it 15 used in pasniEng).

. Tha reader may wish 1o rater o
Wilenzki, The Modem Movement
i A (Mewr Yook, 1934) for a
description of the artist’s mental
Processas in creating a work
af art

. Josaph Purper
Laisura: The Basis of Cifiune
[Mens York, 1952), 75

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

be solved 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,

a certain amount of pushing around

may be necessary. But this doas not imply
that any systematic, unifying, repetitive
idea should be 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 design a 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
tachnological developments in his

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

s0 that he may restate his problem in
terms of ideas, symbeols, pictures. He rein-
forces his symbols with appropriate
accessories to achieve clarity and interest.
He draws upon instinct and intuition.

He considers the spectators feelings and
predilections. Briefly, the designer
experiences, perceives, analyzes, organ-
izes, symbolizes, synthesizes.

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

“According to Kant, man's knowledge is
realized in the act of comparing,
axamining, relating, distinguishing,
abstracting, deducing, demonstrating-
all of which are forms of active
intellectual effort™

The designer is confrontad, primarily,
with three classes of material: a) the
given - product, copy, slogan, logotype.
format, media, production process; b the
formal - space, contrast, proportion,
harmony, rhythm, repetition, line, mass,
shape, color, weight, volume, value,
texture; c) the psychological-visual per-
ception and optical illusion problems,
the spectators’ instincts, intuitions, and
amotions as well as the designers

own neads.

As the material furnished him is often
inadequate, vague, uninterasting, or other-
wise unsuitable for visual interpre-
tation, the designer's task is to restate the
problem. This may involve discarding

or revising much of the given matearial.

By analysis (breaking down of the com-
plex matenal into its simplest compo-
nents—the how, why, when, and whera)
the designer is able to begin to state

the problem.

This newspaper advertisemant was
addressed o people familtar with the Marse
code. To the genaral public, unfamiliar

with these symbols, they nevertheless served
as a powerful attention-compelliing device

{1954)



To the cxecutives and management of the Radio Corporation of Amenca:
Messrs, dlexander, Anderson, Baker, Buck, Cahill, Cannon, Carter, Coc, Coffin, Dunlap, Effiott, Engrerow, Folrom, Goren, folleffe, Auyes,
Marek, Mills, Odorrzzi, Orth, Sacks, Brip. Gen, Sarmoff, R. Sarnoff, Saxen, Sendel, Teegarden, Tuft, Wates, Weaver, erner, W illsan

Gentlemen: An important message intended u:prc-.ﬂlg.- for your eyes is now on its way to cach one of you by special messenger.

William H. Weintrawh 8 Comparny, fne. SaliSetl 488 Madisom Avenwe, New York
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Because graphic design, in the end,
deals with the spectator, and because it
is the goal of the designer to be per-
suasive or at least informative, it follows
that the designer’s problems are
twofold: to anticipate the spectator's
reactions and to meet his own aesthetic
neads, He must therefore discover a
means of communication between him-
self 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 is, the
discovery of an image universally com-
prehensible, one that translates abstract
ideas into concrete forms,

It is in symbolic, visual terms that the
designer ultimately realizes his percep-
tions and experiences; and it is in a

world of symbols that man lives. The sym-
hol is thus the common language
hetween artist and spectator. Webster
defines the symbel as “that which

stands for or suggests something else by
reason of relationship, association,
convention, or accidental but not inten-
tional resemblance; especially, a

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

state or a church; an emblem; as the lion
is the symbol of courage; the cross is

the symbeol of Christianity. ‘A symbol is a
representation which does not aim at
being a reproduction.’ (Goblet d'Alvielle}.”

The words simplified, stylized, geometric,
abstract, two-dimensional, flat, non-
representational, non-mimetic are com-
monly associated, someatimes incor-
rectly, with the term symbol. It is true that
the depiction of most distinctive sym-
bols does fit the image these words help
to characterize visually; but it is not

true that the symbol has to be simplified
(etc.) in order to qualify as a symbol.

The fact that some of the best symbols
are simplified images merealy points

to the effectiveness of simplicity but not
to the meaning of the word per se. In
assence, it is not what it looks like but
what it does that defines a symbaol.

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

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

star, a picture of a little dog listening to his
masters voice, a steel engraving of
George Washington, and the Eiffel Tower
itself are all symbols.

Religious and secular institutions have
clearly demonstrated the power of

the symbol as a means of communication.
It is 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 farfetched to infer that these formal
relations have at least something to

do with its endurance. Note the curious
analogy between Occidental and Oriental
thought in the following excerpts.

Rudolf Koch, in The Book of Signs, com-
ments: “In the sign of the Cross, God

and earth are combined and are in harmony
...from two simple lines a complete sign
has been evolved. The Cross is by far the
earliest of all signs and is found every-
where, quite apart from the concepts of
Christianity.”" In the Book 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 is illustrated by the t'ai chi symbeol

expressing the “two regulating 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 principlas.™




Any visual image may serve

&5 a symbaol irrespactive of style.
dagreae of abstraction,

ar ralationship to the real thing.




Here the symbal is a by-product
resulting from & problem of form-that is.
the oppasition of the vertical and
horizontal planes. At the same time it
suggests the dignity and serenity

of the cruciform.
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The cross on this cover is designed

te suggest a pair of shears cutting up the
map of Czechoslovakia.

At right, miscellaneous elements:

type. ilustration, and trademark are unifiad

by means of the cruciform.

DIRECTION

Vol. ].II_.-"JHlIIIII.'Il'.I!' i
November, December, 1938

13 cents per copy

NMagazine cover, Magazine advertisernent.
Direction, Westinghouse Electric Corporation,
1938 1961
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Traffic Signals
Controlled

by & Computer...

Izagine o computer that could solve tha
downtown traffic problem. This is the long-range
petential of a new kind of computer invented
by Westinghouse, one that could control
ten theusand traffic sigoals, and move more cars
with fewer delay=s. This computer *lgarns®
by exporience; tries new approaches when necessary,
adapts instantly to changing proklems. Right
pow ii's at work in industry. One pilet sodel has

%)

11

been running a refinery process, not to produce

the greatest nusber of tons, not te produce the
highest profit per ton, but to produce the highest
total profit fer the equipment. This new-concept
computar will improve the making of cement,

raper; and almost anything else made by a continuous
process, Cospared to stendard cosputers, the

new Lype will be smaller, simpler, mora

reliable. You can be Surae.. . if it's

Westinghouse



The symbaol in this arrangemeint
5 the plus sign.

o design students’ guide

to the New York Waorld's Fair
campiled far

P/ M mogozine . . . by Laberatory Schoal
of Industieal Design

| e

Bookiet cover
MNew York World’s Far

1239
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In this iflustration the form is inten-

siffed by dramatic narrative association.
The literal meaning changes accord-

ing to context: the formal quality rermains
unchanged.

W
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Direction,
1840
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Varsatility
of the Symbaol

. Amédés Ozanfant,
Foundations of Modem A
{Mewe ork, 1931), 243,

The same symbol can express many
different ideas. It is potentially a highly
versatile device. By juxtaposition,
association, and analogy the designer
is able to utilize its effectiveness to
fulfill a specific function.

Distinguishing between the literal

and plastic meaning of forms, Ozenfant
declares: "Every form has its specific
mode of expression (the language of plas-
tic) independant of its purely ideolog-

ical significance (language of the sign).”’

The circle as opposed to the square,

for instance, as a pure form evokes a spe-
cific aesthetic sensation; ideologically

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

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

special brand of coffee...depending on its
context.

Ferfume boitle,
goid ware and crystal,

1944
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One-sheet postar (redrawn),
N.Y Subways Advertising Co.,
1947
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erochure,
1 Corporaton,

1981
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INFLATION?

Wie are nat Palitical Ecomom|sts.

Whis mekie Rty Les Habs,

Bt this wis do krow: There bs one way ta stop inflatisn, .

pechaps the only way, .. that's by production.

Ared mone predudtion.

Mot just lip-sarvice. Bul by digging in, by making mare things for mare peogle.
In qur coze=, Les Hati . . nore Lea Hots.

That calls for mons warkees, . M hined them

That calls fae mane mochingny, . e bought I

That calls far a largar glont, . We're putfing it up.

That calls fer odvanced methads .. Wa have them, even to the extent of using the latest
alectronic davelopmants fo oid the fine old art of fine hatmaking.

Wa pledge ourselves fo moke and sell more Lee Hats in 1944

thean in any vear sincs cur Tounding sixty years age.

Thot's preduction., .our contribution 1o tha very

read fight ogainst inflatian.
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Brochura covear,
LLS. Nawy, U.5.5. Lexington,
1959
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Erochura,
Autocar Corporation,
1ag2

Faster,
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Aspen Design Conference,

1952

The
Prepared
Professional
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International
Design Conference
in Aspen

June13-18,'82
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Brochura,
Coardinator inter Amernican Affairs,

1543

Poster,
Aspen Dasign Conference,
1966

R

ks avides de combate joponeses tom esto peculioridade: o seu motor & Blindode, mas o
cabing do pilobo ndo o &

Porque, segundo o idealogia joponeso, o méquing & mois precicsa que o vida humana.

Ois nozis, de= cutra loda, scorificom seus proprics ancidos, weus enfermos incurawais @
seud darmentes. Tal gente lhes serve de obstacule. Defandem fombem que quem guer gue
NG pArENGa 45 "TOQ0s MpericnEs” McEy paro excravidda & axlerminia. Assim sando, o
wating eentra o febre omorela & o tifoide deveria wer incculada openas em corpos de

i EiEy

pedia de humanidode & diferente,
o vole mols que umo maquing, mais que uma Fabrics

0 ser vivida , . . em poz, lvremenie @ com sowvde.
fermos, a Iratamenta; o8 dementes, pelo menos o

&m de ouiro rogo. O inimigo se pesonifico no
cies, no ignorancha & no misério.
asia — qual & & verdadaira?
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The Trademark

A trademark
is a picture.
Itis a symbaol
a sign

an emblem

an escutcheon

..an image.

There are

good symhbols. ..
like the cross,
There are
others...

like the swastika.
Their meanings
are taken

from reality.

Symbals
are a duality.
They take on
rmeaning
from causes

..good or bad.

And they give
meaning
to causes

..good or bad.

The flag

is a symbal
of a country.
The cross

is a symbol
of a religion.

The swastika
was a symhbaol

of good luck
until

its meaning
was changed.

24

The vitality

of a symbol
COMes

from effective
dissemination...
by the state

by the community
by the church

by the corporation.

It needs
attending
to get
attention.

The trademark
is a symbaol

of a corporation.
Itis not

a sign of
quality. ..

itis a sign of
the quality.

The trademark
for Chanel
smells

as good as
the perfume

it stands for.
This

is the blending
of form

and content.

Trademarks
are animate
inanimate
organic
geometric.
They are letters
ideograms
mMonograms
colors
things.
Ideally

they do not
illustrate
they indicate

.. not

represant

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

A trademark
is created

by a designer
but made

by a corporation.

A trademark
15 a picture
an image...
the image

of a corporation.

Nagazine advertisement,
Westinghouse Electric Corporation,

1963



and the race t0o oUter SPACe 1r man is to reach the other planets. ..

and gat back to Earth...ha has three iosediate cholces: (1) A conventisnal
rocket, many times the size of anything mow existing. (2) A rendezvous in
orbit, where the spaceship would be assesbled. (3} An atomic-powered rocket
ship. Because atomic power's efficiency Lis the highast, many éxperts belisve the
practical cheolice for space exploration is an atomic rocket engine.

Westinghouse and Aerojet General are new working with AEC's Los Alasos
Scientilfic Laboratory to design such an enginsa. This industry-government team is
working under the direction of the Joint Space Huclear Propulsion Office of the

AEC and NASA. You can be sura...if it's wEsl'Inﬂ'nﬂuSE
=
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TV Billboard,
Westinghouse Electric Corporation,
1961

MNewspaper aodvertisemant,
Westinghouse Electric Corporation,
1968

AP

sl
W@
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The symbaol for Westinghouse (1960)

as it appears today is an adaptation of an
earlier tradamark. The problem was to
transform an existing lackluster emblem,
consisting of a circle, a W, and an under-
score, into something unique. Updating
and modernization 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 to
suggest a printed circuit. One of the

comments this design evoked when it was

being presented was that it resembled a
mask. Although this idea was never in-

tended, | believe that the effectiveness of

this symbel is due partly to its
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-
for good or for evil.

Like all such artifacts, the corn mask
shown hare sarves a cerermnonial as wall
as a practicol function. These braided
corm masks ward worn at agricultvral fes-

tivals of the froguois.









Tradernark,
Helbros Watch Company,
1844

Trademark,
Consolidated Cigar Company,
1959
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frademark,
Colorforms,
1959

Trademark,

United Parcal Saenvice,
1951
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The need for simplicity is demonstrated

in the blurred image of the ABC trade-
mark. How far out of foeus can an image be
and still be recognized? A trademark. which
is subfect to an infinite number of uses,
abuses, and variations, whather for com-
petitive purposes or for reasons of
‘self-expression,.” cannot survive unless it

is designed with utmost simplicity and

restraint-keeping in mind that seldom
is a trademark favored with more than a
glance. Simplicity implies not only

an aesthetic ideal, but a meaningful idea,
aither of content or form, that can be
easily recalled,

34

T r—



s

Amarican Broadeasting Company,
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Tradermark,
fipton Lakes Caorporation,

1980

Annual Report cover,

Curmins Engine Company,
1979
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Seeing Stripes

Mature has striped the zebra. Man

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

stripes are rules; for the architect they
are a means of creating optical illusions.
Stripes are dazzling, sometimes
hypnotic, usually happy. They are univer-
sal. They have adorned the walls of
houses, churches, and mosques. Stripes
attract attention.

Covear dasign,
P Magazine,

1938
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Postar,
IBM Gallery,
1970

Jacket design,
Paul Theobold and Company,
1952

| — —— — - 1 1
| |
| |

|
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The stripes of the IBM logo serve
primarily as an attention getting device.
They take commonplace letters out

of the realm of the ordinary. They are
memorable. They suggest efficiency and
apeed. The recent spate of striped

logos in the marketplace attests to their
effectiveness.

Visually, stripes superimposed on

a cluster of letters tend to tie them to-
gether. This is especially useful for
complex groupings such as the letters
IBM, in which each character gets
progressively wider, thereby creating a
somewhat uncomfortable, open-
ended sequence.
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Package designs,

1BM Supply Kit,

1979
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L Manckean,
1 A Selaciion
Yook, 19658, 27 28

Faiider,
RGEM Covporation,
14973

Trite ideas, or unimaginative translation
of those ideas, are often the result not of
poor subject matter but of poor inter-
pretation of a problem. In the absence of
a fresh visual solution, subject matter
sometimes becomes the scapegoat. Such
difficulties may arise if a) the designer

has interpreted a trite idea with a common-
place image; b) he has failed to resolve
the problem of integrating form and
content; or c) he has failed to interpret the
problem as a two-dimensional organi-
zation in a given space. He has thus
deprived his visual image of the potential
to suggest, perhaps, more than the

aye can see,

Originality

and Subject Matter
Ideas do not need to be esoteric to be
ariginal or exciting. As H. L. Mencken says
of Shaw's plays, “The roots of each one of
them are in platitude; the roots of avery

45

effective stage play are in platitude.” And
when he asks why Shaw is able to “kick
up such a pother,” he answers, "For the
simplest of reasons. Because he practices
with great zest and skill the fine art of
exhibiting the obvious in unexpected and
terrifying lights.”' From Impressionism

to Pop Art, the commonplace and even the
comic strip have become ingredients

for the artist’s caldron. What Cezanne did
with apples, Picasso with guitars, Leger
with machinas, Schwitters with

rubbish, and Duchamp with urinals makes
it clear that revelation does not depend
upon grandiose concepts, The problem of
the artist is to defamiliarize the ordinary.



Magazine advertisement,
Westinghouse Electric Corporation,
18962

Bulb packaging,
Westinghouse Electric Corporation,
1568

Westinghouse

-

Fresh water and electricity...from one super-factory

Tevigire: & madern (acrary thar can prodece peo kilowams of deatric power=ind s

the aine goes bike water Deostghe sed aad make i0 drisdsble at the e of go mlson gallons 4 dey.
That's :nn:.gh Fawer and water [oc a popalation of half a million.

™o sech wper-facsory o anyuhors in the warld. Moy Bur Wasnghous: is boilding

1 seteali-acide wershon of the syseem for an eiecwric miliny in the Canary 1dande Wase hear fromthe
choctre power fuitenol will comertaca wates i feesh by flash deaillstion presois,

prosiding abundins deciricity and waicr Tof T ey, sgriculiuce and bane uses, And ik a

orwet £ oot i B £ in many P.l.-ﬂ.nf nhe wrorld.

‘Weminghouse can buld large or small sow werer soper-fectaries o electric i

i afry coastal ared. And o researeh contines, selesries moy find & pracoizal way oo harves
chemicaly from wea water n the 2une peocess, You can bedune . i ity Westinphouwie,

1y mewr Torged dedi e d poi rely on Weanmgploue,
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If artistic quality depended on

exalfed subject matfer, the commercial
artist, as well as the advertising

agency and advertizer, would be in & bad way
For years I have worked with light

bufb manufacturers. cigar makers, distillers,

and others whose products are not

wiswally unuswal A light bulh /s almost as
commonplace as an apple. but if 1 faif

ta make a package or an advertisement for
fght bulbs that is lively and original,

it will not be the light bwlb that iz at faenlt.
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Integrating
Form and Content

2. Rogear Fry,
“Same Questons in Esthetics,”
Transformatnons

iLondon, 19261, 24.

Roger Fry, commenting on the problem

of integrating reprasentational and formal
elements, states: “This may, perhaps,
give us a hint as to the nature of such com-
binations of two arts, namely, that co-
operation is most possible where neither
of them is pushed to the fullest possi-
bilities of expression, where in both a cer-
tain freedom is left to the imagination,
whare we ara moved rathar by sug-
gestion than statement.”?

Visual statements such as illustrations
which do not involve assthetic judgmant
and which are merely literal descriptions
of reality can be neither intellectually
stimulating nor visually distinctive. By the
same token, the indiscriminate use

of typefaces, geometric patterns, and
abstract shapes (hand or computer
generated) is self-defeating when they
function merely as a vehicle for self-
expression. The visual statement, on the
other hand, that seeks to express the
essence of an idea, and that is based on
function, fantasy, and analvytic judg-
ment, is likely to be not only unique but
meaningful and memorable as waell.

48

In practice, when a design is submitted
for approval, it is prettied up with mat and
cellophane and judged as an isolated
fragment. Under such conditions, and in
the absence of competition, the purely
conventional type of illustration may
seem gquite effective. However, for an ad-
vertisement to hold its own in a com-
petitive race, the designer must steer clear
of visual clichés by some unexpected
interpretation of the commonplace. He
does this partly by simplifying, by
abstracting, by symbolizing. if the result-
ing visual image is in any way ambigu-
ous, it may be supplemented by one that
is more clearly recognizable.



In the examples that folfow: the abstract,
geometric forms (attention-arresting

devices) tand to dominate, while the represen-
tational images play a supporting rofe.

The complamentary reflationship between these
fwa types of images is dramatized when

human expression is introduced,

/
#

Catalogue caver,
rﬁJS:Litieﬂfi;flﬂ.Eﬂﬂ Art, { WM
957 ¥
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Jacket design,
Pantheon,
1964

Cover design,
Vintage Books,
1988

Tamell,
amd witly oy
b d wtlion
4 hiawy, .
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Annual Aeport cover,
Westinghouse Efectric Lorporalion,
1971

Magazine advertisemaeant,
Jacaueline Cochran,
1946

The consitive areas areand the eves

LA Lo By L | TR

S e e L e B B | B RATRE
peed adénd lubrication jusl 23 tandeT leaves

ok of seremity” ,]'ﬂ:.ﬂ“:““ﬂ COCHRAN
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Newspaper advertisement,

Frank H. Lee Company,
1947

Jacket design,
Pantheon,
1963




There are. however, instances wien
recognizable images are of sufficient plastic
expressiveness to make the addition

of geometric or abstract shapes superfiuous.

The Portrait

in the Renaissance

by John Pope-Hennessy

57



Magazine advertisermant,
Westinghouse Electric Corporation,

156

Jackel agsgn,
Wittenborn, Schultz, Ine.,
1246

Things
we know abaut
tazarTow |

Thisk,

k phansss=an of sodecn kearisa ip Lhe si-callsd
“Lhink company®. If pma no TBCLerles, EARGfAcluras
54 poedurls ared solam no Enipmdanks, but Just “Lhisks®
abeat prabless; and compa yp with Brillisnt malwilsns

s Edvd & reobar of "ikirk ooopaniaE® ab et irghoeas
One of the= 18 & gropp of polentisie in ime ressareh lebora-
torled sasr Plitsbecgh who do almopt BolRiSg Buf Séak basic
Mnaeledga,; like the profuatiom of light By selids, and Eha arigiz
of ssgnstise. Olhss Womlirghsues Brlentions 15 Balilssce apply
Sedle kmowogige to 1hat soet desanding of il prebless ... zaklional
defesde. And at Cigewlck, Pa,. thare 18 still ssasthes greup vhosse
printlpal joo 3m Sg thirk abpul what prodests vill be nesded Ln GEa
dmarbleia 2asa 10 ar LS vaars from raw,

Dut &f Lhid kind of thizhicg a% Weastinghousa Bave £o8é alarlling
plviAsed Lh Alszlo povar, ERg Japaonine pyatdes fas Peliaris.
fhormoslesirle gesgrateors ard other Tostinghouse developesstis

The sehlévisanls af Wesiiaghouss saientimta iA Lhe pest
Ard 1hd BEEE guicested of new caap in iks FutuFs.

Tou oan Ba durd ... LT iE'@ wesﬂnghnuse
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ins of Modern Sculpture

9
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Magazine advertisemeants,
Jacqualing Cochran,
1944

JICOUZLINE CICERAN
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Cover dasign,
i IS0E.

=
LT o

Jacker and book design,
Alfred A, Knopf
1945

The
American
Essays

of

Henry James

G2

EE“I‘E:dJ with
an intreduction, by
Leon Edel

7 - ﬁ

A Vintage Book 95¢

i




Leovn emneailed
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Book ilustration (variation),
Listen! Listen!

Harcourt Brace & World,
1370

Magazine advertisemant,
Westinghouse Electric Caorporation,

1963

10



To Catch a Humminghird
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Rudi Blesh : . -

Modern Art USA

Men, Rebellion, Conguest
1200-1956
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Magazing cover,
Direction,
1838

Jacket design,
Alfred A. Knopf,
1956
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Magazine cover
Lirection,
1941
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What we commonly understand as
“priginality” depends on the successful
integration of the symbol as a visual
entity with all other 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 inevitably
result in banality or mere affectation.

The designer’s capacity to contribute to
the effectiveness of the basic meaning of
the symbeol, by interpretation, addition,
subtraction, juxtaposition, alteration, ad-
justment, association, intensification,
and clarification, is parallel to those guali-
ties that we call “original.”

[l

The Coronet Brandy advertisemeants are
based on a common object-the brandy
snifter—in animated 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 snifter
glass; the oval tray individualizes for
Coronet the silver tray we used to see in
liquor advertisemeants.

Etched goblet,
Coronet Brandy,
1942



Magazine advertisernents,

Crasta Blanca Wine Company,
18948,

opposite, 1845,

overlesf, 1945

seus the lighter highball
Jewene lighter with soda...
2 LA with ginger ale...
with colal
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The dividing line between reprasef-
tational and nonreprasentational images
is often very siim. In this advertise-
ment for Ohrbach’s the window shade
acts as a formal as well as a poignantly
suggestive image (1946).
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Cccasionally purefy nonrepresenta-

tional images function even maore effectivaly
without the support of explanatory
iflustrations—which tend to confine an idea
and fimit the imagination.

The spectator is thus able to see more than
is actually portrayed

guillaume apollinaire the cubist painters
Jacket design,
Pantheon,
1958
Cover daesign,
Wittenbomn & Cormpany,
1944
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Paracelsus

Selected Writings
Second Edition, Revised




Ideas
About ldeas

The source of the creative impulse is
a mystery. Where do ideas come from?

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

The artist is a collector of things imag-
inary or real. He accumulates things with
the same enthusiasm that a little boy
stuffs his pockets. The scrap heap and
the museum are embraced with equal
curiosity. He takes snapshots, makes
notes, records impressions on tablecloths
or newspapers, on backs of envelopes

or matchbooks. Why one thing and

not another is part of the mystery, but

he is omnivorous.

Wildly heterogeneous as his inspira-
tional treasuras appear, curiosity is the
common denominator and the pleasure of
discovery an important by-product.

The artist takes note of that which jolts
him into visual awareaness. Without the
harvest of visual experience he would be
unable to cope with the plathora of
prablems, mundane or otherwise, that
confronts him in his daily work.

These stencils were purchased in a Paris
paint shop many years ago. The possible
applications were many and varied,

from book jackets to fabrics to adveriise-
maeants. Formal rather than historic or
fashionable considerations were reasons
for using this typeface.
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A novel by Peter Abrahams
Author of Tell Freedom e b A
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Newspaper advertiisement,
G.H.E Cigar Company,
1957

Book jacket,
Alfred A. Knopf,
1956

You'll feel self-confident

e L PRODUCTO

80
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rE COVET,
uiocar Company,

ideas may also grow out of the probiem
itsalf which in turn becomes part of

the solution. The coincidence of the letters
OF in the magazine title with the initials
of the company division name-

Office Products - suggested this solution
(1B 1287T).
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The sources of pictorial ideas are with-
out imit: a visit to the museum, a casual
glance at a picture postcard, or shop
window, or something seen the day baefore
in a book or newspaper are potential
storas of inspiration. This profile with a
staring eye. which | recalled seeing

in a book on Etruscan art. prompted the
idea for the Mustration of this 1946
Container Corporation advertisement.
The haunting eyes are germane to the
massage the advertisement is designed
fo convey.
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Announcement card,
The American Advertising Guid,
1047

86

The American Advertising Guild

33 East 27 Street

ANNOUNCES AN BVeNing course in
Advertising Degign

presenting a logical approach to the
problems of layout in a series

of laboratory sessions and forums
directed by Pawl Rand.

Aim: to create a new “graphie voiee"
by investigating: sources

of inspiration .. .the relation of

design to every day life. ..the logical
use of elements and mediums . . .the
organic application of forms to media.

10 sessions $25 . . . Guild members §15
Friday evenings from 7:30 to 9:30
beginning October 17, 1941.

Samples of work must be submitted when
registering...Oct. 10 from 8 to 10 p.m.
Registration will be limited

and accepted in order received.



leaning of
ition

The emotional force generated by

the repetition of words or pictures and the
visual possibilities (as a means of

creating texture, movement, rhythm, in-
dicating 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. Repetition is
an effective way of achieving unity.

The geometric patterns that adorn the
surfaces of many Romanesque buildings
demonstrate an awarenass of the
significance of unity, scale, and the deco-
rative possibilities of repetition. The
surprising and often humorous variations
of the patterns are a lesson in how

to avoid monotony.

Repetition also means remembrance.

The efficacy of a trademark, for example,
is dependent less on its design than

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

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

g7

The following are but a few instances

of our everyday experiences in which the
magical, almost hypnotic, effects of
repetition operate: the exciting spectacle
of marching soldiers in the same dress,
same step, and same attitude; the fascina-
tion of neatly arranged flower beds

of like color, structure, and texture; the
impressive sight of crowds at football
games, theatres, public demonstrations;
the satisfaction we derive from the
geometric patterns created by ballet
dancers and chorus girls with identical
costumes and movements; the feeling of
arder evoked by rows of methodically
placed packages on the grocer's shelf; the
comforting effect of the regularity of
repeating patterns in textiles and
wallpapers; the excitement we experi-
ence at the sight of plane formations or
migrating flocks of birds.

Advertisemeant (detarll,
Smiith. Kline & French Laboratones,
1845
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Letterhead,
Cofumbus, Indiana, Visitors Center,
1973

Folder,
I8M Corporation,
1984

508 Filth Stroot B2 372 1054
Colurnbnes, ndiana
47201
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Annual Report,
Inwin-Sweeney-Millar Foundation

1950

Newspaper advertisemeant,

L B i =
Frank H. Lee Lo

1947

1971 Annual Re et [rwin aweeney-Miller Foundation

22



Watcrs

People of America: The food you piled on the Fricadzhip Train
has been delivered in Europe. .2 practical symbol of American good-will.

[t gaid: Here is food for the hungry, hope for the bopeless,
kelp that gives without question. ikal expects no reward.
But there 15 a rewaed. Tt is 1he still small voice of gﬂtiluﬂ.c.

the whisper that goes aronnd the world blessing the name of America
for help in a dirk hour.

And over theee. they praise the name of Drew Pearson, the man
whese encrgetic compassion forged your instrument o turn aside the cruel
blade of biting hunger . . . your Friendship Traia,

« To Drew Pearson. we say. well done) You are o faithfel Mmesseaper
of the American spirat.

[t has been an buomor and 2 privilege 10 bave Drew Pearson indtiste and

foster the idea of your Fricadship Train oa his weekly Broadessts for Lee Hats,

Toist o Drw Paarves winll i " Prodsmcan of Ilui.-!| i Comg
weey Sanday, b poma Goast-te-coan wver il Lmirais Boltiitong Compury scrnk.
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Adverfisemeant,
Kaisar-Frazer Corporation,
1948

iusitraton,
Stafford Fabrics,
ja44q
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Magazing cover
Lhrection,
1943

Fostear,
fuseum of Modern A,
1949

—
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Cowver dasign,
IBA\ Corporation,

13ZINE COVar

Idea: international Advertising Art,
TORA
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The Role
of Humor

s ik,
camber 28, 1945

et Fry,
ma Aspects of Chirese A,
Asformations, F8-=-81

Readership surveys demonstrate the
significance of humor in the field of visual
communication. The reference is not
principally to cartoon strip advertisements
or to out-and-out gags, but to a more
subtle variety, one indigenous to the de-
sign itself and achieved by means of
association, juxtaposition, size relation-
ship. proportion, space, or special
handling.

The visual message that professes to

be profound or elegant often boomerangs
as mere pretension; and the frame of
mind that looks at humor as trivial and
flighty mistakes the shadow for the sub-
stance. In short, the notion that the
humorous approach to visual communi-
cation is undignified or belittling is

sheer nonsense. This misconception has
been discredited by those entrepre-
neurs who have successfully exploited
humor as a means of creating confidence,
goodwill, and a receptive frame of mind
toward an idea or product. Radio and
television commercials have made tre-
mendous strides in the use of humor as a
potent sales device. And, as an aid to
understanding serious problems in war
training, as an effective weapon in

safety posters,” war bond selling, and
maorale building, humor was neglected

by neither government nor civilian
agencies in time of war.

101

Stressing the profound effects of
entertainment, Plato, in The Republic,
declares: “"Therefore do not use com-
pulsion, but let early education be rather
a sort of amusement.” The arts of
ancient China,” India, and Persia reflect
a humorous spirit in the design of
masks, ceramics, and paintings. Ameri-
can advertising in its infancy also
demonstrated this tendency toward
humor in, for example, the cigar store
Indian and the medicine man. That
humor is a product of serious contem-
porary thought is revealed in the
significant paintings and sculptures by,
for instance, Picasso, Miro, Ernst,
Duchamp, Dubuffet. “True humor,” says
Thomas Carlyle, “springs not maore
from the head than from the heart: it is
not contempt, its essence is love, it
issues not in laughter, but in still smiles,
which lie far deeper.”
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Cover design,
Amarican Institute of Graphic Art,
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 allergic edema. No untoward symptoms were
noted from the use of the Inhaler.” Emmiad i s swme. 20
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1958

Book illustration,

Listen! Listen!

Harcourt Brace & World,
1970
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Christmas rolls 'round again ... with its merry volces,

smiling faces, happy meetings. It is a time to be gay,
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 bless=—
ings that flow from the good fortune of living in this
wonderful land of oursa.

Also, we of G.H.P. are sincerely grateful for the many
warm associations we have made and maintained in ocur
world of business. Each passing year makes it more
pPleasant to pass this appreciastion on to you.

And so please accept our sincere wishes for a happy
holiday season for you and your family. May the coming
year bring you all good things - health and happiness,
Peace and prosperity.

December, 1962 g.H.P. Cigar Company, Inc.



Poster,
G.H.P Cigar Company;
1952

Advartisameant,
Kaiser-Frazer Corporation,
1948
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Advartisers of pharmaceuticals,

more circumspect than others, use the fight
touch of hurnor for its soothing and
profitable results.

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

Frospectus,
Smith, Kiine & French Laboratories,
1948

Poster,
interfaith Day Movement, Inc.,
1954
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I nterfazit/o Day

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



Jacket design,
Ringhart and Company,
1946
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The Stork Club
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Lucius Beebe
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The kind of humor expressed by the
"Dubonnet man” (originated by Cassandre)

is inherent in the design itself.

The funny face and general attitude seem

o suggest rather than to illustrate 2

gquality of conviviality. To adapt this fgure for an
American audience, the prollam

was to impart this same spirit without aftering

the ariginal visual conception.

Magazine advertisement [detail),
Dubonnet Corporation,
1942



)azineg advartisemaents,

T N N e
Dubonnet Corporation
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THAT MAN IS HERE AGAIN...
AND

Hera 15 one L6) Eale you wll Bedige,

and bie, dong with 8 lod of ofher people

the fale of 2 tall glass of Dubsasst and soda. Just right
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'he Re The Rebus
nd thi and the Visual Pun

A single letter says more than a thousand
words. The dual reading is what makes
such images memorable, They amuse as
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 for the letter |) and a collection

of letters to produce a mask. Of the
twenty-six letters of the alphabet, the
letters B and | are clearly the most
graphic and least subject to misinterpre-
tation. The rebus is a mnemonic device,

a kind of game designed to engage

the reader and, incidentally, lots of fun.
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The development of any visual image
must begin with some tangible idea, con-
seious or otherwise. It should come

as no surprise that, more often than not,
creative ideas are the product of chance,
intuition, or accident, later justified

to fit some prevailing popular theory, prac-
tical need, or formal obsession,







Cowver desiagn,
AlGA, B Books,
1972
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Letters of the alphabet turn
into piano keys. The name of Chopin
redinforces the pun.
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Advertisement,
Westinghouse Electric Corporation,
1971

Frospectus,
New York Art Directors Club,
1983
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The viswal pun. in which a double
meanirg is projected graphically, may
assume many different forms.

The dots in this flustration read as eyes or
buttons or flowers or bees or olives or
snakes or fizh, efc., depending

on the context

Jacket dasign,
Alfred A. Knopf, Zokeaisha
1958
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Newspapar agvertisemaent
5 T
Lrhrbach s,

iSd6

“A Bieriness i mnliions . ..

Tath Street facing Lnior Sgrsre

Veward slore; Morket and Holrey Streels
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Cover design,

Alfred A. Knopf,

1960
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1956
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| Know a Lot of Things

Harcowurt Brace & Waorld
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I know

such

lot

of
things,
but
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Lenis's 1890 definition of Neotraditionism,

It Is well to remember
that a Picture— before
2" Nk some:

s essentiall Yaad Plane;
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Jacket design
fred A. Kno
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Augaum of Modarn Art,

1949

f Dr.Modesto
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Prospactus,
Yale University School of Art,
1982

=

Yala University School of Art
Graduate Program ,°
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A printed circuit and simple
sithouette of a hand suggest both player
and mnstrumant,

:
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Foster,
fdusaum of Modern Art,
1947

Fostear,
U.S. Department of the Intemor,
1975

a new national park...
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The “visual pun” can be
as persuasive as it is informative

and antertaining.

o
Adverirserment Foster

R e - L

G HLE Ligar Company, 18 Corporation,
JH5: 1agl
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Collage
and Montage

Itis & truism that the fundamental
problem of the advertiser and publisher
is to get the message into the reader’s
mind. Commaonplace images and unimag-
inative visualization afford the spec-
tator little reason to become engrossed
in an advertisers product. Radio and
television advertisers, who use media by
which it is possible for studio and hoame

spectators to take part in the proceedings,

have discovered the value of audience
participation. Producers of print advertis-
ing, on the other hand, must devise
methods of engaging the eye and atten-
tion of the reader in a manner consistent
with the printed form. Picture puzzles,
cryptograms, quizzes, memaory tests, and
teaser devices have been employed to
this end from time to time.

Contemporary graphic design techniques,
resulting from experiments and discov-
eries in the fields of psychology, art, and
science, suggest many possihilities.
Among the great contributions to visual
thought is the invention of collage.
Callage and montage permit the integra-
tion of seemingly unrelated objects

or ideas in a single picture; they enable the
designer to indicate simultaneous

events or scenes which by more conven-
tional methods would result in a

series of isolated pictures. The complex
message presented in a single pic-

ture more readily enables the spectator to
focus his attention on the advertiser's
message.
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Contemporary as it may seem, the
concept of simultaneity takes us back to
ancient China. The Chinese, aware of

the need for a means of expressing in one
picture simultaneous actions or mul-

tiple events, devised a form of oblique pro-
jection. They also devised a means of
showing one object behind, above, or be-
low another by free disposition of
elements in a composition, completely
disregarding the illusions of visual
perspective. This was essentially a
method of formalizing or neutralizing the
object. It was a transformation resulting
in formal arrangements rather 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. Ha may thus partici-
pate directly in the creative process.



Westinghouse Electric Corporation,
1970

Advartisement, Penn/Brite papers,

New York & Pennsyivania Cormpany,
1964

Westinghouse 1970 Annual Report
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In this 1953 Olivetti advertisement
the juxtaposition of objects and visual
technigues are in contrast.

Olivetti Lettera
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Yesterday and
Today

1L John Deweay,

“The Matural History of Form, ™
Arf as Exparnance
(Menwy York, 1934), 159,

Disputes arising between the two
schools of typographic thought, the trady-
tional on the one hand and the modern
on the other are, it seems to me, the fruits
of misplaced emphasis. | believe the

real difference lies in the way space is in-
terpreted: that is, the way in which an
image is placed on a sheet of paper. Such
incidental questions as the use of
sans-serif typefaces, lowercase letters,
ragged settings, primary colors, etc.,

are at best variables that tend merely

to sidetrack the real issue.

“But great original artists,” says John
Dewey, “take a tradition into themsealves.
They have not shunned but digested
it. Then the very conflict set up between it
and what is new in themselves and in
their environment creates the tension that
demands a new mode of expression.”
Understanding modern and traditional in
this light, the designer is able to bring
together in a new and logical relationship
traditional graphic forms and ideas and

“new” concepts based on a contemporary
point of view. This union of two suppos-
edly divergent forces provides conditions
that lead to fresh visual experiences.
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In advertising one is often faced with

the problem of conveying a quality of age.
In the example that follows, traditional
ornaments combine with geometric
forms to establish new relationships. This
transition from old to new may be
accomplished by arranging these familiar
devices in some surprising manner.



This transition from ofd to new may
be effected by unorthodox arrangement
of “fradritfonal forms”

Brochure cover,
{BA Corporation,
1964

Label gesign,
Dubonnet Corporation,
Taug2
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Magazine adveartisament,
Disney Hats,
1846

Annual Report,
Cummins Engine Company:
1962

Ol:r custom 15 limated o those few

men in cach community who want a

hner hat. .. and 10 whom price 15 seconcdany

Dasney, Hatmaker sinee 1885
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Typographic Form
and Expression

i ifl :u'" -

h
EFI"I:IIII its very inception in 1897 every Autocar

‘activity has trained the Company for its vital role
(inthe war program For 45 years without interruption
it has manufactured motor vehicles exclusively,
Lﬂmantrating in the last decade on heavy-duty
‘trucks of 5 tons or over. For 45 years Autocar has
pioneered the way, developing many history-making
ffirsts" in the industry: the first porcelain spark-
‘plug; the first American shaft.driven automobile;
the first double reduction gear drive; the first

Brochurea,
The Autocar Corporation,
1842
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One of the objectives of the designer
who deals with type matter involves read-
ability. Unfortunately, however, this
function is often taken too literally and
overemphasized at the expense of

style, individuality, and the very effec
tiveness of the printed piece itself.

By carefully arranging type areas, spacing,
size, and color, the typographer is able

1334911

Ty

ST TR AL Y

to impart to the printed page a quality that
helps to dramatize the contents. He is
able to translate type matter into tactile
patterns. By concentrating the type

area and emphasizing the margin (white
space), he can reinforce, by contrast,

the textural quality of the type. The result-
ing effect on the reader may be prop-

erly compared to the sensation produced
by physical contact with metal type.

circulating oil system. For 45 yeRElARIocaT
insistence on mechanical perfection has wrought &
tradition of precision that is honored by every ane
of its master workers. These are achievements that
only time can win. The harvest of these years, of this
vast experience, is at the serviee of our govern-
ment. Autocar is meeting its tremendous Tesponsi-
bility to national defense by putting its 45 years'
experience to work in helping to build for America
& motorized armada such as the world has never seen,
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Binding, jacket,
Alfred A. Knopf,
1245
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and book desian,
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With asymmetric balance, he is and in thus acquiring some sort of
able to achieve greater interest. Bilateral  aesthetic satisfaction. (For a more com-

symmetry offers the spectator too prehensive discussion along these
a Fry. simple and too obvious a staterment. lines. see Roger Fry's assay “Sensibility.”)'

E fg;m It offers little or no intellectual pleasure,

WLordon, 1939), 22. no challenge. For the pleasure In ordering the space and in distrib-
derived from observing asymmetric uting his typographic material
arrangements lies partly in overcoming and symbols, the designer is able to
resistances which, consciously or predetermine, to a certain degree,

not, the spectator has in hiis owrn muind, the eye movements of the spectator.

Disney, Hatmaker since 1325

i - r. Disney's

custom 1s limited to those few men
in each communty who

want a finer hat . . . and to whom
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from tha Siafford stallien . ..

symbaol of those famous Staflord fabries . - .
loomed in Pennsylvania, printed
in the little Connecticut town

for which they are nomed

GOODMAN & THEISE, INC.
I& East 34th 3treet, Mew York 14, MY,
Stafferd Springs, Conn., Scranton, Pa.



Annual Beport,
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A typeface that sometimes is described
as having character is often merely
bizarre, eccentric, nostalgic, or simply
buckevye.

To distort the letters of the alphabet in
the style of Chinese calligraphy
(sometimes referred to as chop suey
lettering) because the subject

happens to deal with the Orientis to
create the typographic equivalent

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

to use bold type to harmonize with heavy
machinery, etc., is clichéd thinking.

The designer is unaware of the exciting
possibilities inherent in the contrast

of picture and type matter. Thus, instead
of combining a woodcut with a har-
monious type style (Neuland), a happier
choice would be a more familiar

design (Caslon, Bodoni, or Helvetica) to
achieve the element of surprise

and to accentuate by contrast the form
and character of both text and picture.
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Advariisameant,
Smith, Kliine & French Laborstories,
Jo43
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By contrasting type and pictorial matter, The surrounding white space

the designer is able to create new helps to separate the advertisement
combinations and elicit new meanings. from its competitors. creatas an ilfusion
For instance, in the Air-Wick newspaper of greater size per square inch, and
advertisement. the old and the new produces a sense of cleanliness and

are brought into harmony by contrasting frazshness.
two apparently unrelated subjects -

nineteanth-century wood engravings and
twentieth-century typewriter type.
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The numeral as & means of BXPression
possesses many of the same qualities as
the letter. it can also be the visual
equivalent of time. space. position, and
quantity: and it can help to impart

to a printed piece a sense of rlrythir

and immediacy.

Frospectus,
Smith, Kiine & Franch Laboratories,
Todh

Fostear
New York Art Directors Club,
1863
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The isofated letter affords a means
of visual expression that other kinds of
magery cannot guite duplicate.,
Letters in the forms of trademarks,
seals, and monograms—on

business forms, identification tags.
athletic jerseys, and even hand-
kerchiefs—possess some magical
guality. They serve not only

as status symbols but have the virtue
of brevity as well.
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Resource Management-

~ Materials Gonservation
Ridesharing
Environment Protection
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Punctueation marks, as emotive, plastic
symbols, have served the artist as a means
of expression in paintings as well as

in the applied arts.

Jacket desian,
Alfred A. Knopf,
1945
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Nagazing cover,
Direction,
1840

Bookiet,
Coordinator of Inter Armerican Affairs.
1943
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Aopcl. 1940
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Magazine advertisement,
VWestinghouse Efectnic Corporation,
1967
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In a survey made by Clark University in
1911 to ascertain “the relative legibility

of different faces of printing types.”
twenty-six faces of widely dissimilar
designs were studied, among which were
Caslon, Century, Cheltenham, and

News Gothic. “Ye gods! and has it come
to this?” was the reaction of F. W. Goudy,
the prolific type designer, to the results
of the survey, which judged News Gothic
to be “the nearest approximation of

an ideal face.”" This tidbit appearad in

Mr. Goudy's Typologia, published in 1940
by the University of California Press.
Prejudice is not the only virtue of this book.
In fact, | found it utterly absorbing

and hope that the reader’s curiosity is
sufficiently aroused to look it up.

Equally revealing, although sprinkled

here and there with a number of miscella-
neous ideas with which it is difficult to
agree, is Stanley Morison's little book
First Principfes of Typography (Macmillan,
19386). In referring to the design of the
title page, Marison dogmatically states:
"As lower case is a necessary evil, which
we should do well to subordinate since
we cannot suppress, it should be avoided
when it is at its least rational and least
attractive—in larger sizes."* And the dis-
criminating reader will note both

the sense and nonsense of the following:
“The main line of a title should be setin
capitals and, ike all capitals, should

be spaced” The first part of this statement
iz, of course, clearly controversial;

the italicized part is true most of the time,
but not all of the time.

Trr

Both books, however, are full of scholarly.
useful, and occasionally amusing information.
| say useful because they spell out those
aspects of type design and typography that
have little to do with trendiness and

that instead deal with those unchanging,
timeless qualities of good design.

Before leaving this very brief reference to
legibility. it is well to remember that

behavior patterns, habit, and familiarity with
a particular typeface seriously influence

the judgment of the designer and his audi-
ehce in matters of style, type selec-

tion, and readability. Both Messrs. Goudy
and Morison have demonstrated that
typographic objectivity is next to impossible.
It is clear that taste, prejudice, trends,
popularity polls, and the foibles of the market-
place play some sort of role in affecting one’s
typographic judgment.
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Annual Report,
IBM Corporation,
1977

Information
working
for people...
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The Good Old
“Neue Typografie”

In 1959 in a paper titled Typography US.A.
the Type Director’s Club announced: “At
last a new form ... an entirely new concept
in typography has been realized, a
typography that is purely American. This
new typography, the product of con-
temporary science, industry, art, and
technology, has become recognized in-
ternationally as the ‘New American

Typography'”

In the light of what has happened and
what is happening in this fiald in America,
it is very difficult for me to understand
this claim. This is not to say that the state-
ment is deliberately misleading, but
merely that |, personally, am unaware that
anything of the sort is occurring.

The writer goes on to ask: “What is this
new form?” My response: | don’t know.
And to the next question: “What does it
look like?” | can only say that the best

of it looks like typography that could have
come from Germany, Switzerland,
England, Holland, or France. Briefly, it is
an offspring of the International Style,
which means not only a blending of the
ideas of different peoples but an interac-
tion of the different arts—painting,
architecture and poetry: the poetry of
Mallarmé, the ideograms of Apollinaire,
the collages of Picasso and Braque,

the montages of Hartfield and Schwitters,
the paintings of Doesburg and Lager,

the architecture of Oud and Le Corbusier.

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

the "new typography” which was nur-
tured on the continent of Europe,

is to ignore the revolutionary impact of
Cubism, Dadaism, and all the ather

“isms" of the early twentieth century. It

is also to overlook the influence of
movements such as de Stijl, the ideas of
the Bauhaus, and the contributions

of those who changed the face of tradi-

tional typography.
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There is little question but that such

a thing as American illustration or evan
American automobile or refrigerator
design exists. Whatever their merits, they
are American, not Americanized. On

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

called the New Americanized European
Typography, given its origins.

This is not to say that individual
American designers have not made valu-
able contributions to typographic design,
but these contributions have bean mainly
variations of basic European principles.
Nor do | mean to deny the fact that an
American designer such as Morris Benton,
in redesigning such typefaces as
Garamond and Bodoni, has done signifi-
cant work. In this connection, howaever, it
is my understanding that while the
redesign of typefaces or the creation of
new typefaces is vitally important,

the typeface is only one ingradient in the
overall design complex. It provides

only the what and not the how. Further-
more, it is somewhat ironic to note

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



1. This is still frue today,
aven though Tachichold
latar switchad to
wraditional Iy pearapdhy

It is difficult for me to think of any

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

the Swiss publication Typographische
Maonatsblatter, let alone such classics as
Tachichold’s Die Mewe Tyvpogralie,
Typographishe Gestaltung, or even his
latar, mora convantional Designing
Books. In 1929 Douglas C. McMurtrie
wrote Wodern Typography and Layout, a
book which contained some excel-

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, American or otherwisea.

Mo fairminded person, American

or European, can deny the influence of the
American designers Goudy, DeVinne,
Bruce Rogers, and Dwiggins on both
American and European typography.
However, when we compare the
anormous impact on modern typog-
raphy of just one European designer-
Jan Tschichold'-there is little doubt that
the influence of the aforemeantionead
designers has been far more limited.

Before we are able to evaluate the

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

that at the present time we are too close
1o the trees to evaluate the situation,

Mo doubt in time we can hope to produce
a more indigenous kind of typography,
one which satisfies our basic needs
through original formal solutions, rather
than one which is obsessed with a

style. | am afraid that at the present time
it iz impossible for me to answer the
guestion, “What is this new form?”
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Good typography, American or other-
wise, is not a question of nationality but
of sensitivity to form and purpose. In
the twenties, when Tschichold wrote his
revolutionary book on modern typog-
raphy, he did not call it German or Swiss
or French, he called it simply-LDie

Neue Typografie.

Twenty-five years have passed since

the foregoing was written. If there is a
typography uniquely American, it seems to
be largely nostalgic, with the revival of
such undistinguished typefaces as Book-
man-chosen. | suppose, because it is
judged to be more legible. more earthy, or
fess ‘designy. ~ Spencerian flourishes

and Victorian dingbats are also high on tha
agenda. Others, atternpting to update

the New Typography. seem infatuated
with kitsch and concerned more with
novelty tharn with form, with resulfts that
are merely bizarre. This is egually true

of much of today’s architecture.

It is my belief that only one style, based
on aesthetic and practical principles and
ideologically different from the classical
past has endured through these years.

it has been variously described as the new
typography or modern typography

and most often identified with the Swiss.
As Cubism is to modern painting, the
so-caffed Swiss style is to modern typog-
raphy and design. The term Swiss is

used not to designate a geographical re-
gion, but to indicate a genre-a kind

of design international in origin, influence,
and practice. It interprets visual space
differently from its predecessors and is dis-
tinctly separated from traditional typog-
raphy by asymmetric page arrangemeants,
carefully chosen typefaces (usually

sans serif). and strict avoidance of super-
fluities, Though not precise. the term
Swiss seems appropriate since the Swiss
have been the most methodical and
consistent practitioners of this art. How-
ever, International Style would be a

more accurate designation.

Jacket design,
Wittenborn, Schultz. Inc.,
1351



183



Poster,

L5 Departrment of the Interior
1974

Type design,
Wastinghouse Electric Corporation,
1961
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Design and the
Play Instinct

1. Le Corbusier,
Ihe Modkor
ICarmiocidge, MA, 19541 220

2. Gdbert Highet,
The Art af Teaching
Bew Tork, 1950], 154,

d. Cafver dp Georges Sraque
fParis, 1047, 33

T demand of art” savs Le Corbusier.

“the role of the challenger... of play and inter-

play. play being the very manifestation
of the spirit.”

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

Through trial and error, | have found

that the solution to this enigma rests, to a
large extent, on two factors: the kind

of problem chosen for study, and the way
it is posed. | believe that if undue
emphasis is placed on freedom and self-
expression in the statement of a prob-
lem, the result is apt to be an indifferent
student and a meaningless solution.
Conversely, a problem with defined limits,
with an implied or stated discipline
(system of rules) that in tumn is conducive
to the instinct of play, will most likely
yield an interested student and, very
often, a meaningful and novel solution.

Two powaerful instincts exist in all human
beings which can be used in teaching,
says Gilbert Highet: one is the love of play.
"The best Renaissance teachers, instead
of beating their pupils, spurred them
on by a number of appeals to the play prin-
ciple. They made games out of the chore
of learning difficult subjects—Montaigne’s
father, for instance, started him in Greek
by writing the letters and the easiest
words on playing cards and inventing a
game to play with them.™
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Depending on the nature of the prob-
lem, some or all of the psychological and
intellectual factors implicit in game-
playing are equally implicit in successful
problem-solving:
motivation skill excitement
competition observation enjoyment

challenge analysis discovery
stimulus perception resscard
aoal judgment fulfillment
promise improvisation
anticipation  coordination
interast timing
curiosity concentration

abstraction

discretion

discrimination

BCOROMmY

patience

restraint

exploitation

Without the basic rules or disciplines,
however, there is no motivation, test of
skill, or ultimate reward =in short, no
game. The rules are the means to the end,
the conditions the player must under-
stand thoroughly and work with in order
to participate. For the student, the

limits of a well-stated problem operate in
much the same way. “Limited means,”
says Braque, "beget new forms, invite cre-
ation, make the style. Progress in art

does not lie in extending its limits, but in
knowing them better.”

Unfortunately, in some of our schools
little attempt is made to guide the
student’s thinking in a logical progression
from basic design to applied design. We
are all familiar with the so-called practical
problems formulated by a teacher in

an attempt to duplicate the conditions

of industry—the atmosphere of the
advertising agency, for example. Such
problems are frequently stated in the
broadest terms with emphasis, if any, on
style and technique in advertising,

rather than on interpreting advertising in
terms of visual design principlas.
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Without specific formal limitations The student learns to conceptualize, to

and without the challenge of play, both associate, to make analogies; to see a
teacher and student cannot help but sphere, for example, transformed into an
bhe bored. The product may take the form orange, or a button into a letter, or a
of a superficial {but sometimes “profes- group of letters into a broad picture. “The
sional looking”) literal translation of the pupils,” says Alfred North Whiteheaad,
problem, or of a meaningless abstract “have got to be made to feel they are
pattern or shape, which, incidentally, may studying somathing, and are not merely

4 Affred North Whitehead, be justified with enthusiasm but often executing intellectual minuets.™

The Aims of Educaiion

e O with specious reasoning.

If possible, teaching should alternate

Similarly, there are badly stated problems between theoretical and practical prob-
in basic design that stress pure aesthetics lems, and between problems with
and free expression without any re- tightly stated "“rules” imposed by the
straints or practical goals. Such a problem teacher and problems with rules implied
may be posed in this fashion: arrange a by the problem itself. But this can
group of geometric shapes in any manner happen only after the student has been
you see fit, using any number of colors, taught basic disciplines and their
to make a pleasing pattern. The results of application. He then is able to invent his
such vagaries are sometimes pretty, own system for “playing the game.”
hut mostly meaningless or monotonous, “A mind so disciplined should be both
The student has the illusion of creat- more abstract and more concrete. It has
ing great art in an atmosphere of freedom, been trained in the comprehension
when in fact he is handicapped by of abstract thought and in the analysis

B, |bid, 24. the absence of certain disciplines which of facts.™
would evoke ideas and make playing
with those ideas possible, work absorb- There are many ways in which the
ing, and results interesting. play principle serves as a basis for serious

problem-solving, some of which are

The basic design problem, properly discussed here. These examples indicate,
stated, is an effective vehicle for teaching | believe, the nature of certain disciplines
the possibilities of relationships: harmony, and may suggest the kinds of problems
order, proportion, number, measure, that will be useful to the student as wall
rhythm, symmetry, contrast, color, texture, as to the teacher of design.

space. It is an equally effective means
for exploring the use of unorthodox
materials and for learning to work within
specific limitations.

To insure that theoretical study does

not end in a vacuum, practical applications
of the basic principles gleaned from

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

The Romanesgue church

Badia de Fiesole exhibits surprising
playfulness on every inch of its
facade, fo. 850)
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B. The New York Times Magasine,
December 15, 1963,

Crossword Puzzle
The crossword puzzle is a variation
on the acrostic, a word game that has been
around since Roman times. There have
been many reasons given for the popular-
ity of the game. It fulfills the human
urge to solve the unknown; it is orderly; it
represents, according to the puzzie
editor of the Mew York Times, “a mental
stimulation...and exercise in spelling
and vocabulary-building.”® But the play in
such a game is limited to finding the
exact word to fit a specific number of
squares in a vertical and horizontal
pattern. It allows for little imagination and
no invention or aesthetic judgment,
gualities to be found in abundance, for ex-
ample, in the simple children’s game,
the Tangram.

1892

The Tangram
The Tangram is an ingenious little
Chinese toy in which a square is divided
into a special configuration. It consists of
seven pieces, called tans: five triangles,
one square, and ene rhombus, The
rules are quite simple: rearrange to make
any kind of figure or pattern.

Here is one possibility. Many design
problems can be posed with this game in
mind; the main principle to be learned

is that of economy of means-making
the most of the least. Further, the game
helps to sharpen the powers of ohser-
vation through the discovery of resem-
blances between geometric and natural
forms. It helps the student to abstract:
to see a triangle, for example, as a

face, a tree, an eye, or a nose, depending
on the context in which the pieces are
arranged. Such observation is essential
in the study of visual symbols.

lb"




Hokusai’s Drawing =
This drawing is reproduced from the
first volume of Hokusai's Rapid Lessons in
Abbreviated Drawing (Riakougwa
Hayashinan, 1812). In the book Hokusai

shows how he uses geometric shapes F;

as a guide in drawing certain birds. This '

exercise may be compared to the Tangram > F.@
T

in that both use geometric means. m$

The Tangram, however, uses geometry as %{""”5‘
an end in itself-to indicate or symbolize "'hzg;f
natural forms-whereas Hokusai uses

it as a clue 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
understand the proportion of things.”

Chinese Charactars
This character 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 Chinese character is always written
in an imaginary square. The nine-division
square, invantad by an anonymous writer
of the T'ang dynasty. has been employed l
as the most useful, because it prevents
rigid symmetry and helps to achieve

Yea, Chinese Caligraphy balanced asymmetry.” At the same time

[ 167 it makes the writer aware of negative
and positive spaces. Each part of the char-
acter touches one of the nine squares,
thus achieving harmony between the two
elements and the whole,

In a two-division square, on the other hand, '
the elements seem to fall apart, as can be B

seen in this illustration.
| Ty

Within this rather simple discipline

the calligrapher is able to play with space,
filling it as he feels would be most
appropriate. The composition of Chinese
characters, says Chiang Yee, "is not
governad by inviolable laws. .. however,
there are general principles which cannot
Ibid., 168 be ignored with impunity.™
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The Modulor
The Modulor is a system based on a
mathematical key. Taking account of the
human scale, it is a method of achieving
harmony and order in a given work.

In his book, The Modulor, Le Corbusier
describes his invention as “a measuring
tool fthe proportions] based on the
human body [six-foot man] and on math-
ematics (the golden section]. A man-
with-arm-upraised provides, at the de-
termining points of his cccupation

of space—foot, solar plexus, head, tips of
fingers of the upraised arm-three
intervals which give rise 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

tor play. Le Corbusier’s awareness of these
potentialities is evident from the numer-
ous references to games and play in his
book, such as "All this work on propor-
tioning and measures is the outcome of a
passion, disinterested and detached,

an exercise, a game.” He goes on to say,

“for if you want to play modufor..."™

In comparison to most so-called sys-
tems of proportion, the Modulor is perhaps
the least confining. The variations, as

will be seen from this illustration, are prac-
tically inexhaustible {and this example
utilizes only a very limited number of possi-
bilities). This drawing is one of a limitless
number of so-called Panel Exercises,
played for pleasure or for some special
application in order to discover a most
satisfactory or beautiful configuration. If,
however, the system should present

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

Le Corbusier himself provides the answer:

“1 still reserve the right at any time

to doubt the solutions furnished by the
Maodulor, keeping intact my freedom
which must depend solely on my feelings
rather than on my reason.”"




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 material. It is
a system of proportions based on a
module, the standard of which is derived
from the material itself. It is a discipline
imposed by the designer.

Unlike the Modulor, it is not a fixed
system based on a specific concept of
preportion, but one which must be
custom-made for each problem. Creating
the grid calls for the ability to classify
and organize a variety of material

with sufficient foresight to allow for flex-
ibility in handling content that may,

for one reason or another, be altered. The
grid must define the areas of operation
and provide for different technigues, pic-
tures, text, space between text and
pictures, columns of text, page numbers,
picture captions, headings, and other
miscellaneous items.
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Here is the grid designed for this book.
Devising such a grid involves two creative
acts: developing the pattern that is
suitable for the given material and arrang-
ing this material within the pattern.

In a sense, the creative ability required for
the former is no less than that for the
latter, because the making of the grid
necassitates analyzing simultanecously all
the elements involved. But once it has
evolved, the designer is free to play to his
heart’s content: with pictures, type,
paper, ink, and color, and with texture,
scale, size, and contrast.

The grid, then, is the discipline that frees
one from the time-consuming burden

of making certain decisions (dimensions,
proportions) without which fruitful

and creative work is extremely difficult.
One can move directly to those aspects
of the problem in which individual expres-
sion, novel ideas, and freedom of choice
are essential.

The grid system has as many detractors
as it has adherents. Its detractors
generally misunderstand its use or its po-
tential-and that it is marely a tool. It has
been condemned as stifling, rigid, and cold.
But this confuses the product with the
process. The grid does not automatically
insure an exciting solution. The designer
must still exercise all the experience at his
command: discretion, timing, and

a sense of drama and sequence. In brief,
the intelligent designer will recognize

that the grid can help him achieve
harmony and order, but also that it may be
abandoned when and if necessary.

To function successfully, the grid system,
like all workable systems, must be
interpreted as freely as necessary. It is
this very freedom which adds rich-

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



12. Matila Ghyka,

14,

The Geometry of AT and Life
(Mew York, 1946), 120,

Ecward 5. Morse,
SAOEMESE MOmes
{Boston, 1836), 122,

Masons’ Marks
We find other variations of the geometric
plan in Japanese architectura, moderm
painting, and Byzantine masons’ marks,
such as the seal at right. This seal "em-
ploys a mathematical key as its design
basis. The thick lines represent the mark,
the thin lines represent the ground lattice
which allows an infinite number of com-
binations.”"” The geometric scheme is the
discipline in which the designer works.
Designs stemming from such a scheme
are limited only by his imagination.

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

The Tatami, a straw mat approximately

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

in his book Japanese Homes, describes
the mat system as follows: "The archi-
tect invariably plans his rooms to
accommodate a certain number of mats;
and since these mats have a definite

size, any indication on the plan of the
number of mats a room is to contain gives
at once its dimensions also. The mats

are laid in the following numbers:

two, three, four-and-one-half, six, eight,
ten, twelve, fourteen, sixteen, and so on.”"
This illustration shows the plan of a
four-and-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 arrangemeant
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 Albers
is basad on the geometric pattern we see
here. The pattern is not used, howaver,
in the same manner as the masons’ lattice.
Here the pattern is the painting itself.
It represents a strict, immutable arrange-
ment (theme) in which the artist, by
juxtaposing colors (variations), plays the
fascinating game of deceiving the eye.
The sguares as we see them here appear to
recede into the picture plane. However,
by skilful manipulation of colors, the paint-
ing flattens out and is thus seen as a
two-dimensional picture.

The many variations based on this

and similar designs attest to the fascina-
tion Albers finds in the interplay

of a great variety of color schemes and an
extremely limited geometric formart.

Cubist Collages
Similarly the early Cubist collages,
in which cut paper played an important
part, are products of strict rules, limited
materials: newspaper mounted on
a surface, with the addition of a few char-
coal or pencil lines, usually in black and
white; sometimes tan or brown or
similarly muted colors were used. These
elements were juggled until they
satisfied the artist’s eye. The playfulness
and humor in the production of some
of these compositions in no way detracts
from the end result of a serious waork
of art. (Painting shown is Brague's Clarinet,
private collection, New York)

Matisse
It is inconceivable to consider Matisse's
cut paper compositions without, in
some way, linking them to the play ele-
ment-the joy of working with simple
colors 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
paper—with so simple means, such satis-
fying ends.
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Picasso
One cannot underestimate the impor-
tance of restraint and playfulness in al
any phase of Picasso’s work. Here, for
example, one sees a straightforward use
of the brush and a single color. The
drawing of the child’s face, the ornament,
and the lettering are all one. Lettering
is not used as a complement to the draw-
ing, but as an integral part of it. It serves
as both a garland and a verbal image-
a visual pun. What emerges is itself a kind
of game, revealing the ingenuity and
playfulness of the artist, his ability to deal
with problems in the simplest, most '
direct, and most meaningful manner,

Similarly, this ability to do much with
little —to find a bull's head in a bicycle seat
and handlebars-is another aspect of
Picasso's wizardry, his humor, his childlike
spontaneity, his skill as a punster,

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

Mu Ch'i
This monochrome on the right,
Parsimmons, by Mu Ch'i, a thirteenth
century Zen priest and painter, is a
splendid example of a painting in which
the artist plays with contrasts (the
male and female principles in 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. Itis a study in
the metamorphosis of a fruit, as well
as of a painting. (The artist, incidentally,
never used any color but black.)

The reader may find a parallel, at least
in spirit, between this painting and the pre-
ceding one by Picasso. Both employ a
single color, both exploit this limitation to
achieve as much variety as possible,
and both undoubtedly were painted very
rapidly, a condition often conducive to
utmost simplification and improvisation.






The Photogram
The idea of the photogram or camera-
less photography goes back as far as the
19th century with Fox Talbots photo-
genic drawings. In our time the pioneers
of photography without the use of
a camera were Christian Schad, Man Ray,
Moholy-Nagy, and Kurt Schwitters.
Among the first to apply this technique in
advertising was the constructivist
El Lissitzky. Later, Picasso experimented
with the photogram. In advertising, the
photogram has yet to be fully exploited.

Although the effectiveness of the
photogram depends chiefly on straight-
forward mechanical methods (light

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

manual control. In a sense, it is not a pic-
ture of the object but the object itself;
and, as in stroboscopic photography, it
makes picturization of continuous
movement possible as in this photogram
of an abacus, at right, by the author.

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

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

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

Piet Zwart
The de Stiif movement, founded in 1917,
had a profound influence on painting,
architecture, and typography. Piet Zwart,
the designer responsible for this adver-
tisament for the Dutch firm Nederlansche
Kabelfabriek, was associated with
this group.

The disciplines which de Stiif encour-
aged are evident in this Zwart design:
functional use of material and meaningful
form, and the restrained use of color
(black and/or primary colors). From a few
simple typographic elements and an
ingenious play on the letter 0, a humorous,
yet significant design evolved. A picture is
created by typographic means: a few
type characters and type rules are so
manipulated 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, the ice of
the polar regions, and the bamboo of Japan
are among the many challenging mate-
rials with which artists and artisans
craate their idols, their utensils, and their
housas -all natural limitations that
provide theair own built-in disciplines
which, in turn, contribute to the creative
solution.

L

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

rial: to see the myriad possibilities and to
discover the ideal form.

201






Black Black
Blaclk

i. It should be noted that
it &5 impossible to disougs
black wathowt implying white,
grays, and dark umbears
the graater part of tha tirmea

2. By permigsion of the translator,
Muriel Ruckeyser. Sarge
Eisenstain, Tha Film Sonse
{Mews York, 1942), 90

J. Henry P Bowvie,
On the Laws of Japanese Fanting
(San Francisco, 1911), 39

4. |wd., 43

Taboos and prejudices have long created
limiting barriers to experimentation

and to meaningful work in the arts.

Here | should like to attack one particular
prejudice—that against the color black

Vowels: black A, white E. red /.
graen U bluve O,

Someday I shall name the hirth
from which you rise:

A is a black corset and over it
the flies

Boil noisy where the cruel stench
fumes sfow...*

In these lines the French poet Rimbaud
uses the word black to describe and sym-
bolize carnality, death, and decay. This
traditional association of the color black
with death and sin is long-standing

and has led to the widespread conviction
in both art and lay circles that black is
depressing and sinister and therefore, if
possible, must be avoided. As a result,
the power and usefulness of black has
been limited or misunderstood. 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 sufficiently
strong to require a discussion of the prop-
erties of black and a vigorous defense

of its many virtues.

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

the contrast between day and night. The
maonotony of uninterrupted darkness

or light would be intolerable. Black in the
trunks of trees subtly sets off the bril-
liance of green or autumn-colored leaves.
Throughout nature we find the equiv-
alent of black and white in shadow and
light-there are caves and canyons

as well as fields and meadows. Man as a
rule does the least violence to nature
when he uses sither natural materials,
such as stone or wood, or black and white
for the objects he places out of doors.
Natural colors are integrated: white partic-
ipates by reflecting environmental color,
and black modestly provides a perfect
background for the riotous colors around
it. Certainly those people who ohserved
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with pleasure the old-fashioned black
steam engine wind its way agreeably
through green fields and forests have
watched with a kind of horror the orange
or blue streamliner that now streaks
ganshly across the countryside.

The decidedly ambivalent nature of
black has been understood in daily 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 clothes
black is the color of tragedy, mourning.
At the same time it is the color of ele-
gance and of sensuous enjoyment, a la
conventionally sexy black lingerie.
Black is also linked with mystery, with
the unknowable, and with seclusion, fear,
and magic.

In some countries black or near-black
has been employed extensively in archi-
tecture and interior design. The color
pattern of the Japanese house is based
on the contrasting use of dark and light
materials, Dark wood often delineates
the basic structure of the house and
separates it aesthetically from the light-
colored partition walls {fusuma) and
floor mats {tatami).

For many centuries Chinese and
Japanese painters have revered black as
a color. In Japanese painting, black
fsumil is often the only color employed.
The Japanese artist feels that "colors
can cheat the eye but sumi never can; it
proclaims the master and exposes
the tyro.”* One famous Japanese painter,
Kubota, frequently expressed the wish
that he might live long enough to be
able to discard color altogether and use
“sumi alone for any and all effects in
paintings.™
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Echvand Podolsky,
The Doctor Prescrnias Colors

sargel Eisenstein,
iha Film Sense
iew York, 19421, 151-52,

Daniel Henry Kahrmwailer,
Tha Risa of Cubism
New York, 1949), 1

It is of course understood that, as with
any color, the value of black depends upon
the manner in which it is used. Black

will be lugubrious or bright and elegant
depending on its context and form.
Despite the successful use of black in
Japan and in 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 against black: "This is the most
dismal of all colors =it expresses all

that is opposite to white.”® Among these
opposites he lists the grave, sin, and
Crire.

This type of blanket denunciation of

a color completely ignores the relative na-
ture of any color or form. Eisenstein,
writing about film, says: “Even within tha
limitations of a color-range of black and

white...one of these tones not only evades

being given a single "value’ as an absolute
image, but can even assume absolutely
contradictory meanings, dependent

only upon the general system of imagery
that has been decided upon for the
particular film."* He goes on to illustrate
this important point by the reversal of

the role of black in relation to white in two
films, Ofd and Mew and Alexander Nevsky.
In the former. black signified things
reactionary, outdated, and criminal, while
white denoted happiness, life, and
progress; in Alexander Nevsky white was
the color of cruelty, oppression, and
death, and black, identified with the
Russian warriors, represented heroism
and patriotism. Eisenstein’s response to
the surprise and protest of the critics at
this reversal of traditional symbolism is to
cite Moby Dick s famous white whale-
the reader will recall that the leprous,

livid whiteness of this whale symbolized
the world's monstrous and baffling ewvil.
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During the Middle Ages and the
Renaissance, black (with some notable
axcaptions) was treated as a linear
element or was associated with model-
ing and chiaroscuro. In The Rise of Cubism
Kahnweiler says: “Since it was the
mission of color to create the form as
chiaroscuro, or light that had become
perceivable, there was no possibility of
rendering local color or color itself.,"’
Although Kahnweiler is referring to color
in general, this statement applies very
forcibly to black. In the twentieth century
the possibilities of rendering color as

a thing in itself, and not primarily as a de-
scription of three-dimensionality or
“objectivated light,” have been rediscov-
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 designed by Mies van der Rohe
in which black is a crucial aesthetic
factor. The structural members of this
steel building are exposed and painted
black. The effect of this is manifold: the
structure is clearly defined, it is placed
in dramatic contrast to tha pale nonbear-
ing brick walls, the bulk of its members
is reduced (making them appear light and
delicate), great elegance is achieved
without the use of expensive materials or
decoration, and the restraint and rest-
fulness of black makes the building
a welcome oasis in the chaotic heart of
the city.
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A typographic example is the cover of
this catalogue for the Arensberg Collec-
tion for the Art Institute of Chicago.

This cover is composed of a series of con-
trasts, the most important of which is
black and white. Together black and white
act as complementary colors. Chevreul
described them as such because

when they are juxtaposed each becomes
more vivid. This, he says, is due to the
fact that the bright light reflected by the
white area nullifies the reflected light
from the black area. This makes the black
seem blacker and the white more
brilliant.

The tension between black and white

in the cover is heightened by opposing a
large area of black to a small area of
white. The contrast theme is carried out
further by the drastic variation in the

size of the letters. The roughness of the
edges of the large A emphasizes the
sharpness of those of the smaller A's, and
the extreme diagonals of the letters are
counteracted by the right angles of

the book itself. But the most dramatic 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
it a poster-like quality.

Thomas B. Stanley in The Technique

of Advertising Production |New York,
1947) says: "While color has high atten-
tion value on short exposure, psycho-
logical tests indicate that the longer the
time during which advertisements

are examined, the more a black and white
treatment tends to regain the attention
lost at first glance to a color competitor.”
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Many advertisers and artists feel that

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

may or may not be true. Limited color com-
bined with black and white, which pro-
vide a brilliant but neutral background, is
often far more effective than the use of
many colors. Furthermere, the tendency
of black and white to brighten and enliven
other colors often makes any color used
seem more alive than when the color

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

It is impossible to define cold without
contrasting it with heat. It is impossible

to comprehend life if death is ignored.
Black is the color of death, but by virtue of
this same psychological fact it is also

the color of life—it defines, contrasts, and
enhances life, light, and color. It is

through the artist’'s awareness of black as
a polar element and consequently of its
paradoxical nature that the color black can
be appreciated and effectively used. And
the artist must not forget that its neutrality
makes black the common denominator of
a multicolored world.



g M, E. Chevraul,
The Laws of the Contrast of Color
{Landan, 1883), 54

8. The photogram attained the
status of a legitimate an form as
a rasult of the pioneering work
cond by such people as Man Ray
and Moholy-Magy. Since then
it has become increasingly
popular in the graphic field.

In 1860 Chevreul wrote: “| do not

know whether the use of black for moumn-
ing prevents the use of it, in number-
less cases, whera it would produce most
excellent effects.”® This quotation is

as pertinent today as it was in the nine-
teenth century. Most graphic artists

still shy away from black. When they are
confronted with no alternative other
than black, as in newspaper advertising
or typography, they often accept it
grudgingly and make little effort to dis-
cover or develop its potentialities.
However, the psychological and physical
gualities of black which have been
discussed so far in relation to architec-
ture and painting are equally significant
for the graphic arts. Here is an example
of a photogram® for a cover design in
which black plays a very significant role.

Although this photogram is technically

a light and shadow picture of an
abacus, it is primarily a pattern of light
and dark forms that seem to move
horizontally across the surface, Because
the photogram is an abstraction the
plastic qualities of the object become
more important than its literal ones.
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One of the prime sources of the visual
power of the photogram lies in its black,
white, and gray tonality. The photo-

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

Jacket design,
Wittenborn, Schultz, Inc.
1947






10. Jean Arp, On My Way
iMesy York, 1948), 82,

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

As the thought comes to me to exorcise
and transform this black with a white
drawing, it has already become a surface.
Now | have lost all fear, and begin to
draw on the black surface. | draw and
dance at once, twisting and winding, a
winding, twining soft white flowery
round. A round of snakes in a wreath...
white shoots this way and that.” ™

Picasso's Guernica
Picasso's Guernica (detail shown) is elo-
quent testimony of the expressive power
of black and its natural companions
gray and white. Although we do not know
the intentions of the artist, we can
venture a few statements about the more
obvious effects achieved by the substi-
tution of black, white, and gray for poly-
chromatic colors. The absence of the
expected pictorial colors in this mural
dramatizes the impact of the work.
Furthermore, the lack of color implies
all colors and forces the spectator’s
imagination into activity by not telling
him everything. The use of black, white,
and gray is an understatement which
makes possible and bearable the horror
and violence of the imagery. At the same
time, paradoxically, it emphasizes the
brutally tragic imagery. It is probably
beyond question that in this mural black
and white play their ancient, symbaolic
roles. They are the raw unadulterated
colors of the struggle between life and
death.

210

o)

Jean Arp, Vegetation,
CHl on canvas, 1948,
Hrivate collection, Zurich.



In this magazine advertisement

hiack functions as a foil for brilliant colors
as well as a most dramatic

contrast for the bright white buibs.
{Westinghouse, 1975)

Whiztever the Energy sauce
of the future,

it will be converted
fo electricity...

And Westinghouse will help
make the connection.
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The Art

of the Package:
Tomorrow

and Yesterday

“Art was born of man's need to feave his
mark on Things.”

Good surface design is a complex matter.
It does not automatically result from

the fortuitous discovery of new materials,
ingenious closures, or novel gimmicks,

-Rene Huyghe

“I'm not 50 concerned with the art or
graphics of package design as | am with
new developments in packaging tech-
nigue—naw materials, new construction
and new applications.” This state-
ment was made some years ago by a
specialist in package design. Today the
tawdriness of most supermarket shelves
bears witness to this lack of emphasis
on decent design in our daily lives.

Technical advance in the field of
packaging has been impressive indeed:
the one-piece “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? No. There is more to a
package than convenience; it has

to be looked at. How many flip-top ciga-
rette packs or regular cigarette packs, for
that matter, afford any pleasure to

the eye? How consistently are we blinded
by the dazzling display of vulgarity
eagerly provided by most aerosol cans,
ceraal boxes, soaps, bread wrappers, etc.?
Many, admittedly, are cleverly packaged.
Technologically, scientifically, and hygieni-
cally packages of today are practical,

but are they beautiful? Functionalism
does not preclude beauty, but it certainly
does not guarantee it either.

Indifference to aesthetic problems

and the espousal of vulgarity probably
derive mainly from the advertiser’s
single-minded preoccupation with having
his product noticed and then quickly
identified. In the frantic hope of “stand-
ing out,” he tries to outshout, outcolor,
and outglitter his competitor. He approves
gaudy color schemes, oversized or
misshapen lettering embellished with
outlines, double or triple shadows,
pseudo-Victorian decorations, and other
exhibitionistic devices.
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any more than it derives from blatant dis-
play. Surface design should in no way
imply superficiality, for it often gives the
designer the opportunity to enrich

and personalize and articulate an other-
wise hare and anonymous shape.

Such a goal can be accomplished with a
design as simple as a Chanel label

or as complex as this Guinness label.

BOTTLED BY

. 1. far
EXPORT BOTTLERS
LIMITED ol
. LONDON ¥,

L8 2 England 4 5
_—""r'

The obsession with functional shapes
and new materials is a questionable
limitation even for the conscientious
designer blessed with a sensitive client.
It tends to promote a misconception

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



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

Understanding means, among other
things, that the designer must differenti-
ate between the graphic possibilities

of metal and plastic, glass and pottery, or
paper and foil, flat and glossy, red and
blue. Dignity, like understanding, is a gen-
eral term, a principle of action. It does
not mean that a product name should be
small when a large one would be more
effective or that ornament should or
shouldn’t be used. It means that a sense
of dignity and the respect for work

that accompanies it are indispensable
guides to the designer in determining

such formal problems of when, where, and

how. If a designer treats his worlk

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

ciative aspects of pictorial symbols

as well as the psycholagical and physio-
logical effects of color. He will know
that buyers have 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 Victor dog and will
wonder about the wisdom of streamlin-
ing the White Rock girl or redesigning
logos just because they've been around
for a long time.
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Although it is only possible to deal in
generalities when it comes to a descrip-
tion of artistic principles, it is useful

to show them in action. The following illus-
trations will demonstrate better than
words some of the points | have tried

to make.

The Chinese jardiniere (Kang Hsi, 1662~
1722). although not in the strictest sense
a package. poses the same problems
that the design of any cylindrical package
does-namely, working on a curved
surfaca. It is virtually impossible to imag-
ine this vase without the bands of
calligraphy which cover its entire surface.
s0 in harmony with its form is the
applied design. True. shape and propor-
tion would remain unchanged, but

the enriching exploitation of material the
emphasizing of contour, excitement

of pattern. and the interest of the message

{poem) would unhappily be lost.



o 2N s RO S

[ 2]

v Bk o T E% s 4

sl amyYy eyl

d Ry FrEExd R

Ll wYx VmWER

FERE EEaE & L

s FIEETETN

-
CE R F R E e e

o, LBl
- - i el i.. i e i S T e
. i) . et SR T e on .“r...... i

BE= fmeg P

e




-

N°5

Chanel packaging is perhaps a classic

in its field. Each formal ingrediant makes
a contribution of itself and for the
whole-the color and quality of the paper
used, the trademark and how it is
positioned as well as its size and weight,
the black border complementing the
circular trademark, the typeface (tradi-
tionally considered more suitable for
Mack trucks), and finally the shape, size,
and proportion of the boxes and bottles
themselves. The combination of
ingredients is indivisible and to remove
any one would destroy the identity

and beauty of the package. The Chanel
design is an excellant study in

visual contrasts.
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Some time ago, in an exhibition of pack-
aging at the Museum of Modern Art a bot-
tle of 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 without it. The actual label
is rather bland, yet one can conceive

of a label design which would not only
sarve its prime function-product identi-
fication—but also enhance the already
beautiful form by enriching or empha-
sizing its shape.



At first glance it is difficult to ascertain
why the package of tobacco pictured here
is so attractive. Is it the ornament,

color, type, paper, texture, or mere nos-
talgia? Looking closely we find it is a fine

study in contrasts: plain brown paper,
white label, ornamental border, and
period typography. It is a soft package
which contrasts with the brittle ornamen-
tation of its surface design. The pack-

age suggests its contents and does so
with grace and dignity. Even though some
of the visual ingredients are not perfect,
the ensemble is eminently satisfying.

Similar qualities characterize the Garnier
Elixir wood bottle,
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The examples shown, both simple and
complex, demonstrate that the package
designer’s problem is not essentially
one of looking for new materials, but of

understanding the importance of the

artist’s hand in relation to those materials,
wheather they be old or new. A qood
package of yesterday, today, or tomorrow
expresses the respect of the artist

far his materials in that he neither over-
whelms them with meaningless or
contrived ornament nor strips them of all
interest and excitement out of a

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

does not seek to exploit the consumers
visual memories and attachments

by sentimental distortion but to express
his objective appreciation of the fact
that people do have strong affective
reactions to “things.”

With the exception of the Chanel
packaging by Madame Chanel [c. 1925),
the designers of the packages on these
and previous pages are unknown., On the

following pages some of the authors work
in thizs and related fields is shown.
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The Third
Dimension

A graphic designer deals principally with
printed matter—with two-dimensional
space problems. Frequently, directly or in-
directly, he ventures into the world of

the three dimensional. Packaging must
be dealt with as a two and three dimen-
sional problem. The angles from which a
bottle or package may be viewed are
important considerations for the package
designer. The problems of optical illu-
sion and visual distortion are but a few
considerations about which the

designer must be aware.

Architecture, exterior or interior, may

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

The interiors of the IBM Product Centers
comprise problems of two and three
dimensions. The basic concept is essen-
tially visual, not structural. The visual
theme is based on the predominance of a
single color, red. It could have been

any appropriate color, but the idea of a
single color is basic to the planned
effect of the store interiors.

The color is applied to many differant
things, but not to the walls or ceilings.
Carpeting, interior wall signs, and
frea-standing floor signs are all in red,
with occasional white or gray accents.
Typewriter stands, as in this photo-
graph, are painted red. They are designed
to disappear visually, to help focus
attention on the products exhibited. Sign
supports and table legs are painted

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

and display fixtures are in dramatic con-
trast to the red carpeting which,
incidentally, reflects a rosy glow on walls
and ceilings.
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The general effect of these shops,
especially when viewed from the outside
at night, is warm and welcoming.
Incandescent down-lights were speci-
fied to provide the proper color balance,
and to avoid harsh contrasts, and
unpleasant color changes.

Further, to reinforce store identity,

the scheme incorporates a special geo-
metric device in the shape of a race-
track. This motif is not confined to two-
dimensional items, such as the iden-
tification symbol, wall signs, and printed
material, but is also used to determine
the shape of table tops, display counters,
and inclosed interior spaces of some

of the shops.

The overall visual concept of the IBM
Froduct 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,

Nuitri Cola Bottling Company
1847

Package designs,
G.H.P. Cigar Company.
1953-1954
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Facrkage designs,
Cummins Engine Company, 1974,

Fleetguard, 1975
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The Complexity

of Color

1. Henri Matisse,

Jazz, Editons Verea

[Paris, 1947,

Color theories of Goethe, Chevreul,
Ostwald, Rood, or Munsell, among others,
ara not much halp when facing a blank
canvas. Color is objective; color is subjec-
tive. A color that is perfect in one instance
is useless in another. Color is complexity
personified. The use of color implies a
knowledge, or at least an awareness, not
only of the mechanics of color, but also

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
ralationships:

materials

textures

finishes

light

shade

reflection

figure ground
contrasts
proportions
quantities
proximity
congruity
repetition

shape
content

How often have we seen the “perfect
color” (in a room, a painting, a sky, a rug,
a dress, a paint shop, or paper mill)
without being aware of the implications
of the surroundings in which this color
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 Jazz' puts the problem

in another way. Following is a paraphrase

describing the problem of painting a

bouquet of flowers: Walking in his garden

one day he picks a bunch of flowers

with the idea of painting a bouguet. After

arranging the bouquet to his own taste,

he discovers that the charm in first

perceiving these flowers is now lost.

He attributes this to the reminiscences

of long dead bouquets that have influ-

enced the arrangament of this new

bougquet. And he ends by gquoting Renoir:
“When | have arranged a bouquet

for the purpose of painting it, | always

turn to the side | did not plan.”

“Le Bouguet. Dans une promenade au fardin
je cueilfe feur aprés fleur pour les masser
dans le creux de mon bras 'une apres
Fautre au hasard de la cueilfette. Je rantre
a la maison avec [idée de peindre ces
fleurs. Apres en avoir fait un arrangement
& ma fagon quelle déception: tout leur
charme est perdu dans cet arrangement.
Qu'est-il donc arrive? L'assemblage
inconscient fait pendant la cueillette avec
fe goiit gui m'a fait aller d’'une fleur a
Fautre est remplaceé par un arrangement
volontaire sortf de réminiscences de
bouquets morts depuis longtemps. qui ont
laissé dans mon souvenir leur charme

o “afors dont jai chargé ce nouveau
bouwguet.” Rénoir m'a dit: "Quand jaf
arrangd un bouguet pour le peindre.,

je marrete sur le coteé gue je n'avais

pas prévu.”

Coming guite casually on a scene fike

the one pictured on the following page. one
is immediately taken by the stunning
cormbination of brilfiant colors and realizes
how the neighboring scenery. earth.
contrasting hues and texturas, tints and
shades cooperate to make this aesthet-

ically appealing arrangement.






Ward
Picturas

Teaching art (design), perhaps more than
other disciplines. involves a spacial kind
of commitment from both teacher and stu-
dent. Most complex is the task of formulat-
ing the problem. Ideally, an assignment
should be so conceived as to be palatable,
challenging. and absorbing. inviting
curiosity and encouraging exploration. It
should deal not only with formal but

with manual skills. Following is a problem
description which attempts to fulfilf

some of these varied and desirable goals.

Visual Semantics
Visual semantics deals with the use
and manipulation of words (letters) to illus-
trate an idea, an action, or evoke some
particular pictorial image. This involves
the treatment and arrangement of letters
in such a way as to make a word visually
salf-explanatory.

Problem
Develop three designs with the word

"Léger.” From the group of four specified

colors (listed later) use only black for your
first version, add a second color for the
next, and use four for the last. Designs two
and three should be seen as variations of
the basic idea. Although not conceptually
different, they should fook different by
virtue of the way in which the color is
manipulated. Merely changing the
background without some other mean-
ingful alteration does not constitute

an acceptable variation.

Visual analogies which most clearly illus-
trate meaning or spirit of a word should
be sought; for example, the letter O could
be the visual equivalent of the sun, a
whaeal, an eye. If additional elements are
needed to reinforce your interpretations
they should be simple, geometric shapes:
circles, triangles, oblongs: also banday
scraens or typographical material such as
rules, bullets, or mathematical signs.

Simple letters are preferred to fancy
ones, Letters which imitate exotic alpha-
bets or eccentric shapes should be
avoided. Letters drawn accurately by
means of ruler and compass are more
suitable than freehand forms. (The
referance here does not pertain to nor-

227

mally handwritten letters which
possess their own peculiar character-
istics.) The quality issuing from any
process (facture), mechanical or other-
wise, is a reflection of that particular
process, and the visual effect (style) is
intimately related to it. The more
anonymous the letterforms (unencum-
bered by individual eccentricities or
sentimental associations) the more
meaningful. Originality is related

more to the unexpected idea than to
some flamboyant or peculiar technique.
To defamiliarize the commonplace,

to see it as if it were for the first time,
is the artist’s goal.

Fernand Léger
An important aspect of this problem is
to discover the fundamental ideas and
design principles governing the work of
Fernand Léger, but not to mimic his work.
Many of the working procedures and
design processes, formal and otherwise,
that concern all artists, are especially
discernible in Léger’s work. As subject
matter he favored the commonplace,
50 as to minimize psychologically axtra-
neous associations and to emphasize
form. He translated subjects into objects.
He saw the human figure as an inani-
mate object, not unlike a bottle or a guitar.
The visual power of the machine, which
he saw as a “tool of a social liberation”
and a thing of beauty, was interpreted
with great force, in its fixed and, particu-
larly, in its moving state. He was obsessed
by the idea of movement.

The means of achieving contrast and
creating ambivalent space were deliber-
ately sought and thoroughly explored. Ha
usually treated background and fore-
ground of his pictures with aqual em-
phasis, in a lively, competitive relationship,
or as a dialogue 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 bath to
color and to its object. Free color, free
form, free association, and fresh visual
combinations were devices he used to ani-
mate the two-dimensional picture plane
and defamiliarize the commonplace.



Jannifar Kim,
Yale (Brissago, Switzeriand),
1854
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Contrast, simultaneity, repetition,

and the elimination of conventional space

illusion were uppermost in Léger's
thoughts. Following are some of the pic-
torial means he used to realize his ideas:

Overlapping [space illusion)
Shifting (movement)

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

Cutting (cropping)

Fragmenting (part for whole)
Dividing [negative-positive)
Framing [pictura within a picture)
Rearranging (nonconventional)
Coordinating (harmonizing)
Repeating (patterns)

Grouping (crowding, simultaneity)
Isolating (scattering)

Colors:
Venetian red, raw umber, gray blue,
deap 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, against gray. Overlapping or con-
tiguous colors appear to be dimension-
ally differant from those in isolation. The
colors for this exercise were chosen

for their harmonious relationship and
have no symbolic significance.
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Formart:
26 x 36.6 centimeters.

24 x 24

The format is based on a Root 2 rec-
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
proportion [(DIN],

Materials:
3-ply kid finish bristol, colored papers,
markers, tempera paints, or Plaka.
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The Lesson of
Cézanne
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The lesson that we learn from Léger

had its origins in Cézanne. As was the case
with so many artists at the beginning of
this century, however, it was a lesson Léger

1. Theodore Reff, innocently misinterpreted.’
“Cézanne and Poussin,”

Journal of the Warburg and " : ]
Courtauld Institute, On April 15, 1904, Cézanne, in a letter

vol. 23 to Emil Bernard, wrote: “Treat nature by

fSecon, a0, 150.7%. means of the cylinder, the sphere, and
the cone, everything brought into proper
perspective, so that each side of an
object or a plane is directed towards a

2. John Rewald, central point.” A simple lesson in

Eﬂ;ﬁfﬁgﬁ;’éﬁr‘* Renaissance pﬂrsper.tjv& was I:_n:ms-trund
to mean that geometric simplicity
would now play an important role in the
way we perceive modern painting.

This painting, made in 1913, clearly
demonstrates that Léger took Cézanne’s
lesson quite literally. In Russia, at the
same time, Kasimir Malevich, who was
alse very much influenced by Cézanne,
painted pictures that were astonishingly
similar to Léger's. Both disregarded

the rules of perspective. Chiaroscuro was
also used, but less as an indication

of velume than as a means of creating
interesting contrasts.

At the early part of the twentieth
century, conscious of the changing views
about art—Impressionism, Post Im-
pressionism, Symbolism, Fauvism—the
artist could guite easily have misread

the real meaning of Cézanne's reference
to the cylinder, the cone, and the sphere.
In his enthusiasm he could easily

have interpreted such a statement as
heralding a new way of seeing. Ironically,
what was 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 time.

Paul Cézanne,
Sull Life with Apples,
Mational Gallery of Art, Washington, O.C.

Fernand Léger,
Contrast of Forms, 1913
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Politics
of Design

It is no secret that the real world in
which the designer functions is not the
world of art, but the world of buying

and selling. For sales, 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: art in the service of business,

art that enhances the quality of life and
deepens appreciation of the familiar
waorld.

Design is a problem-solving activity. It
provides a means of clarifying, synthesiz-
ing, and dramatizing a word, a picture,

a product, or an event. A serious barrier
to the realization of good design, how-
ever, are the layers of management
inherent in any bureaucratic structure.
For aside from sheer prejudice or simple
unawareness, one is 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.

The smooth functioning of the design
process may be thwarted in other ways:
by the imperceptive executive, who

in matters of design understands neither
his proper role nor that of the designer;
by the eager but cautious advertising
man whose principal concern is pleasing
his client; and by the insecure client
who depends on informal office surveys
and pseudo-scientific research to deal
with questions that are unanswerable
and answers that are questionable.

Unless the design function in a busi-
ness bureaucracy is 5o structured that
direct access to the ultimate decision-
malker is possible, trying to produce
good work is very often an exercise in
futility. lgnorance of the history and
methodology of design-how work is
conceived, produced, and reproduced-
adds to the difficulties and mis-
understandings. Design is a way of life, a
point of view. It involves the whole com-
plex of visual communication: talent,
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creative ahility, manual skill, and tech-
nical knowledge. Aesthetics and eco-
nomics, technology and psychology are
intrinsically related to the process.

One of the more common problems
which tends to create doubt and
confusion is caused by the inexperi-
enced and anxious executive who
innocently expects, or even demands, to
see not one but many solutions to a
problem. These may include a number
of visual and/or verbal concepts, an
assortment of layouts, a variety of pic-
tures and color schemes, as well as a
choice of type styles. He needs the reas-
surance of numbers and the opportu-
nity to exercise his personal preferences.
He is also most likely to be the one

to insist on endless revisions with un-
realistic deadlines, adding to an already
wasteful and time-consuming ritual.
Theoretically, a great number of ideas
assures a great number of choices,

but such choices are essentially guan-
titative. This practice is as bewil-

dering as it is wasteful. It discourages
spontaneity, encourages indifferance,
and more often than not produces
results which are neither distinguished,
interesting, nor effective. 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 or fear. He thus encourages

the client to assume the role of referee. In
the event of genuine need, however,

the skillful designer is able to produce a
reasonable number of good ideas. But
quantity by demand is quite different
from quantity by choice. Design is a
time-consuming occupation. Whatever
his working habits, the designer fills
many a wastebasket in order to produce
one good idea. Advertising agencies

can be especially guilty in this numbers
game. Bent on impressing the client
with their ardor, they present a welter of
layouts, many of which are superficial
interpretations of potentially good

ideas, or slick renderings of trite ones.



Frequent job reassignments within
an active business are additional impedi-
mants about which management is
often unaware. Persons ungualified to
make design judgments are frequently
shifted into design-sensitive positions.
The position of authority is then used as
evidence of expertise. While most
people will graciously accept and appre-
ciate criticism when it comes from a
knowledgeable source, they will resent it
{openly or otherwise) when it derives
solely from a power position, aven
though the manager may be highly intel-
ligent or have self-professed “good
taste.” At issue is not the right, or even
the duty, to question, but the right to
make design judgment. Such misuse of
privilege is a disservice to manage-
ment and counterproductive to good
design. Expertise in business adminis-
tration, journalism, accounting, or selling,
though necessary in its place, is not
expertise in problems dealing with visual
appearance. Tha salesman who can
sell you the most sophisticated computer
typesetting equipment is rarely one who
appreciates fine typography or elegant
proportions. Actually, the plethora of bad
design that we see all around us can
probably be attributed as much to good
salesmanship as to bad taste.

Deaply concerned with every aspect of
the production process, the designer
must often contend with inexperienced
production personnel and time-con-
suming purchasing procedures, which
stifle enthusiasm, instinet, and cre-
ativity. Though peripherally involved in
making aesthetic judgments (choosing
printers, papermakers, typesetters,

and other suppliers), purchasing agents
are for the most part ignorant of

design practices, insensitive to subtleties
that mean quality, and unaware of
marketing needs. Primarily and rightly
concerned with cost-cutting, they
mistakenly equate elegance with extrav-
agance and parsimony with wise
business judgment.
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These problems are by no means
confined to the bureaucratic corporation.
Artists, writers, and others in the fields
of communication and visual arts,

in government or private industry, in
schools or churches, must constantly
cope with those who do not under-
stand and are therefore unsympathetic
to their ideas. The designer is aspeci-
ally vulnerable because design is grist for
anybodys mill. “I know what | like”

iz all the authority one needs to support
one’s critical aspirations.

Like the businessman, the designer

is amply supplied with his own frailties.
But unlikke him, he is often inarticulate,
a serious problem in an area in which
semantic difficulties so often arize. This
is more pertinent in graphic design
than in the industrial design or architec-
tural fields, because graphic design

is more open to aesthetic than to func-
tional preferences.

Stubbornness may be one of the design-
er's admirable or notorious qualities
(depending on one’s point of view|-a
principled refusal to compromise, or a
means of camouflaging inadeguacy.
Design clichés, meaningless patterns,
stylish illustrations, and predetermined
solutions are signs of such weakness.
An understanding of the significance of
modernism and familiarity with the
history of design, painting, architecture,
and other disciplines, which distinguish
the educated designer and make his
role more meaningful, are not every de-
signer’s strong points.

The designer, however, needs all the
support he can muster, for his is a unique
but unenviable position. His work is
subject to every imaginable interpreta-
tion and to every piddling piece of
fault-finding. Ironically, he seeks not only
the applause of the connoisseur, but

the approbation of the crowd.



1. Anthany S1ofr,
The Dynamics of Craabion
iMewr York, 1972 189

A salutary working relationship is

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

not unaware of the role that design plays
as a communication force, As for the
person who pays the piper, the business-
man who is sympathetic and under-
standing is not altogether illusory. He is
professional, ebjective, and alert to

new ideas. He places responsibility where
it belongs and does not feel insecure
enough to see himself as an expertin a
field other than his own. He is, moraovear,
able to provide a harmonious environ-
ment in which goodwill, understanding,
spontaneity, and mutual trust-qualities
so essential to the accomplishment of
creative work-may flourish.

Similarly. the skilled graphic designer

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

is able to distinguish baetween trendiness
and innovation, between obscurity

and originality. He uses freedom of expres-

sion not as license for abstruse ideas,
and tenacity not as bullheadednaess but
as evidence of his own convictions.

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

The creative arts have alwavys laborad
under adverse conditions. Subjectivity,
emotion, and opinion seam to be concom-
itants of artistic questions. The layman
feels insecure and awkward about
making design judgments, even though he
pretends to make them with a certain
measure of know-how. But, like it or not,
business conditions compel many to

get inextricably involved with problams

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

the effects of design, unlike science, are
naither measurable nor predictable,

nor are the results necessarily repeatable,
If there is any assurance, besides faith,

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

Meaningful design, design of guality

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

is understood, appreciated, and ardently
accepted, and in which profit is not

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

of only one A. M. Cassandre.







Integrity
and Invention

1. Dapolalus
MWintes, T9G60), 127-35,

2. Frank Lloyd ‘\Wright,
Werk Song
(O0ak Book Workshop, 1836).

We are told "One picture is worth
more than a thousand words,” but is it?
Does any one ad, poster, trademark,
book jacket, letterhead, or TV commer-
cial tell us of the compromises, doubts,
frustrations, or misunderstandings
that weant 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, if anything, become even more
apparent today than they were then. For
the most part neither time, nostalgia,
Victoriana, Art Deco, nor any other
fashionable revival has warranted any
substantial alterations in my views.

Courage

and Creativity
To function creatively the artist must
have the courage to fight for what he he-
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:

Il work as I'll think as | am

No thought of fashion or sham
Nor for fortune the jade

Serve vile Gods of trade

My thought as beseemeth a man’®

The businessman will never respect

the professional who does not believe in
what he does. The businessman under
these circumstances can only use the
artist for his own ends. And why not, if
the artist himself has no ends? In asking
the artist to have courage, we must ask
the same of industry. 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 few brave pioneers to produce

or undarwrite original work, then rushes
to climb on the bandwagon. The band-
wagon, of course, may not even be going
in the right direction. The attention

and admiration evoked by the high calibre
of XYZ'%s advertising have induced many
an advertiser to say, “Let’s do some-
thing like XYZ" without considering that
it might not be at all suited to his needs.
Specific problems require specific visual
solutions. But both X20('s and YYY's
advertising and products can be made to
fulfill their functions and also be aes-
thetically gratifying. Both can express
raspect for and concern with the broad-
est interasts of the consumer.

Against the outstanding achievements

in design by some companias, 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 must play is fixed and
determined by the socio-economic
climate; that he must discover his func-
tional niche and fit himself into it. It
seems to me that this ready-made image
ignores the part the artist can play
in creating this climate. Whether we are
advertising tycoons, missile builders,
publie figures, or private citizens, we are
all human beings, and to endure we
must, first of all, be for ourselves. Only
when man is not accepted as the center
of human concern does it become
feasible to create a system of production
which values profit out of proportion
to responsible public service, or to design
ads in which the only aesthetic criteria
are the use of fashionable illustrations
and “in” typefaces.



The Corporate

Image
In this, the speed generation, practically
any corporation, large or small, can have
its “image” made to order. A vast army of
image makers have made a business
out of art large enough almost to rival the
businesses they help to portray. Much
has been touted about the virtuas of
corporate identification programs.
Because the corporate image so often
conveys the impression that it is all-
encompassing, it leaves little doubt in
thie mind of the onlooker that the image
he sees represents a company which is
really in the swim; that it'’s the best, the
first, and the most. However, being with
it is not always being for it.

Upon receipt of the AIGA medal, for

his company’s contribution to good
design, Irwin Miller, chairman of the
executive committee of Cummins

Engine Company, said: "Good design has
nothing to do with image, which is a
phony word if there ever was one. Image
is basically an attempt to cover up. a cos-
metic applied to make you look better
than you really do. Good design at heart is
simply honesty. It is an ingredient of
character. Good design helps to form in
any ane part of the business an influance
that affects all parts of the business. It
sustains character and honesty in every
aspact of the business. Good design,
therefore. is very good business indeed.”
fJune 14 19841)
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It seems to me that a company can mora
easily be recognized for what it really
believes not by its made-to-order image
(its trademark, logotype, letterhead), nor
by the number of avant-garde prints or
Mies van der Rohe chairs that embellish
its offices, but by its more mundane,
day-to-day activitias: its house organs,
counter displays, trade advertisamants,
packaging, and products. Unlass it con-
sistently represents the aims and beliefs
as well as the total activity and produc-
tion of a company, a corporate image is
at best mere window dressing, and at
worst deception.

Things can be made and marketed with-
out considering their moral or aesthetic
aspects; ads can convince without
pleasing or heightening the spectator’s
visual awareness; products can work
regardless of their appearance. But
should they? The world of business could
function without benefit of art. But
should it? | think not, if only for the sim-
ple reason that the world would be a
poorer place if it did.

The commercial artist (designer} who
wants to be more than a mere stylist and
who wishes to avoid being overwhelmed
by the demands of clients, the idiosyn-
crasies of public taste, and the ambigu-
ities of consumer research surveys must
clarify what his cultural contribution
should be. In all these areas he must try
to distinguish the real from the imag-
inary, the sincere from the pretentious,
and the objective from the biased.

If the graphic designer has both talent
and a commitment to aesthetic values,
he will automatically try to make the
product of graphic design both pleasing
and visually stimulating to the user or
the viewer. By stimulating | mean that
this work will add something to the
spectator’s experience.



The artist must believe his work is an
aesthetic statement, but he must also
understand his general role in society.

It is this role that justifies his spending
the client’s money and his risking other
people’s jobs. And it entitles him to make
mistakes. He adds something to the
world. He gives it new ways of feeling
and thinking. He opens doors to new ex-
perience. He provides new solutions to
old problems.

There is nothing wrong with selling,

even with “hard” selling, but selling which
misrepresents, condescends, or relies

on sheer gullibility or stupidity is wrong.
Marally, it is very difficult for an artist

to do a direct and creative job if dishonest
claims are being made for the product

he is asked to advertise, or if, as

an industrial designer, he is supposed to
exercise mere stylistic ingenuity to give
an old product a new appearance.

The artist’s sense of worth depends on his
feeling of integrity. If this is destroyed,

he will no longer be able to function
creatively.

Art and

Communication
The lament of the graphic designer
that he is not permitted to do good work
because good work is neither wanted
nor understood by his employers
is universal. It is indeed very often true.
But if the artist honestly evaluates
his work he will frequently find that the

“good work”™ the businessman has

rajected is really not so good.
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Many times when the “square” client
says "it’s too far out,” he may be un-
consciously reacting to inappropriate
symbolism, obscure interpretation

of an idea, poor typography, an inade-
quate display of his product, or simply bad
communication.

Graphic design

which fulfills agsthetic needs,

complies with the laws of form and

the exigencies of two-dimensional space;
which speaks in semiotics, sans-serifs,
and geometrics;

which abstracts, transforms, translates,
rotates, dilates, repeats, mirrors,

groups, and regroups

is not good design if it is irrelevant.

Graphic design

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

the asymmetry of Mondrian;

which is a good gestalt,

generated by intuition or by computer,

by invention or by a system of coordinates
is not good design

if it does not communicate.
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Graphic design

which fulfills aesthetic needs,
complies with the laws

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

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

Graphic design

which evokes the symmetlria
of Vitruvius, the dynamic
symmetry of Hambidge, the
asymmetry of Mondrian;
which is a good gestalt,
generated by intuition or by
computer, by invention

or by a system of coordinates
Is not good aesign

if it does not communicate.
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