























Foreword

Few designers of graphic material
understand the roots of their discipline
or the nature of those elements that
underlie the success of a graphic
design. The subjective character of the
art, coupled with its scattered points of
origin and its constantly changing
nature, have made its history difficult to
document. This is not surprising when
you realize that the entire history of
modern visual communication can be
spanned by living memory.

Most contemporary designers have
acquired their knowledge of the
profession more by osmosis than
through formal schooling. My own
education combined a bit of Gestalt
psychology with charcoal drawing and
rendering in the Beaux-Arts manner, and
| was preparing layouts long before | had
become aware of the dynamics of de Stijl
and the Bauhaus. This book will
endeavor to bring together into a
coherent whole the myriad bits of
information that | have acquired, more
or less at random, over my own
professional career. Though | have
supported my information by extensive
research, the results may be less
objective than a pure study of art and
design history might have produced. In
spite of this, or perhaps because of it, |

hope this book will be better suited to the
needs of a practicing designer or design
student than a less subjective study
might be. Our view of page layout will
begin with an analysis of the forces that
have contributed to contemporary style;
will then examine those elements of form
that create design within a two-
dimensional space; will weigh the all-
important word and image content that
gives meaning to our creative concepts;
and will conclude with a brief look at
perception and response—the
measurement of our success or failure.

In this book, the printed page will be
stretched to include posters and covers
as well as pages bound inside. The
elements of page design will be equally
appropriate to all forms of printed matter,
regardless of dimension, purpose, or
budget. At the same time, we should not
let the sheer dynamics of modern
graphic design obscure the fact that
behind our art lies the great tradition of
bookmaking, the tradition that for many
centuries has conveyed and preserved
the ideas of mankind. This alone should
remind us that if contemporary graphic
design still has one significant
shortcoming, it lies in the need for a
greater sense of social responsibility.
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Introduction

Layout is not a popular or fashionable
description of the design process. Most
contemporary graphic designers prefer
to be known as art directors, design
directors, or visual communicators

rather than layout men twn though
titles may be more appropriate
descriptions of our expanding
responsibilities, there is no better word
than layout to define the unique

these

synthesis of ideas and form that make up
ted page. Layout s a process

the prin

hat most designers take for granted, or
they consider 1t to be the result of such
in intuitive action that it defies analysis,
but current evidence indicates thatitis a
process that needs better understanding
amongq its practitioners.

In the exploration of this complex
subject, | will reach back into what some
might consider ancient history—
however, my mission will not be the
making of monuments, butthe
uncovering of those principles of design
that continue to form the foundation for
new and innovative design solutions. At
the same time, it would be folly not to
allow for the nondogmatic character of
these principles. After all, the graphic
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The view of the world revealed in the
Mercator projection (above) was still
lockedin the dimensionless, flat plane of
limited medieval science and craft
design. The map at right is Buckminster
Fuller's Dymaxion concept of
“'spaceship earth.’’ This dynamic vision
suggests a twentieth century creative
approach totwo-dimensional space.

designer does not share the positive
risks that are faced by his fellow
designersin architecture and industrial
design. No one has ever been hurt by the
fractured equilibrium of a page layout,
nor has any one been electrocuted by an
improperly selected typeface. While we
are spared these frightening measures
of our failures, we do share a
responsibility that is every bit as relevant, |
and we also share with these designers
the same esthetic criteriain the division
of space.

|
Itis not surprising that the development |

of modern graphic design derived many
of itsideas and principles from the
discipline of architecture. Frank Lloyd
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Wright, Le Corbusier, Walter Gropius,
and Mies van der Rohe all made major
contributions to twentieth century form
and, in the process, influenced the
shape of graphic design. Any survey of
contemporary design reveals an
inescapable interplay among all of the
design disciplines—architectural,
industrial, interior, and graphic design—
as well as the plastic arts of painting and
sculpture. Each movementin modern
design has demonstrated a parallel
growth of ideas in all of these areas.

Thereis probably no better single
demonstration of the difference between
traditional two-dimensional design and
modern graphics than the contrast

between the Mercator map of the world
and the dynamic projection of the globe
developed by one of the twentieth
century’s true originals, Buckminster
Fuller—engineer, architect, creative
thinker, and inventor of the geodesic
dome. The world that Mercator mapped
in the sixteenth century reveals a
dimensionless vision rooted in the

handicraft approach of medieval scribes.

Buckminster Fuller’'s version, developed
in the mid-twentieth century, isa
synthesis of machine-age design that
combines contemporary technology
with new concepts of perception.

It is not a purpose of this volume to
encourage either conformity or

imitation, but the design process, like
most aspects of contemporary life, does
not take place in avacuum. Today’s
graphic designer cannot ignore the
forces both within and without his field
that have influenced the form and
function of page layouts. He will also
gain from understanding those
principles that have contributed—and
continue to contribute—to successful
design solutions.
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Roots of design

Twentieth century style, the design we
callmodern, isacomplex cross-
fertilization of influences and art
movements, and its development was
not asimple step-by-step progression of
ideasand directions. Many ofthe
thoughts and principles underlying the
modern movement had been forecastin
nineteenth century England by John
Ruskin, a vastly influential art critic
whose writings related esthetic value to
morality, and by William Morris, a

designer, poet, and social theorist, who
promoted the classic revival of typefaces
in printing and traditional craftsmanship
inthe design of products. By the end of
the century, American architects Louis
Sullivan and Frank Lloyd Wright were
beginning to emphasize formand
function in their buildings. Typography
was beginning to show the effects of the
classicrevival firstadvanced by Morris,
and feel the influence of the Art Nouveau
movement that ended the romanticerain
Europe before the modern movement
began.

Inthe opening decade of the twentieth
century, several momentous events
occurred which were destined to alter

irrevocably the course of de

Perhaps the most genera
source of modern graphic forr
Cubistepoch launched by Pablo P

and Georges Braguein Paris. Behind
school of painting lay the geometry of
Ceézanne's landscapes and the bold,
neo-primitive experiments of Henri
Matisse and the Fauves. The 1907
painting that started the revolution was
Picasso’s Les Demoiselles d'Avignon,
which, while notyetatruly Cubist work,
revealed a greater kinship with Egyptian
and primitive African art than with
traditional Western art. In this painting,
Picasso flattened the surface of the
canvas, minimizing theillusion of the
third dimension, and substituted 13

Les Demoiselles d’Avignon, painted by
Picassoin 1907, was the painting that
opened the door to Cubism and became
afoundation of modern art. Museum of
Modern Art, New York.
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aggressive contoursand angles 1or

pictorial representation

irred in 1909, when Frank
eted the now-famous
ouse in nois. Thislandmark
hitecture marked the
of thefirst phase of his
career. Hisuse of cantilevered planesto
create unbroken lines, poised in anear-
perfect asymmetrical plan, provided a
critical key to the development of modern
approachestoform

In 1909, the same year that Wright
completed the Robie house and the year
inwhich Cubism received its name,

Sigmund Freud published his
monumental volume The Interpretation
of Dreams, abook that was to
revolutionize man's attitude toward
himself and his sensuality. Quite aside
from its effect on medicine and science,
this volume was destined to have a
profound influenceon literature and the
arts through itsrevelation of the
unconscious processes of the mind.
There was one other event of major
importance thattook place in this
incredible decade. In 1905, Albert
Einstein enunciated histheory of
relativity that was to change our

vision of reality and open the door to
scientificand abstract influences on
graphic design.

By 1912, both Picasso and Braque had
abandoned conventional reality in their
Cubist paintings, butthey added some
realtouches to their canvases by pasting
on printed objects, asin Picasso’s 1914
Still Life with Newspapers. Dalsace
Collection, Paris.

Though it was not clearly discernible
then, by 1910 the foundation of modern
designwasin place. To even the casual
observer of artand design history itis
apparent thatthe movements that
followed wouldall, in one way or another,
owe asizable debtto these four events.

Thefollowing pages will trace the
progress of the developing stylein
modern design and will attempt to relate
that style to the layout of the printed
page. Inthiscentury, morethanany
other, the multiple disciplines of design
are woven togethertoforma common
fabric of modern style.

The Cubist movement was concerned



only with painting and sculpture, but
beginning with the Dadaistsand the
Futurists, the stylesand influences
began to spread from the fine arts into the
other design disciplines. By the time the
designers of de Stijland the Bauhaus
were bringing together the ideas of
modern design inthe 1920s, an
inseparable union between design areas
was fully achieved.

Thus, itis still possible to sitin amodern
classic chair designed by Le Corbusier,
within walls of his architecture,
surrounded by his graphic works and
interior design, and read a book that he
designed. Le Corbusier, an authentic
genius of twentieth century design, was
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notamember of any specific design
movement, but hiswork bridged and
transcended all of them.

Frank Lloyd Wright's Robie house was
completed in 1909 and became a major
landmark in twentieth century

architecture and design, with its
cantilevered, asymmetrical planes.

Though the Cubistepoch endedin 1922,
itcontinued to exercise a growing
influence on graphic design, as
demonstrated in this classic 1932 poster
by A. M. Cassandre.

15



Prelude: Art Nouveal Iveau was the first purely design- contribution to the related fields of
t vement, and its style was fashion design, fabrics, and furniture, as
ts sometimes elaborate well asthe design of popular objects
irface decoration and its serpentine or such as Tiffany vases and lamps, Lalique
nearapproach toform. Itis glassware, and Liberty prints.
erhaps not fair (nor totally accurate) to
jescribe this style as the last gasp of Like many other design innovations, the
, ornamentation, buta comparison with advent of the modern poster was made
tep toward the twentieth century trends that follow possible by atechnical breakthrough.
nby Braque and makes this conclusion seem appropriate.  Stonelithography in color became
trends ac ated available toward the end of the
ernmovement, Art Nouveau Art Nouveau is important to the graphic nineteenth century and offered artists an
lominated by painting. Even the designer because of the styleitsetforthe  opportunity to work directly on the stone,
nost closely associated with the printed page; its involvement with freed from all the rectilinear restrictions
Lautrec, Pierre letterforms in printingand onshop signs;  of traditional letterpress printing. Another
[ ard, and Gustav Klimt—are andits creation and early developmentof  influence thatinspired this free use of
dentified with Art Nouveau primarily by the modern poster. Graphic design has space was the new popularity of
16 theirpostersanddecorative work. Art also beeninfluenced by Art Nouveau'’s Japanese prints.

NOUVEAU

The Art Nouveau spiritis obvious in
recently revived letterforms above and in
late nineteenth century posters of Paris,
London, and New York. The 1899 poster
ofJane Avril by Toulouse-Lautrec
reflects the influence of oriental prints,
as well as the curving lines, and casual
lettering of Art Nouveau lithography.

HStern o....
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Iltis easy for designers broughtupin the
shadow of the Bauhaus andthe
formalism of the International Style to
dismiss Art Nouveau as an over-
designed negation of the basic principles
of contemporary design, but decoration
is apersistentinfluence in visual
communication and graphic design. One
only hasto look forward twenty years to
the Art Deco movement to finda
continuation of the decorative approach
todesign surfaces.

Though Art Nouveau was more at home
inthe nineteenth century, traces of it can
befoundinthetypographic layouts of
the 1960s and 1970s. The swash
characters of the Bookman type family,

I

Charles Rennie Mackintosh was a
unique designer ofthe Art Nouveau

the roundness of Cooper black, and the
revivals of old and ornate alphabets
made possible by photographic lettering
and typesetting are all evidence of the
persistentinfluence of ornamental style.

E 0 i movement. His style was not as

curvilinear as that of many of his
contemporaries, but his work in

PUBLIDPED ) architecture, furniture, and graphics

had an important effect on later

AR 30 UK A NN B design developments, as demonstrated

in his poster, the classic chair, and

cutlery. Page from The Design
Collection, Selected Objects, The
Museum of Modern Art, New York.
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Cubism sets the stage

Though it followed Art Nouveau, Cubism
owes very little to the earlier style. In fact,
aside fromits acknowledged
indebtedness to Cézanne and the Post-
Impressionists, Cubism burst on to the
art scene under its own creative drive.

The Cubists not only changed the course
of painting, but their influence had a
directbearing on the future of the printed
page. When Picasso and Braque

18 abandoned theillusion of three-

dimensional space, and reasserted the
two-dimensional plane in painting, they
established design as a principal element
inthe creative process. When they
pasted printed fragmentsand wrappers
ontheir canvases, they suggested new
ways of combining images and
communicatingideas. In addition, their
use of printed and stenciled letters hinted
atanew approach to letterforms and

typography.

The Cubist movement was launched with
the unveiling of Les Desmoiselles
a’Avignon in Picasso’'s studioin 1907.
Duringthe brief period from 1907 to
1909, Picasso and Brague completed a
group of paintings that firmly established

Georges Braque's Homage to Bach was
completedin 1912, when Cubism
reached its fullest form. Like many Cubist
paintings, it adds stencil letters to its
design. Courtesy, Sidney Janis Gallery.

the Cubist style. Within a few years, this
revolutionary breakthrough wasto
change the outlook of many of the
painters of Europe and sow the seeds of
most subsequent movements in modern
design.In 1913, some of the first
paintings influenced by Braque and
Picasso reached the United States in the
now-famous Armory show. Among the
worksin that exhibition was Marcel
Duchamp’s neo-Cubist painting of the
Nude Descending the Staircase, which
was to be atorerunner of both the
Futuristand Dada movements.

Two otherimportant painters who fell
under the influence of Cubismduring this
period were the Dutch painter Piet




Mondrian and the Russian Kasimir
Malevich, artists who were to become
instrumental in the forming of de Stijl and
the Russian movements, which are
loosely classified under the heading of
Constructivism.

While the advance of the Cubist
movement was interrupted by World War
I, itwas noteclipsed. In Spain, Picasso
and Picabia continued to refine and
extend the process, and, in neutral
Holland and Switzerland, Cubism'’s
evolution into other art forms continued.
Bythe 1920sand 1930s, the new
pictorial conceptions of Cubism had
influenced successive generations of
artistsand designers. Cubist painting

]
2 ‘{

A
This illustration of An American in Paris,
painted in a neo-Cubist style by Miguel
Covarrubias in 1929, was part of a
campaign for Steinway pianos, art

directed by Charles Coiner at N.W. Ayer.

W\L e L]

influenced the art of camouflage during
WorldWarl, and the movement’s
revolutionary approach to formwasto
have alessdirect but significant
influence on architecturaland industrial
design afterwards. Thisinfluence
penetrated all phases of commercial and
applied artand had adirectinfluence on
1920s poster and advertising design.
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1sed geometric forms
e viewpoint to portray still-
y static objects, the
Futurists followed the visual train of
thought suggested by Duchamp's Nude
Descendinga aseanduseda
noving viewpoint to reveal dynamic
actionin aseries of successive
overlapped images. The movement was
established by Marinetti, an ltalian poet,

entia

t
[alr

iInthe Art Deco style

Unlike the Dada movement that faded
into Surrealism, Futurism metatragic
endinginthe ashesof World War . In
1916, both Boccioniand Sant’ Elia died.
Thoughthelatter's dream of the future of
architecture was doomed, his setbacks
and streamlined curves resurfacedin
many of the buildings of the 1920s and

ung ltalian artistsand ~ who was soon joined by the imaginative 1930s.
to express their painters Boccioni, Balla, and Severini—
S f the future. But it was  theseartiststranslated his poetic ideas In spite of its abrupt ending, the Futurists
did not sink without a trace. Through
their manifestos, theirideas of machine-
age esthetics begantoinfluencethe
other design groupsin Europe—namely
de Stijland the Bauhaus—during the

fter their encounter with

into visual images. Alsoincluded inthe
Futurist group was the visionary architect
Sant’ Elia, whose drawings of Futuristic
citiesforecast the look of 1920s
architecture, particularly the skyscrapers

nd anti-art
1911 and 1912 that
F

the Futunsts work

20 ultimate visual form

began to take on its




postwar years. Futurism’s images and
architectural ideas played an even more
important role in shaping the modernistic
stylethatcametobeknownas Art Deco.

Futurism is more important for its
contribution to art than to graphic
design. Though their visual ideas

were to find graphic expression in the
multiple-exposure photographs and
photograms that became a design force in
the 1920s, the Futurists paid little heed to
the applied arts, and their typography
followed the patterns of the Cubist and
Dada typographers. Perhaps the

single most significant confribution of
this movement was its bridge to the Art
Deco style that followed it.

The historic canvas Nude Descending a
Staircase (farleft) was painted in 1912 by
Marcel Duchamp and is now in the
Arensberg Collection at the Philadelphia
Museum of Art. Its descending motion
and ironical overtones had aprofound
effecton both Futurism and Dada.
Futurism brought this sense of
movement to graphic design in later
posters, like the Italian poster at left and
the Early Bird poster (above) by E.
McKnight Kauffer, one of the great poster
artists of the 1920s.

KInoHT Kaveren ips
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Dadabreaks the mold

If Cubism jolted the conventions of art
and design, Dadaismwent a step further
and sweptthe rug out from under the
very foundation of rational
representation. The goal of the Dadaist
was not so much to create anew style as
to shatter traditional assumptions—to
revitalize the visual arts by breaking all
therules. Tothisday, no oneis sure who
invented the word or what itmeans,
though it may well have been based on

the Slavonic affirmative da, da (yes, yes).

A protest movement that rejected all of
the established values in society and the
arts, Dadarelated to the popular wave of
anarchism during World War land
appliedits nihilistic attitudes toward art
and design through poetry and
paintings.

Dadawas baptized atthe Cabaret
Voltaire in Zurichin 1916 by Tristan
Tzara, a Rumanian poet; Hans Arp, the
painter; and Hans Richter, an artist and
later afilm maker. Its birth, however, was
perhaps first celebrated in the anti-art
and anti-establishment attitudes that
Marcel Duchamp developed in his brief
flirtation with Cubismin 1912and 1913.
His Nude Descending a Staircase and

Bicycle Wheel played adistinctrole in
setting the Dada style.

In additionto Duchamp and Arp, artists
like Picabia and Max Ernst, the
photographer Man Ray, andthe poet
Guillaume Apollinaire all made important
contributions to Dada art.

This movement took place in arelatively
short period beginning in 1912—Dada
was declared dead and presumably
buried atthe Bauhausfestin Weimar,
Germany in 1922. But Dada was more of
astate of mind than an art movement,
and its nihilistic ideas kept reappearing in
the years that followed. While many of
the early Dada group turned to

FEM ¥ it
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The 1913 construction, called Bicycle
Wheel, by Marcel Duchamp, shown
abovein areplica from Museum of
Modern Art, New York, and the
typography by Marius de Zayas from Elle
in 1905 (right) are representative of anti-
tradition and anti-art attitudes of the
Dada movement.
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Surrealism, others continued to search
outthe absurdities and shocking
incongruitiesthat were the targets of
Dada. Inthelate 1950s and early 1960s a
resurrection of the Dada spirit found its
way into the Pop Art movement in New
York—Andy Warhol's Brillo boxes and
Claes Oldenburg’s limp telephone are
only ashort step removed from
Duchamp’s bicycle wheel.

Dadainfluenced graphic designersin
twoimportant areas: it helped to free
typography from its rectilinear
restrictions, and it reinforced the Cubist
idea of letterforms as avisual éxperience.
It also taught designers how shock and
surprise can perform asignificant role in

overcoming viewer apathy. With all its
absurdity, Dada must still be taken
seriously foritsinfluence on the other
design movementsthatfollowed, such as
de Stijl. The Constructivists and the early
groupof designers at the Bauhaus were
also familiar with the principles and
freedomof Dada, eventhough it was the
role of allthese movements as well asde
Stijlto bring a sense of orderand purpose
outofthe chaos that Dada had created.
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The Dadainfluence will persist as long as
designers and artists feel the need to
protest, as this 1966 poster by Japanese
designer Tadonari Yokoo proves.
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Surrealism

ntiiry dec

1da and

ourrealist
VEIME . Whileitis true that many
ada moved on ic
nthe 1920s, bringing Dada
devices with them, the contributions of
+ oA M

eS¢ vements to grapnic aesign

aresomewhat separate. While the
designers of the Dada movement
nfluenced graphic design by freeing it
from restrictive attitudes toward form,

24 the Surrealists contributed a new

The Persistence of Memory (above) by
Salvador Dali (Museum of Modern Art,
New York)is a classic example of the
surreal landscape, and the Son of Man
(right), painted by René Magritte in 1964
(private collection) is an example of
surrealistic portraiture.

ipproach to visual images and content
ourrealist art refiects the subject matter,
symbolism, and unpredictable
juxtapositions of the unconscious, which
we normally experience in dreams
Both movements oweda debt to
Sigmund Freud and the unconscious
magery that his exploration of psychiatry
advanced. But where the Dada approach
was anarchistic, Surrealism combined
revolutionary subject matter with art
techniquesthat were often conventional,
and even traditional, in their rendering.

Surrealismrelied heavily on Freud's

Interpretation of Dreams, which revealed

therole of the unconscious as the
repository of repressed sexual desires,

and on James Joyce's Ulysses, which
was published in 1922 and first used the
stream-of-consciousness technique to
reveal the subconscious thought of his
characters. Both of these books
influenced the surrealist painters and
their continuing involvement with surreal
subject matter in the communication of
ideas—the Surrealist movement was
formally establishedin 1924 by André
Breton, who defineditas “‘pure psychic
automation by which oneintends to
express. . . thereal functioning of the
mind.”’

Graphic designers benefited most
from Surrealist painterslike Max Ernst,
who broughtan extraordinary variety of




techniques and a Dadaesque
irreverence to the movement; René
Magritte, who used arealistic style to
paint objects in unfamiliar contexts; and
Salvador Dali, whose academic style of
painting gave a durable background to
surrealistic nightmares. Two other
Surrealist artists contributed to graphic
formin a differentway—Joan Miré and
Hans Arp, both of whom worked in a
more abstract vein, using forms and
shapes thatinfluenced design. Many
other artists painted surrealistic images,
but these are the ones who did most to
reshape graphic thinking and graphic
form. ‘

Because of the close relationship of

Surrealismto emotional response and
unconscious motivation, this movement
has had a particularly strong influence
on both visual communication and
contemporary illustration.

Max Ernst, who had been a leading
painter ofthe Dada movement, turned
toward Surrealism with this major

The Tate Gallery, London.

painting, The Elephant Celebes, in 1921.
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Russian revolutionary

design

The i such an efficient job of
erasing evidence of the modern
movement in the Soviet Union that many
contemporary designers are unaware of
the magnitude of the debt owedtothe

avant garde ideas advanced by Russian
designersin the years following the
revolution. Atthe head of this movement
was Kasimir Malevich, who had beenin
Paris during the early years of Cubism.
By 1915, working toward ultimate
simplicity in his art, Malevich had setthe

The design aboveis basedona 1913
Suprematist painting by Kasimir
Malevich. The photomontage at right
was created by Alexander Rodchenkoin

style for his Suprematist paintings
composed of fundamental suprematist
elements. These elementsthathe used in
his paintings were the simple geometric
forms of the square, circle, and triangle
that were to play an importantrolein
Bauhaus design.

Malevich created few graphic designs,
and his contributionwas largely in his
early use of ultimate simplicity and
geometric forms. His paintings had an
importantinfluence on other Russian
designers whose work ismore
accurately described as Constructivist.
In general, the Constructivists believed in
the rational use of available material to
create useful objects ortofind solutions

theearly 1920s.

for communication problems. Inthe
process, they rejected enduring aspects
of estheticsfor current utility. Inreality,
the word Constructivismis an
umbrellalike label that covered a diverse
body of work, and, in spite of both the
isolation Russia went through during
World War land the intense border
control of the new proletarian state, a
great deal of information concerning this
work passed between the designers of
the Soviet Union and their European
counterparts until the 1930s.

The avant garde artists of the Russian
revolutionincluded painters like Marc
Chagalland Wassily Kandinsky, who
later became a teacher atthe Bauhaus,

ﬂ
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and graphic designers like Alexander
Rodchenko, Nikolay Prusakov, and the
Stenberg brothers. Perhaps the most
important designer to emerge from the
Soviet avant garde was El Lissitzky, who
worked in Europe as well as Russia and
whose contribution to the shape and
form of graphic designis so important
that he will be treated separately on the
following pages.

One of the objectives of the
Constructivists was to combine words
andimages into asimultaneous
experience on the printed page as well as
on film. This then-radical approach to
visual images was destined toinfluence
future attitudes toward the

communication of ideas, and the word
and picture approach served as a
stepping stone toward photojournalism.
This attitude also led to new visual
techniques such as photomontage,
photograms, and superimposition.
These devices—widely usedin the
creation of their movie posters—
expanded the potential of the printed
page. Though many of the new ideas
inspired the development of new graphic
forms outside of Russia, the obscurity
that overcame themin the 1930s meant
that some of the ideas they suggested are
yetto befully realized in Western design.

The 1929 poster at left, designed for the
Russian Exhibition in Zurich, was
executed by EI Lissitzky, one of the most
importantpioneers of modern graphic
design. Lissitzky's style of painting,
which he called Proun and described as
an “interchange station between
painting and architecture,’ is shown
above in Free-floating Spiral.

1929
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ElLissitzky

ne fussian designer wno

did more than
any of his countrymen to blend the
Constructivist design experiments with
the developing graphicideasof the
western European avant garde was El
He studied with Marc Chagall,
ater worked with Malevich, and visited
Europe from 1922 to 1925, working and
exchanging ideas with the designers of
de Stijland the Bauhaus. Though
Lissitzky may not have been the most
important designer of the Russian

Lissitzky

Revolution, he brought a European
refinementand eleganceto
Constructivist design. In addition, his
ideas of asymmetrical typography and
photomechanics had a profound
influenceonthe 1920s style.

Just as the designers of Futurismand
Dadaism broke the confines of
conventional typography, designers like
Lissitzky gaveitanew formandanew
order. Inwriting his new rules of
typography and composition in 1923,
Lissitzky emphasized the functional and
visual approach to the use of letters,
words, and systems in the
communication of ideas. His
concentration on the architecture of

printed matter and his emphasis on the
total effect of continuity, ratherthan a
preoccupation with the design of
individual pages, provided abackground |
forthe later development of gridsand
design systems.

Histypography and hisrules of
typographic use had a special influence
onthework and writing of Jan
Tschichold, a noted Swiss typographer
and author of Die Neue Typographie,
1928, and Typographic Gestaltung,
1935. These books became bibles for
many typographic designers, and
Tschichold's contribution was not
diminished by hislater decision to return
to more classic and traditional formsin

El Lissitzky assembled this graphic self-
portraitin 1924 by combining several
superimposed photographic elements to
form a composition he called The
Constructor. The design atthe left for the
dedication page of abook usesthe
Cyrillic letter C to suggest vision.




his own work.

Inaddition to El Lissitzky'stypographic
influence, he was one of the first
designerstoforesee theinterlocking
influence of photography and graphic
design. Though Russian Constructivism
was closely identified with
photomontage, based on the collage of
the Cubists, Lissitzky was more
interested in the use of double-exposure,
superimposition, and photogram
techniques. Hiscomprehension of
photography as a part of the graphic
structure made himthe first graphic
designer to understand that the camera
and photomechanical means would
eventually free the designer from metal

type, engravings, and the tight rectilinear
restrictions of traditional printing
technology. He characterized thisas a
graphic revolution akin to the invention of
movable type in the fifteenth century.
Now, fifty yearslater, we are deep in the
revolution Lissiizky foretold.

This famous poster design, created by El
Lissitzky in 1924 for Pelikan in Germany,
was one of thefirstto use the photogram
ingraphic design. The stencil letter
reflects the influence of Cubism.
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Alexey Brodovitch

After Lissitzky, there was one other quite
different Russian whose work had a
profound influence on graphic design—
Alexey Brodovitch. While El Lissitzky was
applying Constructivist forms to the
promotion of the causes of the Red
revolution, Brodovitch was healing the
wounds he had suffered in the service of
the White army. By 1920, he had
escapedto Pariswhere, aftera briefturn
at house painting, he designed stage sets
for Diaghilev’s Ballet Russe and joined

the impressive Paris poster movement.
Though his decadein Parns coincided
with the Art Deco movement,
Brodovitch's personal style was
sufficiently strong—and his natural
antipathy to excess and ornament was so
complete—that he successfully resisted
the fashionable clichés of that period.
Although hisown work and the
guidelines of histeaching cannot be
directly identified with any of the formal
movements in graphic design, he
absorbed many of the bestinfluences
from these movements.

In 1930, Brodovitch came to
Philadelphia, where he began a phase of
his career that was to have a far-reaching

Alexey Brodovitch was influenced by the
classic subject matter that played such

animportantrolein Art Deco design
when he createdthis advertising
illustration for the International Printing
Ink Company shortly after his arrival in

Americain 1930.

effect on the shaping of American
graphic design. Hisevening coursesin
graphics—which he called the Design
Laboratory—influenced a generation of
graphic designers firstin Philadelphia
and later in New York. The coursesran
for25years, and alist of the studentsis a
virtual Who's Who of design and
photography in America. Among the
photographers who studied under
Brodovitch are Irving Penn, Richard
Avedon, ArtKane, and Howard Zieff, to
name only afew. Thelist of art directors
includes Henry Wolf, Bob Gage, Otto
Storch, and Helmut Krone. Richard
Avedon, aclosefriendaswellasa
student, said of him, *‘From Brodovitch
you will getnorules or laws. He teaches




by osmosis. There is nothing you can
take away but the essence. Like an
inherited quality, there is something of
him in you for the rest of your life, and it
keepson growing.”

Brodovitch’s own work included
magazine, book, and advertising design,
and his style and method of working were
uniguely hisown. Forinstance, he would
often assemble his proofs and several
different size photostats of the pictures,
and, with hisever-present scissors, cut
and arrange the elements under asheet
of glass until the final design emerged.
Behind this somewhat haphazard
method, there was anincisive mind, a
keeneye, superb taste, and an

unmatched approach to style.

Brodovitch used photographs with a skill
and sensitivity that was the envy of other
artdirectors, andthe resulting designs
commandedthe respect of the
photographers with whom he worked.
His layouts had a style that was a curious
blend of the oriental approach to order
and space combined with a Continental
sophistication. Brodovitch broughtarare
sense of excitementand clarity tothe
printed page.

A coverand two spreads from a
magazine called Portfolio, publishedin
1950-1951, reveal Brodovitch'’s skill in
pagedesign. This publication was a
culmination of the design ideas that had
surfacedin the fertile 1920s and 1930s
and was aforecast of styles to appearin
the decades ahead.
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Art Deco

rianslook on
1smore of a sideshow
novementin the shaping of
le. Certainly alarge
rk created in this vein between
the two wars seems to negate the
dedication to simple presentation and
functional formthatthe modern
movement stands for. Some of its more
extreme efforts produced work thatis
best described as kitsch, butthe
movement did reaffirmthatman's
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The typeface aboveis Bifur, designed in
the 1920s by A.M. Cassandre. The page
attherightis from Mise en Page by A.
Tolmer. Long outof print, this volume
includes some excellent examples of
design in the Art Deco style.

affection for ornament and surface
decoration cannot easily be swept aside.

We generally credit the origin of Art Deco
to Paris and the Sociéte des Artistes
Decorateurs (the group that gaveitits
name), but its roots were many and
varied. Though itowed adebt to Art
Nouveau, Art Deco abandoned
freewheeling curves fora more ordered
geometric design. Itsarchitects
borrowed from Frank Lloyd Wright's
Mayan-influenced ornamental blocks
and spandrels but did notinherit his
splendid regard for form. Art Deco’s
skyscrapers were often an extension of
Futurist Sant’ Elia’s sketches. These
architectural ideas carried over into other

areas of design where there was also a
preoccupation with Cubistideas and the
classic Greek revival.

The manifestations of Art Decoin the
1920sand 1930s were as varied as its
roots. Inarchitecture, especially in New
York, Art Deco established the
skyscraper style, a style neglected by
architectural historians until a revival of
interest inthe 1970s, when the Chrysler
building, forexample, was seenin a new
light. In interior design, Art Deco resulted
in a style found intact at Radio City
Music Hall.

Art Decoinfluenced the design of
furniture and all of the related gadgetry of
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laviemoderne. The Art Deco erawas a
period of elegant packages, extravagant
movie sets, ornate and stylish typefaces
from Broadway to Prisma and Bifur, and
borderswith intricate corners. Art Deco
was slick white and shiny black with
chromeand brightgoldaccents. Itwas
streamlined by day and lit with bands of
neon at night. The scene was so
spectacularand so frequently overdone
thatit is often difficult to tell the good from
the bad.

The effects of Art Deco on the printed
page are also difficult to assess but
impossible toignore. Atits best, the style
presented elegant designs that made
good use of white space and widely

The Chrysler Building in New York was
frowned on by the functionalists of
design, butits ornamentand chromium
surfaces were the apex of Art Deco
architectural style. The cover design
aboveis Ashley Havinden's 1970
adaptation of his much earlier designs for
Chrysler Motors in England.

leadedtype lines often contrasted with
the bold letter-spaced headlines. The
illustrations of the Art Deco period were
often well-drawn, pale-toned sketches or
crisp line drawings, such as the ones by
JohnHeld, Jr. and Bret-Koch. On
occasion, the designersindulged in
geometric abstraction with Cubist
persuasion and with varying success.
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De Stijl

The name of de Stijl (meaning literally the
Style)wasfg Iliarly appropriate for the
movementthatin many ways set the style

for twentieth century design. Its timing
and itslocation were also fortuitous.
During World Warl, afew countries were
spared the disruption and destruction of
war. We have already seen how Futurism
was destroyed in that period (see page
20), but there were three places in which
modern design was able tomove

forward: in Spain, where Spanish Cubists

Picasso and Picabia were able to
continue their pioneer development of
new forms though they were separated
from Paris, its creative home;
Switzerland, where the Dadaists,
affected by the horror of the war but
spared directinvolvement, followed their
irreverent course; and Holland, where
the de Stijl movement was formed.
During the waryears the Dutch artists
were able to set the stage in their neutral
country and prepare the way for the later
postwar European extension of the
movement.

Among the leaders of de Stijl in the earlier
years were two of the finest artists of the
period—the painter Piet Mondrian and

This 1917 chairand 1924 lamp were
designed by Gerrit Rietveld, of the de Stiji

movement. Page from The Design

Collection, Selected Objects, The

Museum of Modern Art, New York.,

thearchitect J. J.P. Oud. However, the
movement's expansive influence was
generated by its principal founder and
theorist, Theo Van Doesburg, prophet,
painter, poet, critic, architect,
typographer, and pioneer of modern
graphic design.

We have already seen how design has
benefited from the cross-fertilization of
the many disciplines of the visual arts.
Neverwas this coordination more
importantthan when art came under the
influence of advanced technology and
scientific discovery—and nowhere was
this more evident than in de Stijl.

The designers of de Stijl were noted for

MAANDBLAD GEWIJD AAN
OE MODERNE BEELDENDE
VAKKEN EN KULTUUR
RED. THEO VAN DOESBURG.




their precise and forceful division of
space, sometimes set off by black lines;
the tension and equilibrium they
achieved through asymmetry; their bold
andimaginative use of basic forms and
primary colors; andthe ultimate
simplicity of their design solutions. They
gave the name Neo-Plastic to their new
approach to two-dimensional painting,
and the termis generally consideredto
be synonymous with their overall style.

The free asymmetry of Frank Lloyd
Wright's architecture had a strong
influence on early de Stijl design. Van
Doesburg and Mondrian both applied
this approach to formin their paintings,
and, when Van Doesburg extendeditinto
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Thefirstcover for the magazine de Stijl
was designedin a basic symmetrical
format by Vilmos Huzarin 1917; but, by
1923, Van Doesburg had redesigned the
cover in the asymmetrical format above
that was to beits style until 1932.

typography, he turned amajor cornerin
the creative development of modern
graphic design. Inits resistance to
symmetrical solutions and ornament and
inits growing awareness of modern
industrial and technological ideas, de
Stijl began to alter the look of the printed
page. At the Bauhaus, for instance, the
early typography seems to be directly

derived from the models found in de Stijl.

The movement called de Stijl was one of
the mostverbalto arrive on the modern
scene. Its name is derived from the
magazine de Stijl that was published
between 1917 and 1932, wheniits final
issue appeared as amemorial to Van
Doesburg, who had served as its editor

ZESDE JAARGANG 1923

INTERNATIONAAL MAANDHLAD
VOOR NIEUWE KUNST WETEN-
SCHAP EN KULTUUR REDACTIE
THEOVAN DOESBURG

In addition to being a designer, Theo Van
Doesburg was noted for his writing and
design theory. Below is his formula for
two-dimensional space.
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until hisdeathin 1931

Van Doesburgwas one of the first to
recognize the fourthdimensionasa
design elementwhen he identified the
significance of the time equation (see
nextparagraph)inthe films of Hans
Richter, a member of the movement. Ina
1926 article about neo-plastic design
Van Doesburg wrote that, **Thereis no
doubtthatanincreasing desire for visual
reality has causedthe tremendous
popularity of the cinema, illustrated
newspapers, magazines, and
photography. The desire for visual reality
ispartand parcel of the style of our
times."" He also pointed out that ' The
printer's plate represents asreala means

of communicationasdoesthetrain. We
already enjoy a plastic, film-technical
reignover space andtime, andwe are
not far fromachievingaradio-mechanic
(broadcast)elimination of the remaining
dependence upon nature.”

De Stijl's revolutionary approach to form
was summarized by Van Doesburgin
1928, when he wrote, ' The straightline
corresponds to the velocity of modern
traffic, the horizontal and vertical planes
to the most subtle manipulation or the
most simple functions of lifeand
industrial technology. . . . Modern man
challenges the orthogonal (symmetrical)
formwith an oblique (asymmetrical) one.
Theseelementary renovationsfind their

equivalentin the theory of relativity, in the
new search for the nature of matterand a
fresh attitude towards the unlimited
intelligence and creative initiative of
hurmanbeings.”

Inthe early 1920s, with the departure of
Mondrian and many other early
contributors, the Dutch period of de Stijl
cametoanend. Throughout Europe
there was a postwar hunger for new
designideas, and, under Van
Doesburg’s leadership, de Stijl entered
aninternational phase. This period
broughttogether designers like El
Lissitzky from Russia (see page 28),
Frederich Kiesler from Austria, Moholy-
Nagy fromHungary, and Hans Richter

Piet Mondrian played the principal role in

the formative years of de Stijl, and his
paintings are a master file of
asymmetrical divisions of space.




from Germany. The latter was a former
Dadaist and abstract painter, whose
experimentsin abstract animation
formed a foundation for modern visual
techniquesin filmand television
graphics.

Theo Van Doesburg’s paintings ran
parallel to those of Mondrian. The
compelling composition above of 1916 s
ademonstration of the power of black
and white. Though Van Doesburg did not
teach atthe Bauhaus, he had aprofound
influence on Bauhaus ideas. The cover
design (right) was created by him for
the sixth Bauhaus book in 1925.
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The Bauhaus

No movement of modern design has had
more written about it—and probably no
movement has been so misunderstood—
than the Bauhaus. In many ways, the
Bauhaus was not amovement so much
asa gathering place that brought
together the accumulated ideas of the
first two decades of the century ina
school that was dedicated to a new

prominence as both an architect and
leader of the Werkbund in Germany
when he was invited to establish the
BauhausatWeimarin 1919. His early
years were devoted to assembling the
superb staff that was to give the
institutionits distinction. The original
objective of the Bauhaus wastotrain
architects, painters, and sculptorsina
workshop environment, and its success
inthese areasis beyond the dimension of
this study. Whatdoesconcern usisthe
gradual development, within this
framework, of a significant training area
intypographic and graphic design.

training approach tothearts.
William Morris (see page 13) had initiated

Walter Gropius had already achieved the craftapproach to design fifty years

- — =

The design of objects was a very
important Bauhaus course, and almost
every piece of contemporary lighting
owes its form to the designers of the
Bauhaus. This classic tubular chair,
designed by Marcel Breuerin 1928, has
become one of the most popular chairs of
the twentienth century. Page from The
Design Collection, Selected Objects, The
Museum of Modern Art, New York. The
advertising design at right was created
by Laszlo Moholy-Nagy.

before, but he was too much of a
romantic to acceptindustrial technology
Gropius added technological materials
and processes to the craft workshops at
the Bauhaus. The backbone of the
Bauhaus system’s creative approach
was its preliminary, or foundation,
course. The firstfoundation course was
prepared and taught by Johannes itten,
anexperiencedart teacher who was
responsible for the introduction of the
“basic forms,” butthe course’'strue
creative thrust came when Paul Kiee
taught the course briefly in 1923. The
foundation course gained its final trend-
setting form under the direction of
Moholy-Nagy and Josef Albers

from 1925 onward.




Fromthe publication of the
organization’s first proclamationin 1919,
the printed page played animportantrole
at the Bauhaus. This was due to the
combination of anew emphasis on two-
dimensional designin the foundation
course and Gropius’ desire to promote
the Bauhaus ideas and image. In 1923,
the Bauhaus Press was founded under
Moholy-Nagy’s direction, and by 1925
typography became amajor course.

The influence of the Bauhaus on the
design of the printed page is based on
the contributions of five of the masters:
Paul Klee, Wassily Kandinsky, Moholy-
Nagy, Josef Albers, and Herbert Bayer.
The best way to understand the new

dimension that this group broughtto
graphic formisto review their individual
contributions.

Paul Klee, perhaps more than any other
painter of the twentieth century, brought
together visual and intellectual content.
His work contains a wealth of direction
and inspiration for the graphic designer,
and his ideas are guidelines foran
expanded vision. He broughtto his
paintings an intuitive appreciation of
Einstein’'sview of space and Freud'’s
revelations of the unconscious. In his
concept of design, revealed inthe
Pedagogical Sketchbook of 1923, he
holds that the space continuum begins
with a pointthat moves to formaline that, 39

Herbert Bayer brought a humanistic
approach to Bauhaus typography. The
cover atthe leftis for one of the Bauhaus
publications. The typeis one of his many
experimental alphabets.
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inturn, moves to form a plane that, Laszlo Moholy-Nagy was familiar with Bauhaus and went on to become the

finally, movestoforman orvolume. the de Stijl approach to simplified modern movement's leading teacher of
asymmetrical typography, when he two-dimensional design, first at the

Wassily Kandinsky, v rimary joinedthe Bauhaus staffin 1923. Hewas ~ Bauhaus and later at both Black

background, like ¥ was that of also familiar with the experimental work Mountain College and Yale University. In

painting, joinedthe Bauhausin 1922 and  of Man Ray in photographs and additiontohisteaching, Albers’ primary

served on the faculty for more than ten  photograms, and the post-Cubist use of influence ongraphic thoughthas been

years. Kandinsky's approach to form montage and collageindesign. Asa his sophisticated and intricate color i

developed during the Constructivist visionary, he prepared the way fora theory, elaborated in his classic series !

periodin Russia (see page 26). Asa broader, more machine-oriented called Homage to the Square and in his

result, he brought to the Bauhaus the advanceinBauhausthought; asa book, Interaction of Color.

intensely geometric approach to design communicator, he helped extend the

that began with Malevich and was new design attitudes to the layout of the Herbert Bayer, like Albers, studied atthe

extended by the designers of de Stijl. He printed page in his innovative Bauhaus before becoming a teacher

also brought the concentrationon combinations of visual images and therein 1925. By thattime Moholy-Nagy

primary colors that had been explored simplified typography. had already pioneered the printing phase

and exploited by Van Doesburg and of the Bauhaus, buthis typography had '

Mondrian. Josef Albers beganasastudentof the been essentially an extension of de Stijl.

abcdefgq
[KImnop

The letters above were developed as part
ofaplan by Herbert Bayer to eliminate
capital letters. Atrightis animaginative
graphic illustration he created when he
was with Dorland International in Berlin
in 1930, before he left for New York.




It remained for Bayerto establish the
Bauhaus style in typography. One of his
more radical approachestoletterform
was his attempt to eliminate the capital
letter. Although the capital letter has
remained in spite of the logic of his
arguments, his efforts have gradually
reduced the excessive use of capitalsin
German and English headlines, resulting
inasimpler, more articulate use of type.

The Bauhausis usually credited with the
establishment of the International Style
(Functionalism) in architecture and
interior design and with setting the style
forindustrial design. These are no small
accomplishments, but, as graphic
designers, we are indebtedtothe

......
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Bauhausforits coherent attitudes toward
formand space and for the freedom they
brought to the layout of the printed page.
Eveniftoday’s designs do not resemble
the prototypes of the Bauhaus, they
continueto grow alongthelines
established there.

w This cover of Die Neue Linie was also
prepared during Herbert Bayer's Berlin
period. Though conceivedin the late
1920s, both the typography and style are
remarkably up-to-date.
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Afterthe Bauhaus

By the time the Bauhaus closed its doors
T ndesign was aful

chitecture evolved

developedidea. Ar
totheInternational Style
(Functionalism), and indqustnal design

became a newartformbasedon the
framework established in the Bauhaus
workshop. In graphic design, the
asymmetrical approach to page design
was firmly established, typography had
founda new simplicity and directness of
expression; and the growingimportance

| cidal

of advertising had been recognized by
the establishment of Bauhaus courses in
advertisinginthelate 1920s. The modern
movement placed a new concentration
on primary color—red, yellow, and blue—
and on primary form—square, circle, and
triangle. Andthe designs of the Bauhaus
typographers and the work of Van
Doesburg, El Lissitzky,and Jan
Tschichold had brought a new
excitement and sophistication to page
layout.

The problem of the decades that followed
was to assimilate these dynamicideas
Into the not-always-cooperative
framework of commercial
communication. Atfirst, the early

-

movement toward a free and informal
organization of the page gave way
gradually toamore ordered and
structured design. Then, inthe 1960s,
some contemporary graphic design
turned back the clock. Inarelatively
short period, design dipped into the
decorative grab bag of Art Nouveau and,
later, Art Deco. On the whole, these
efforts produced only fashionable and
“trendy’’ (aword invented for this
period) solutions. The few good pieces
that resulted from this instant nostalgia
continued to apply the dictates of
simplicity and of clearly defined form
inherited from the pioneer designers
and typographers of the modern
movements.

By 1957, when Eero Saarinen designed
his famous pedestal chair, curved form
was beginning to modify the dominant
rectilinear style. From The Design
Collection, Selected Objects, The
Museum of Modern Art, New York.

Will Burtin’s cover design at the right
markedthe end of a remarkably creative
decadein American design.




Meanwhile, the fine arts movement that
was toanswer to the name “‘Pop’’ mixed
the spirit of Dada with images borrowed
from the most commercial kind of
graphic design, particularly in packages
and advertising. Because this art was
already a parody of graphic design, it had
only aslightinfluence on contemporary
communication.

1 \V

en Winter-jo

¢ TheAspen WinterJazz poster by Roy
Lichtenstein for Posters Originals came
at the heightof the Pop Art period. He
added the oversize dots of comic strips to
an Art Deco inspired compaosition.
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Summary: A measure of style

The preceding pages have reviewed the
historical formation of modern design,
beginning just priorto 1910 and moving
tothe present. By 1920, following the
cataclysmof war and revolution, the
critical formative period of that
movement had been completed. The
Bauhauswasonly oneyearoldin 1920,
but the artists, architects, and designers
who founded this trend-setting school
were able to take the ideas developedin
the previous decade and synthesize

theminto what was to become the
modern style.

Whatis style? Upto now, we have taken
theterm for granted and not attempted to
take an accurate measure of its meaning.
Thedictionary defines styleas “a
particular distinctive mode or form of
construction or execution in any work or
art.”’ When alayoutis successful, we
consider its styletobe ablend ofthe
accumulated experience, personal taste,
and creative force of the designer. A
careful distinction is needed between the
style arrived at by designers working
toward a common objective and the
merely fashionable solutions that grow
out ofimitation.

Whatis modern design? Thisis also
difficult to define, because it existsin an
intensely visual and varied body of work.
Itsessence is perhaps revealed in some
ofits clichés—the dictate of Louis
Sullivan that *‘form follows function' and
the later expression, identified with Mies
van der Rohe, thelast director of the
Bauhaus, that “'less is more."" Beyond
those overworked paraphrases of the
word "'simplicity,”’ the modern
movement was also concerned with a
revitalization of factors now considered
basic: the primary colors, red, yellow,
and blue; the primary forms, square,
circle, andtriangle; andtheir three-
dimensional counterparts, cube, sphere,
pyramid, cone, androd. There is another

Twentieth century design

The diagram atthe right summarizes the
movements thal shaped modern design
fromthe turn of the century to the mid-
1930s. Thereis little precise information
upon which the beginnings and end of
some of the movements can be based,
and World War | had varying effects on
each ofthe styles. The revival of some
influences, particularly Art Deco, Art
Nouveau, and Dada, blurred the-
boundaries of some movements; but the
chart provides the designer with an
opportunity to study the relationship of
these influences to each otherin the

critical, early decades of modern design.




reason that modern design defies
precise definition. Inatime of
accelerated movementand change, this
design approach shifts with each
technological development—each new
idea that leavesthe drawing board is
instantly communicated to the world.

Inreviewing the growth of modern style,
we covered nine essential movements
that contributed toits form: Art Nouveau,
Cubism, Futurism, Dada, Surrealism,
Constructivism, Art Deco, de Stijl, and
the Bauhaus. How did each of these
movements contribute to the modern
style of graphic design?

Art Nouveau. Thiswasthe prelude and,

some would say, the false start of the
modern movement. In addition to its
general emphasis on ornamentand
surface decoration, this movement had
some directinfluence on graphic
design—it marked the beginning of
postersasanart forminthe work of
Beardsley, Bonnard, and Toulouse-
Lautrec. These posters became a potent
forcein the formation and transition of
artistic style to other forms of applied art.
In publication design, page layout still
adheredtotraditional and classic
patterns, butits typographic ornament,
letterforms, and illustrations provided a
pattern for future graphic ideas.

Cubism. No more revolutionary art event

occurredinthetwentieth century thar
the advent of Cubism, and no eventhad a
more enduring effect on the visu:
development of communication. Cubisn
influenced graphic design througf

use of collage and assemblage, throug
itsfree use of letterforms as plastic
elements, and through its tradition-
breaking approach to representation and
form. Within a few years of its
introductionin 1907, ithad altered the
design approach of de Stijl, Futurism,
Constructivism, and a generation of
painters in every corner of the world.

Futurism. The critical bridge between
Cubismand Futurismwas supplied by

Marcel Duchamp in his now-classic Nude 45

1930
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Dada. Inspired by Duchamp's

irreverence and boundless imagination
) 3 movement sp lacross tne
orid. Its persistent llenge anc
stattitude toward the sacred cows of

d aaitwo majorii fluences on modern

St, ittaugntdesigners
that humor and shock value could often
gain aviewer's attention and overcome

Lester Beall’s 1938 cover design fora
brochure he prepared for the Sterling
Engraving Company reflects the
precedent-shattering typographic
experiments of both the Futurists and the
Dadaists, as well as the sophisticated
asymmetrical approach to form of

de Stijl and the Bauhaus.

freewneeling experiments in typograpnic

Surrealism. Under the growing influence

the early Dada artists moved on in the

formed a foundation foranew approach
tographicimagery, drawn illustrations,
and photographs, and provided

a major source of ideas in visual

his apathy; and second, from Dada’s Surrealists created considerable chaos
In communication. On the other hand,
Constructivism, as an early voice of the
Russian revolution, was destined to
begin creating a new sense of order in
design, along with de Stijl. By utilizing
photomontage, collage, and free
typography intheapplied arts, this
movement helped to create the
foundation for a new approach to visual
communication that was to take its final
formunder the guidance of de Stijl and
the Bauhaus.

ommunication, designers learned to
reappraise their typographic formulas

oftheideas of Sigmund Freud, many of

1920s to shape a new kind of illustrative
artbased on theunconscious. This shift

Art Deco. This movement, which in many
ways ran counter to the trend toward
simplicity inmodern design, brought
surface decoration back into the applied

communication.

Constructivism. Intheir break with
traditional approaches, the Dadaists and

—



arts. Under its influence, alarge body of
the printed matter of the 1920s took on a
look of streamlined slickness that began
to give way to the more directideas of the
Bauhaus typographers by the mid-
1930s. Like Art Nouveau, this style is
often popular with students who are
intrigued with its nostalgia and variety of
options, but, like any superficial style, itis
not without its dangersanditis capable
of creating communication design that
fails tocommunicate.

De Stijland the Bauhaus. Whenthe
Bauhaus openeditsdoorsin 1919, Piet
Mondrian had moved from Cubismto
first his Neo-Plastic approach and thento
simplified asymmetrical painting, and

Milton Glaser’s poster of Bob Dylan was
createdforartdirector John Berg at
Columbia Records. Like the design by
Lester Beall on the facing page, itis not
imitative of any pastor present style; but
itdoes convey some of the spiritof Art
Nouveau in a contemporary frame.

Theo Van Doesburg had refined
typographical presentation and
asymmetrical page layoutin de Stijl. By
the time the Bauhaus closed in the early
1930s, theseideas had been extended to
include all forms of printed matter—
magazine covers, advertisements,
editorial layouts, books, and brochures.
Though much of the work was
experimental, many of the finished
pieces produced are as modern and
effective today as they were in this critical
developmental stage of graphic design.
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Form: Defining structure

When primitive man first placed two
stonestogether, he may have made the
firstmove in the development of form. Itis
even conceivable thatin some strange,
intuitive way, he may have arrived atan
arrangement of his stones that could be
accurately explained by principles of
proportion that were to be discovered
and formulated many centuries later,
principlesthatto this day are not totally
understood.

Archaeologists probing the early
beginnings of civilization are constantly
encountering evidence of some innate
sense of organization and a natural
appreciation of proportion. In some of
the earliest cultures, there isevidence of
often complex formulasthat hintata
relationship between mathematics and
form. In the earliest expressions of visual
communications, there was a natural
gravitation toward the symmetry of
nature; but we also occasionally
encounterexamples of the forceful
tension and equilibrium of asymmetrical
form.

By the emergence of Greece and the
other Aegean civilizations, this sense of

form had become a highly articulated
system: by the fifth century B.C. the
architects of Greece were able to isolate
the principle of proportion based on the
division of alineinto an extreme and
mean proportion. Later this became
known as the golden section, on which
the main measurements of the
Parthenon are based. The golden
section has played arole in nearly all
efforts to create design systems and grid
structures since that time—it was used by
Albrecht Durerin his fifteenth century
analysisofthe alphabetand by Le
Corbusier in his twentieth century design
system he called the Modulor. The
golden section was even used to explain
the music of Béla Bartok. 51
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Though there isample evidence that this

basic system of proportionis valid, it
yccountall

S Not adequately

gn potential ofthe

explain thedes
sqguare, nor
with the many effective and varied forms
thatcan be foundin a study of natural
objectslike the snowflake, the shell, or
the snail. Itdoes not begin to explain all
the complex design rhythms that exist
within the form of leaves. Because our
vision does notrespondin aprecise,
predictable, or structured way, we
cannotbegin to solve all of our creative
design problemsin the terms of a
structured theory. When welook at the
simple, asymmetrical design of a

loes it begintocometogrips

Mondrian paintingand compare it with
the equally beautiful, butcomplex,
fractured forms of a Braque paintingin
the Cubist style, we begin to sense the
inadequacy of systems.

Mathematical laws of proportion can be
valuablein ensuringthatall elements of a
design knittogether to produce a unified
and sometimes unique solution.
However, thisadherence to
predetermined systems of proportion
alone cannot supply a creative solution.
Mostdesignideasare arrived at quite
independently of such rulesand
regulations, anditisatrained eye and
alert mind that will most often lead us to
exciting design solutions.

The Parthenon is probably the most over-
analyzed work of artin history. While itis
true that Ictinus used the golden section
to determineits dimensions, itis also
reasonable to assume thatmany of the
esthetic judgements he made cannot be
explained by mathematical formulas.
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Symmetry: The classic ideal

The early Mediterranean cultures of the
Egyptians, the Greeks, and the Romans
setastylethat was firmly entrenched in
formal balance. Their monolithic
structures executed in stone and marble
with centered entrances dictated aform
based on acentral axis with an equal
balance of elements on both sides.

This dedication to classic symmetry grew
out of the block-on-block construction;
the enclosed space that resulted; the

need forafixed entrance; and the
philosophical and religious purpose of
many of the buildings. Formany years,
Western architecture followed the lines
laid down by Phidias, the master
designer of the Acropolis, and his
followers. Butin the sixteenth century,

when the printed page was initsinfancy,

Andrea Palladio extended this
acceptance of classic balancetoan
extremein which the leftand right wings
of abuildingmirrored each other,
sometimes without regard for need or
function.

This architectural formalism had a
profoundinfluence on the form of
inscriptions and early manuscripts that,

inturn, directed the design of the printed
page. Ifthe occasional chiseled
inscription or hand-rendered scroll ended
up with letters that are aligned at the left
with uneven margins at theright, it was
more amatter of convenience than
intent. The varied nature of the material to
be assembled on the printed page, the
varied line lengths required by poetry
and drama, the need for ornamental
initials and decorative illustrations, all
began to nudge at the formal foundations
of early pagesin type; but the primary
dedication of the scholar/printers of
Venice, whowere the pioneers of graphic
design, wasto symmetrical balance.
When the design moved away fromits
central axis, decorative borders were
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These pages from the Poliphilus,
published by Aldus Manutius in Venicein
1499, are laid outin a near-perfect
symmetry, that extends to the illustration.



oftenemployed to bring the result back to
formalism. Like the walls of aclassic
building, they enclosed and organized
the spacein an unbreakable pattern.

It was not until the twentieth century that
asymmetry began to be appreciated as
an optional forcein architectural and
graphic design, butit did not diminish the
importance of symmetry as acreative
approach to form. Symmetrical balance
has produced page designsofrare
beauty, and the esthetic conditions that
inspired classic page design continue to
setthe pattern for a fair proportion of
contemporary design.

Symmetrical form still has aplace in
contemporary design. This cover,
designed by Herb Lubalin for Avant
Gardein 1972, is seton a central axis.
Aside from the tension of the slanted
Strokes of the letters, the design is in
symmetrical balance, as is Richard
Lindner's powerful painting called Ice.
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Asymmetry: The oriental order

While the Roman empire was spreading
the concept of classic symmetry across
the European continent, a new view of
architectural formwas developingin
Japan. Drawn by necessity and climate
to wooden framed structures instead of
stone, the Japanese designed their
buildings to open outward toward nature
rather than inward to embrace the
interior space. The result of this different
approach was a differentformbasedona
carefully and deliberately planned

PR ITTRTIe P |

asymmetrical design.

Several aspects of construction inspired
the off-center approach. Thesliding
screen forventilation and access was, by
the nature of its function, asymmetrical.
Thisopening, unlike the classic
doorway, movedtovaried positions and
was oftenlocated on one side oranother
of the building facade. The post-and-
beam construction—so logical when
building with timber—made it possible to
create cantilevered planes and
extensions of roof overhangs that would
have beenimpossible in stone or
masonry construction wherethe
essentially symmetrical vault and arch
were more appropriate.

While Western design was constructed
aroundthe central axis and golden
mean, the Japanese construction was
based onmodular systems. One of the
simplestand most frequently used
modules was the tatami mat, many of
which lined thefloors of Japanese
houses. They were made of igusa straw,
covered withboundreeds, and bound
together by black tape. The tatami mat
measured about 3’ x 6’ (.91 x 1.83 m),
andits double square proportion lent
itselfto varied patterns and
arrangements when the mats were laid in
groups. These patterns, inturn, often set
the dimensions of the interior space and
influenced the overall proportion of the
design.

8 -

Modern design owes a considerable debt
to the centuries-old Japanese
asymmetrical division of space in
architecture and interior design. A basic
module of Japanese form is the tatami
mat, shown in a close-up atthe leftandin
one of its many patterns above.




Behind this unique approachtospacein
Japanese architecture and art—in which
fluid, open space was as essential to the
design asthe objectsin that space—was
aphilosophy that perceived the
individual not in opposition to the outside
world, but as part of it. Form and space
wereinterdependent and inseparable. It
is not difficultto see how this attitude
dovetailed into twentieth century
design—the Japanese naturalinstinct for
the organization of space and for pristine
orderisreflectedin the refined but simple
formof their art.
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Asymmetry moves west

There isagrowing realization that
modern Western design owes asizable
debt to the simplicity, order, and
asymmetrical division of space that has
characterized Japanese artand
architecture formany centuries. Itis well
known thatfrom the late nineteenth
century onward, Japanese printshad a
significantinfluence on the form of
Western painting and the graphic arts.
However, the influence of Japanese
architectural design on the development

of plastic formin the West is less well-
documented.

In 1893, Frank Lloyd Wright, thenin his
twenties, made several visits to the
Japanese pavilion called Ho-o-den at the
Chicago World's Fair. This pavilion, a
rare example of Japanese traditional
architecture, demonstrated the oriental
respectfor space and the unique
asymmetrical division of exterior planes
with dark wooden accents. A few years
later, Wright designed and builtanew
home for the Ward Willets family in
Highland Park, Illinois. Not only did the
plan of thishouse, one of the early prairie
houses, substitute flow for Palladian
symmetry, but, more important, the

One interesting transition of Japanese
form to twentieth century designlies in
Frank Lloyd Wright's consuming interest
in Japanese architecture and prints. The
Ward Willets house (above) is generally
considered to reflect this oriental
concern. The housein turn became one
of the features of the Wasmuth
publications circulated in Europein
1910, whereitinfluenced the artand
architecture of de Stijl in the decades
that followed.

N

facade of the house reflected the
Japanese divisions of space that Wright
hadseen in the Ho-o-den pavilion.

It was the nature of Frank Lioyd Wright's
genius thathe never acknowledged
influences on his own work or bothered
toacceptthe compliment of his influence
onothers. Yeteven acasual review of his
work and the work of other twentieth
century designers confirmssuch
influencein both directions. The
Japanese influence on the Ward Willets
house in lllinois might have been of no
greatimportance to modern form,
however, had it not been for the
Wasmuth publications of 1910 and

1911, which brought the early work of
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Wrightto the attention of European
architects and artists. Thereisno
question about the powerful influence
these publications had onthe modern
movementin Europe, but one of the most
unusual influences has notbeen clearly
and completely established. This was
Wright'sinfluence on the division of
linear space developed by Van Doesburg
and Mondrian in the de Stijl movementin
Holland. By 1918 both artists were using
dark linestodivide theircanvasesin
patterns that suggested Japanese
asymmetrical design.

VincentScully, Jr., aleading
architectural critic who has explored this
apparentinfluence froman architectural

historian’s viewpoint, sumsitupin his
book Frank Lloyd Wright with these
words, “‘In my opinion the Dutch de Stijl
movementitself owed even more to
Wright's interwoven striping details and
plastic masses thanitdidto French
Cubism.”" In any case, whether this
suggested path—from Japanese
traditional architecture to Frank Lloyd
Wrightto Mondrian—is atrue course ora
mere coincidence, the effect of this
breakthrough on the developing modern
approach toformis beyond question.
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Have you heard? This sport shirt cun go evervwhere—even into
the washing muchine. It washes casily, dies quickly, and if vou
want to bother ironing . it wou't take more thau a winte. Yon
never have to =put it away”™—heeanse moths just don't a0 for it
Aud—maybe this is the biggest wiracke—it looks and feels the way
a sport shirt shonld—soft and luxuious, but with enough body 1o
lave a shape of its own. The reason for all this good news s au
amazing new fiber called Acrilan. 1f voure lucky, et weekend

Yo'l be swearing a shirt of Acrilan too.

This 1952 advertisement for Acrilan,
designed by Robert Gage of Doyle Dane
Bernbach, echoes the neo-plastic form
of Mondrian’s painting, left.



he Mondrianinfluence

porary designers assess
t gvalue ofthe influence of
Mondrian and the de Stijl movementon
jesign and page layout, they
tend to exaggerate the rigidity and
geometry thatthese paintings may
sometimes suggest. Such an appraisal is
unfairto both the original material and to
the imaginative and creative potential
that existsin the application of the Neo-
Plastic approach to space.
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The Mondrian influence on

contemporary design took many forms
that were not always traceable to his
precise patterns. The layout, right, by
Carlo Vivarelli with a photograph by

Werner Bischofis an example.

Itis sometimes difficult to see the plastic,
spatial beauty of aMondrian painting
behind the black bars he used so
effectively to emphasize the carefully
proportioned space just asitis, at times
difficult to see the forestfor the trees.
While the influence of these bars on
modern typography was of considerable
importance, Mondrian’s most significant
contribution to graphic design liesinthe
purity and simplicity with which he
approached the two-dimensional
surface of his paintings.

A study of the paintings he produced in
the 1920sis acomprehensive lessonin
the almost limitless possibilities for the
asymmetrical division of space. This
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lesson, heeded by countless painters,
had its most profoundinfluence on the
new generation of graphic designers
who were inspired by the Mondrian
breakthrough and who demonstrated in
their layouts whatawild and unrestricted
field he had opened up to contemporary
design and layout.
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To the executives and management of the Radio Corporation of Amenica:

Messrs. Alexander, Anderson, Baker, Buck, Cahill, Cannon, Carter, Coc, Coffin, Dunlap, Elfrotr, Engsirom, Folsom, Gorn, Jolliffe, Kayes,
Marek, Mills, Odorizzi, Orth, Sacks, Brig. Gen. Sarnoff, K. Surnoff, Saxon, Serdel, Teegarden, Tuft, Watts, Weaver, Werner, Willams

Gentlemen: An important message intended expressly for your eyes 1s now on its way to each one of you by special messenger.

Wilham H. Wentraub & Company, Inc. Adzertising 488 Madison Avenue, New York
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This effective advertisement designed by
Paul Rand combines asymmetrical form
with a headline that spells the letters RCA
in the signs of the Morse code.
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end ofthe 1920s, Parisian

r produced aremarkable
book called Mise en Page, The Theory
and Practice of Layout, which conveyed
agreatdeal of the excitement and
innovation in design during that eventful
decade. Infact, the book was atour-de-
forceindesignideasand printing
techniques. Although by de Stijland
Bauhaus standards it might be
considered flamboyantand lackingin
design purity, Mise en Page does reflect
many of the typographic ideas advanced
by Van Doesburg, El Lissitzky, and the
Bauhaustypographers. However, its
design was often more akin to the
Societe des Artistes Decorateurs
Francais and the style we have come to

Olme
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call Art Deco than it wasto the Bauhaus
style. In spite of this slight lapse in design
purity, Mise en Page contained a
suggestion of almost every design idea
that was to occur in the half-century that
followed. In addition, Tolmer’'s book
contained samples of advanced
photographic techniques and samples of
printing techniques and special effects
that would be difficult to duplicate today.

Mise en Page contains some provocative
words about layout and design, and
Tolmer’'s definition of balanceis worth
repeating here: “'Like skating or walking
thetight-rope, the art of layoutis an art of
balance. It cannot, however, be
expressed merely as a mathematical

ates
our own expenence.

The pages above from Mise en Page
demonstrate the tension and the
equilibrium of asymmetrical design
applied to symmetrical objects. The
illustration at the right by Saul Bass for
Tylon Products, through the Blaine
Thompson agency, indicates with near
perfection the opposing forces in an
asymmetrical balancing act.




calculation. The tight-rope walker
steadies herself with her parasol rather
than with the aid of aformula. The sense
of stability; the rightand wrong way of
doing anything; the amount of air that
enables the earth to breathe; the most
satisfactory way of combining the
elements of a theatre set, the page of a
book or a poster; all these things are
essentially amatter of feeling.”

Thereason that the performance of
Tolmer’s tightrope walker is exciting
restson the unsureness of her journey—
the threat of falling isalways there. ltisin
thistension and implied mgvement that
the asymmetrical layout gains its
strength.
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Contrasts of value and color presentation of graphic material. Jan adds visual impact to the design. On the
T old, often considered the father printed page, value contrast takes many

C dern typography, identified forms: it is the relation of boldface and
contrastas ‘'the most important element lightline in typography; itis the negative,
in allmodern design.”’ or reversed, image played against the
positive image; itis the accent of ablack
ontr arkofourage,” wrote If we owe adebtto Japaneseart and image setin white space.
Theo Van Doesburg, the Neo-Plastic architecture forthe asymmetrical
prophet of the de Stijlmovementinthe approachto form, we are alsoin their Contrastdoes notdepend on multiple ¢
early 1920s. Over fifty yearslater, a debt for their early exploration of value images within alayout, butmay be
student of modern graphic design does relationshipsinthe monochromatic sumi  expressed in the values of asingle
not have tolook farto sense the (ink) painting. In graphic design, the picture. There are two factors of visual
verriding importance of this elementin white of the paper and the darkest black perceptionthatenhance the
yyout. The contrasts of dark againstlight  that printing ink can provide arethe polar  effectiveness of contrast: theillusion that
and large against small, the contrast of forces ofthe design process. When a adark object will appear closer to us than
mood in subject matter, and the dark (low-key) image is juxtaposed witha alightobject; and the way in which adark |
punctuation of space by strong accents light (high-key) image, the resulting objectwill seem even darkerin a light
all contribute toward the dramatic contrastenhances bothimages and areaandalightobjectevenlighterina

-

Theimaginative spread above by
Bradbury Thompson for Westvaco
Inspirations, published by the Westvaco
Corporation, contrasts the dark tones of
aphotogram against the high-key
photograph at left.




dark area. Intheillustration below, the
gray baris actually constant, butitstone
seemstovary as the backgroundtone
moves from lightto dark.

When colorimages are involved, the
designeris forced to consider chromatic
aswell as value contrasts. This contrast
exists in muted colors against colors of
high intensity; in cool colors (bluesand
greens)againstwarm colors (reds and
yellows); and in the juxtaposition of
complementary (even deliberately
discordant) colors. Complementary

colors refer to those found opposite each

other on most color wheels, dndthey are
alsothe colors that appearinan
afterimage. (When you stare atared

objectand suddenly look away, you see
a green afterimage.)

While aknowledge of color theory may
be helpful in design decisions, itis not
essential. As Josef Albers points outin
Interaction of Color, **Just as knowledge
of acoustics does not make one musical,
so nocolor system by itself can develop

one’'ssensitivity tocolor . . .notheory of
composition by itself leads to the
production of music orofart.”

65

The poster at left by Mikio Oiwake for the
1972 Olympicsin Sapporo sets deep
black shadows against bright white
surfaces, which together set off the
centered disk in red.
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Contrast of size will contrast dramatically with a distant
indscape. Forexample, when a hand
(o) the page larger than life-size

and asmall figure appearsin the
background, the visual impact will be

i Of contrastthat car
" re dynamic effect thar The importance of size contrast may
valuerelat hips, and thatis contrastin ~ Seem obvious, but agreat body of
scale—the large image against the smal mediocre page design is guilty of
mage. Thistype of contrast can be uniformity of image size or scale. One of
achieved by focusing on the relative size the important contributions of the
wo or more images on the printed Russian Constructivists was the way

page or on the comparative scale of thatthey used contrastin sizein their

bjects withinagivenimage. A large posters to achieve dramatic effect.

picture willseem even larger when itis
placed nearasmallimage, andinasingle  Two other forms of contrast are
picture one object in extreme close-up sometimes valuable in the design

This much-imitated 1935 poster design
fora Swiss skiresort by Herbert Matter
uses the extreme close-up of the skier’s
facein contrasttothetiny figure.

process and are worth mentioning. One
Is the contrast of mood, where the same
design unit contains two different
emotional stimuli: aggressive and
passive, cheerfuland sad, earnest and
humorous. Another form of contrastin
layoutis the relationship of forms and
accents within the design: vertical and
horizontal, curved and linear, concave
and convex. This contrast can influence
our perception of space. Vertical
emphasis can make the space seem
taller, while horizontal emphasis can
make it seem wider. Variations of angles
and forms within the space can add an
illusion of depth and dimension and even
asuggestion of motion ormovement.




Designed by Bob Pelligrini and
photographed by Ryszard Horowitz, the
page at left for Richton takes full
advantage of size contrast. In the design
below, which I did for Look magazine, the
contrastinsize ofthe Irving Penn
photographs was enhanced by using the
large object small and the small object
biggerthan life-size.

=7 '
. - s " - -“
as seen through the lens of an
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The designtrilogy

Triforms have playedasignificantpartin
the development of modern graphic
design. The three basic shapes thatwere
adopted by the Bauhaus and converted
into a design philosophy are the square,
the triangle, and the circle. This
geometrictrilogy, which had been
explored by Malevich, became the teach-
ing credo at the Bauhaus, and, together
with the three primary colors, red, yellow
and blue, it provided the foundation for a
major group of modern designers.

The acceptance of these forms may
seem to be an oversimplification of the
design process, but, if they are examined
as dynamic forcesrather than static
shapes, we begin to understand the
sophisticated and provocative role they
play in modern graphic design.

In 1923, when Paul Klee took over the
foundation course at the Bauhaus from
Johannes Itten, Klee worked outan
explanation of the dynamic potential of
these forms that has never been
surpassed. After more than fifty years,
his ideas continue to provide us with a
validanalysis of form. Beginning with the
square, he explained how the vertical
and horizontal forces actinits creation.

D

Returning to the geometric postulate that
form begins with adimensionless dot that
movestoformaline, Klee then explained
how theline getsintoa “'stress
relationship with aparallel line’ to form
the square until “we cannolonger
distinguish which line moved, the upper
orthelower. The stress relationship
thereforeisreciprocal.”

Inthe case of the triangle, Klee again
traced its creation to what he called
“casualforms.’ He used the plumbline

iy
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Paul Klee made frequent use of
geometric formsin his painting. Here, he
uses them to create Six Beings.




thatrepresents the shortest path from the
apex tothe base and pointsoutthat “‘a
triangle came into existence because a

A il

. 1
point stressed with aline and following

the dictates of eros consummated the
relationship.”” His sketch above
demonstratesthis dynamic analysis.

When Klee examined the circle, he
pointed out that “‘the question of
causality is particularly easy to answer.
The circleisdependent on the formation
of acenter. Its history emanates from the

point. This point radiates to all sides and
thus moves toward all sides.”

Tohisillustration of the actual, causal,
and combinedimages of the circle, he
added these thoughts: *One could say
thatthe pendulum starts to swing, gravity
is suddenly cancelled out and centrifugal
force takesitsplace. One could also say
thatalinefindsits center and revolves
aroundit.”

Paul Klee also reminded us of the three-

design training.

dimensional forms directly related to the
square, triangle, and circle: the cube, the
pyramid or cone, and the sphere.

Overused and misused or
misunderstood, these forms can become
cliches, butKlee'sinteresting view of
them points outthat the designer’s mind
must continuously be alert to the
intriguing possibilities that lurk behind
the most common objects within our
perception.
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In 1968, Herbert Bayer designed this
cover for the fiftieth anniversary Bauhaus
exhibition. He featured the primary
colors and the principal forms that were
such an essential element in Bauhaus
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Freeform

There were hints of free formin the poster
designs and furniture forms of Art
Nouveau, but, like so many innovative
approaches of twentieth century design,
theroots of free formwerereally in the
Dadamovement. Thetraces of these
shapes were suggestedin the early
experiments of Marcel Duchamp, and
the ideas were extended by Francis
Picabia, Man Ray, and Max Ernst.
However, the mostimpressive
suggestion of the design potential of free

formwas revealedin Hans Arp’s work,
dating fromabout 1915.

Arp, whom Alfred Barr of the Museum of
Modern Artonce identified as “‘aone-
man laboratory for the discovery of new
form,"" created shapes in painting,
construction, and sculpture that became
strongly identified with modern art.
Writing about his early search for new
form, Hans Arp said, “‘| made my first
experiments with free formin 1915.1
looked for new constellations of form
such as nature never stops producing. |
tried to make form grow. | put my trustin
the example of seeds, stars, clouds,
plants, animals, andfinally in my
innermost being.’’ His final statement

contains a hint of his later involvement
with Surrealism, amovement that
continued to create and develop free
forms (see page 22).

One of the Surrealist painters whose
work is crowded with innovative shapes
is Joan Mir6, whose freedom from formal
conventions and concern with natural
objects led him to expand this dimension
of form. English artists, like Henry Moore,
Barbara Hepworth, and Bernard
Meadows, accepted free formas an
important element of theirart, and, in
America, Alexander Calder gave free
form movementin his mobiles.

Probably the mostimportant contribution




of free formto design is containedin the
work of Le Corbusier, the architect
whose work transcended all modern
movements. His sketches, ground plans,
paintings, and sculptures made frequent
use of free form in their overall design,
and his late architectural designs,
particularly the Chapel at Ronchamp,
made bold use of this design element.

Free forms were absorbed into graphic
designinthe French posters ofthe 1920s
andin Art Deco surface designsand
graphic forms. They have been used
sparingly—but often effectively—by
many contemporary graphic designers.

One ofthefirst artists to use free form was
Hans Arp, who created this painted wood
relief Arrow Cloud (/eft) from a private
collection in Basel. The design by
Bradbury Thompson forthe Production
Yearbook makes effective use of a white
shapeinagray background (above). The
free-form hand (top) expressedin Le
Corbusier's maquette is one example of
his use of free form in models and art.
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Another common form of symbol is the
arrow. Inthe 1930s, whenthere was a
growing awareness among designers of
directional eye movement, the pointing
hand or arrow became important devices
intypography, achieving balance within
the newly popular asymmetrical layouts.
Morerecently, the arrow has taken its

proper place asan occasional symbol
and directional device in typographic

As modern high-speed communication
propelled ustoward the language
barrier, anew need developed to
reconsider forms of preverbal visual
communication, emphasizing visual
deas thatexplain functions and
operations without the need for letters or
words. Multinational corporations with
global communications problems have
returned to glyphs and pictograms to
solve some of their problems.

a design students’ guide
to the New York World's Fair

compiled for

P/M magazine . . . by Laboratory School

of Industrial Design
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Paul Rand’s cover design (left) uses the
symbols of the 1939 World's Fair, the
elaborately named trylon (cone) and
perisphere (sphere), combined with a
cross which in this context becomes a
plus sign. In my layout for Look magazine
above, l'turnedthe normally horizontal
one-way streetsign into a vertical to
illustrate New York’s upward thrust.

As PaulRand suggests in Thoughtson
Design, ared circle may be interpreted as
asymbol ofthe sun, Japanese battle flag.
stop sign, or ice skating rink, depending
onthe contextin whichitis used.
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ONE WAY
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Dimension: Perspective

Fromthe beginning, artists workingon
the two-dimensional surface have
experimented with ways to suggest
distance and depth. The earliest cave
drawings placed one animal behind
another, and later artists varied the size of
theanimalsinthe foreground and the
background. In Chinese and Japanese
landscape painting. the effect of distance
was achieved by subtle gradations of
tone, with the near objects being

74 distinguished fromthose ata distance by

therelative darkness of the color.

Our familiarity with photographic images
In print—or projected onto the single
plane of the movie screen or television
tube—sometimes obscures the fact

that the dimension we see is an
illusion. We have to remind ourselves
that perspective as a method of spatial
representation hardly existed priortothe
fifteenth century. It was then that the
horizon line and vanishing point were
firstusedtocreatetheillusion we now
take for granted.

AFlorentine architect firstdiscovered the
mathematical laws of perspectivein
1410, and, by the end of that century,

Renaissance painters like Masaccio,
Uccello, and Leonardo hadrefined these
principlesinto the currently accepted
technique of perspective rendering. The
camera obscura, which was invented
priortothistime, probably played arole
in developing the perspective approach.
Thisforerunner of the modern camera
castaninverted image of a three-
dimensional subject on to a two-
dimensional surface when lightrays
passedthrough atiny aperture, orlens.

For centuries after itsinvention,
perspective was one of the foundations
of Western painting and design. It was
only when the Cubists and the artists who
followed began to challenge theillusion

ElLissitzky, writing about the three-
dimensionalillusion, compares ittoa
pyramid where “the tip lies in our eyes—
in front of the object—or we projectitto
the horizon—behind the object. "’ The last
is the usual Western concept of
dimensional space, but the designer
needs to remind himselfthatitis notan
absolute butan illusion.
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Dimension: Isometric
ther me farriving atthree
N is by isometric
projection. Thisoblique method of
jgesting depth was originally used by
the artists of ancientChina, and, ata
mu iter date, it was developedintoa

system for engineering drawing. The
idvantage of isometric views over
perspective liesin the ability to provide
accurate measurementsin all directions
because the scaleisconsistentfrom

The above trademark, designed for Total
Financial Services by Gerry
Rosentswieg, creates anisometric
projection ofacommon symbol. The

front to back and does notdiminish with
distance. Itisan approachto form with a
proven value todraftsmen and
architects, and, from the time of de Stijl,
modern designers have been intrigued
by the graphic potential of this form of
projection.

In atrue isometric rendering all
horizontal linesaredrawn ata 30° angle
andtheselinesremain parallel toone
another asthey extend toward the
horizon rather than converging the way
they doin perspective rendering. These
parallellines, which presumably retain
their parallel direction to infinity, can
create some disturbing distortions and
some interesting opticalillusions.

advertisement at the right, by the noted
Swiss designer Josef Miiller-Brockmann,
uses isometric form to suggest the
dimensional nature of packaging. Both
projections are based on the 30° angle.

Forthe engineer, there are elaborate
rules and regulations governing the use
ofsuch projections. But for the graphic
designer, whoismostinclined to use
these angular projectionsto create an
effect, thereisvery little restriction—
except for the use of parallels—and a
general freedom to use isometrics as
creatively as possible.

Isometric projectionis adevicethatthe
graphic designer will use only on special
occasions whereitservesalogical
communication objective, or where he
wants to free his design from the confines
of vertical and horizontal form. One of the
areas whereisometric views are
particularly valuableisin the

Eine neve Packung ist im Werden. Unvermutet
tauchen dabei Fragen technischer Natur

aul, die rechtzeitig mit unseren Spezialisten
‘besprochen werden soliten, Schon oft konnten
wir mit Ratschisgen aus der Praxis unsern

Teil zum Erfolg eines Markenartikels beitragen,
Nitzen Sie unsere Erfahrungen auch bei der
Gestaltung von Prospekten, Plakaten,
Schaufenster-und Stanzplakaten,Attrappen und
Verkaufshelfern

Lithographie und Cartonnage AG 2Grich
Hallwyistrasse 78



development of graphs and charts
containing statisticalinformation. Here
the advantage of accurate measurement
and the often useful dimensional effect
can help to simplify the presentation of
complexinformation.

This 1924 design of an advertising kiosk
to promote the sale of cigarettes was
rendered by Herbert Bayer in isometric
dimension atthe Bauhaus.
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Angles and diagonals

For most of the history of the printed
page, therightangle has dominated
layout. The automatically imposed grid of
the printer’'s em quad and the rigid forms

used for press and foundry lock-up of
type dictated this rectangular
arrangement. The only exception was
poster design, where drawing and
ettering were rendered directly and often
y onthelithographer's stone.

free

When the Cubists began pasting and

stenciling letterforms on their paintings
they were spared the restrictions of
typographic convention. The Futurists
and the Dadaists went a step furtherand
assembled their typography by pasting
the lettersin place for photographic
reproduction. The Constructivists
extended this approachto more serious
applications, and they created some
impressive designs based on anglesand
diagonals.

Though Theo Van Doesburg becamea
bold champion of anglesand diagonals
in his painting and finally split up with
Mondrian because of differences on this
very point, herarely applied angles to his
typographic design. Piet Zwart, a Dutch

typographerand contemporary of Van
Doesburg, did pioneer some extremely
interesting angular layouts, butthe
Bauhaus designers made only sparing
use of thisform

More recently, angular designs have
been used occasionally and effectively
by Swiss and French poster artists
and by American designers like Paul
Randand Lester Beall, and there are
signs of anew interestin the angular
format in advertising. Muller-Brockmann,
the noted Swiss designer, has even
worked outacomplexgrid for graphic
display panels based onthe 45° angle.
Today the designer approaching the
printed page isinclined tolook on this

Simultaneous Counter Composition,
painted by Theo Van Doesburg in the
early 1920s, is an example of his
experimentsin the adaptation of de Stijl
rectilinear patterns to angular form.



formasaunique, butoccasional, change
of pace.

The advantages ofthe angie in page
design derive fromits contrast with
surrounding matter and its attention-
gettingnovelty. Also, graphic ideas that
depend on a cross-axis will be easier to
readinanangled setting. The
disadvantagesare its break with
established reading patterns, the
decreased readability that may resuit,
and the contrived effect that may create
reader resistance.

The wartime poster by Jean Carlu is an
outstanding example of the forces of
tension and equilibrium that angular form
can bring to graphic design.
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The Modulor: Le Corbusier’s
design system

Design systems were a natural

outgrowth of the modern design
movement, whichwasborninthe
machine age and evolved through a
period of technological and scientific
growth. The best knownand most
interesting of the design modules was the
Modulor, created and patented by Le
Corbusierin 1946

Throughout the history of design, there
has been asearch for systemsand

formulas that would assistthe designerin
his search for solutions to his problems.
The ancient Egyptians and Mayans
applied mathematics to formin ways that
have yetto be fully understood. The
classic designers of the Acropolisin
Athens made sophisticated use of the
golden sectionin working out the
proportions of their architectural
designs, and the Japanese made use of
modular gridsin their painted screens, as
well as in theirdomestic architecture.

Le Corbusier, whose realnameis
Charles-Edouard Jeanneret, wasbornin
Switzerland in 1887. He moved to Parisin
the post-Cubist period, where he
became one of the greatest single forces

Inthe development of twentieth century
architecture. In addition to hiswork in
architecture and urban planning, his
paintings, murals, and graphicshad a
significantinfluence on the design of
two-dimensional surfaces.

One of his contributions that is still being
assimilated into the fabric of modern
form was the Modulor. This design
system took the golden section one step
forward by linkingitto the scale and
proportions of the human figure. Le
Corbusier based his systemon three
main points in the anatomy of a six-foot
man, the solar plexus, the top of the
head, and the tip of the extended fingers
of araised hand. These pointsyield a

F—




mean and extreme ratio (golden mean),
which Corbusier translated into an
infinite series of mathematical
proportions.

The Modulor was introduced attheend
of WorldWarll, and, thoughiits principal
application wasto architecture, it can be
appliedtothe two-dimensional plane.
Before Le Corbusier patented the
Modulor, he asked Dr. Albert Einstein for
his opinion of the system. Einstein wrote
thatin his view the Modulor qualified as
“‘arange of dimensions which makes the
bad difficultand the good easy.”

The Modulor has contributed to
contemporary graphic design in two

important ways. First, the system itself
has adirect application to page design—
thoughitis socomplicated and its
variations are so inexhaustible thatits
applications have been severely limited.
Second, andthis is probably of greater
importance, because of the way in which
Le Corbusier’s Modulor can develop
asymmetrical designs out ofa
symmetrical mean, itinspired graphic
designersto create grids and design
systems forthe printed page.

¢

Le Corbusier, one of the foremost
designers of the twentieth century, was
fascinated by the analysis of formand the
division of space. He worked out a
system of design called the Modulor,
illustrated in his drawing at left, which is
based on three main points of anatomy—
the solarplexus, the top of the head, and
the tip of an upraised hand. These
produce a measurable mean and
extreme ratio (golden mean). Le
Corbusier was also aware that a design
often begins within a space and develops
outward. His sketches compare that
action, in his design for an expanding
museum, to the form of a snail.
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Grids and systems

Unlike the Modulor of Le Corbusier, a
gridis created as aplannedsolutiontoa
given problemandisnotbasedona
predetermined set of proportions. A
designer's grid organizes specific
contentin relationtothe precise space it
will occupy. When the grid works, it will
permitthe designerto create many
different layouts containing a variety of
elements within the framework of the
grid. When used in the design of a
publication, an advertising campaign, or

aseries, it will give a sense of sequential
continuity even when thereis
considerable variation in the content of
each unit.

The grid concept has been appliedtoa
broad variety of design problems: books,
magazines, catalogues, annual reports,
newspapers, brochures, sign systems,
and advertising campaigns. In some
ways, the preprinted sheets thatindicate
the margins and columns of magazines
and newspapers can be considered to be
grids, but the creative key to a designer’s
gridis the carefully planned relationship
between the vertical and horizontal
divisions and how theserelatetothe
overall design.

In determining the best proportions of a
grid, the designer may depend entirely
on hisintuitive judgement, or he may
base his system on established rules
governing the division of space, such
options including the square, double
square, and golden section. The
measurement of the outer perimeter of
the page s often expressedininches or
millimeters, butthe inner dimensions of
the gridare usually expressed in
typographic measurement. Because the
width of type columnsis generally
specifiedin picas(six picas equal one
inch)and half-picas, the vertical
divisions are measured in picas. The
horizontal divisions, on the other hand,
are most frequently measuredin

T
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increments that equal the height of a
single line of type together with the space
between the lines. Aten-pointtype (12
points equal one pica) with one point of
space between the lines would create an
incrementof 11 points.

The grid hasmany champions, butitalso
has many detractors. When itis used with
skilland sensitivity, it can produce
handsome and effective layouts. When it
isapplied to multiple units, itcan
generate a sense of continuity and flow
that hasadistinctive, unifying value.
However, in the hands of a less skillful
designer, thegridcan become a
straitjacket that produces dull layouts
andarigid format.

The grid provides a designer with his own
system fororganizing the typographic
and visual elements of the layout while
relating each individual spread to the
overallformat. The 12-unitgrid atthe left
was used by Willy Fleckhaus on Twen
magazine (above) and was later adapted
for Look magazine by Will Hopkins, as
demonstrated in the layout (left). This
grid, prepared for a large page size, can
be effectively used for atwo, three, four,
oreven six-column makeup. It creates an
almostendless group of design options.

In the words of Swiss designer Josef
Muller-Brockmann, “‘the grid makes it
possible to bring together all of the
elements of design—typography,
photography, and drawings—into
harmony with each other. The grid
processisameans of bringing order into
design.” Le Corbusier, in hisown
appraisal of the Modulor, addsthis final
note of caution: ‘I still reserve the right at
any time to doubt the solutions furnished
by the Modulor, keeping intact my
freedom, which must depend on my
feelings ratherthan my reason.”
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Summary: Filling the void

No study of form in graphic design can
be complete without an analysis of the
spaceitoccupies. Thisiswhere design
begins, and where the action takes
place. Most experienced designers have
conditioned themselvesto carry ablank
white rectangle in their minds, constantly
ready to accept, assess, and possibly
reject the ideas that their minds conjure
up to solve design problems.

Reviewingthe careful and separate

treaiment given here to the varied and
sometimes complex factors of form, the
reader might be led to believe thatthe
design processis alogical, step-by-step
procedure. Nothing could be further
fromthe truth. In the hands of a skilled
designer, the process is complete

and continuous; intuitive feeling, asense
of form, and accumulated experience are
blended into asingle act. Remember,
though, that this does notexcludethe
importance of trial and error in the search
foran optimum solution.

After the designer has arrived at a layout
ideain his mind, he transfers his
thoughts, often simultaneously, toa
quick thumbnail (miniature) sketch. At

this point, the idea undergoes another
stage of assessmentand revision or
modification. Someideas are rejected
before they are expressed on paper, and
others end up crowding a number of
wastebaskets. Onrare occasions, the
designer’sfirstideafindsits ultimate
expression inthe firstsketch, and a
photographicenlargementofitwillbe a
crude facsimile of the resulting proof.

The principles of form discussed on the
preceding pages can be applied to the
blank space of animaginary rectangle,
which can accommodate the
symmetrical arrangement of material on
acentral axis or the more complex
asymmetrical groupings of elements with

Bradbury Thompson's design fora
publication of the Westvaco Corporation
is an interesting adaptation of
symmetrical form. The visual elements
are arranged around a central axis that
can be viewed from different directions.

-




equal ease. The spaceislarge enough
foranewspaper page or small enough
forapostage stamp. Itcan representa
page inits vertical format, or, turned on
itsside, itis suitable foratwo-page
spread or even a 24-sheet poster.

The space of theimaginary rectangle
also can bedivided into an ordered grid
based onthe golden mean. Within it, the
designer can develop a module without
regard forformulas and with only his eye
toguide himin setting the proportion. If
he wants to avoid these restrictions, he
can usethe space with total freedom. In
any event, asense of balance willbe a
paramountconcern. In asymmetrical
layout, with its central axis that divides

This design by Lester Beall for the
Production Yearbookin 1950 creates a
rhythmic, free-flowing pattern.

the space evenly, this will not be difficult
toachieve. Butwhen he optsforthe
asymmetrical form, the designer will do it
with aknowledge that, asin walking a
tightrope, continuous and perfect
balance will not be much more
interesting than someone walkingon a
concrete sidewalk.

The minuteamark is placed on the white
space of the rectangle, the forces of
value relationship, contrast, and
dimensional depth are calledinto play.
Thetone value makes animportant
contribution tothe depthillusion
because the eye generally accepts the
dark mark as nearer than the white field it
occupies. And oneform of contrast, the

Fistrr Sonls
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relation of the dark mark to the light
background, has been introduced.

Inadding a second mark to the rectangle,
particularly ifthat markis larger than the
first, another aspect of contrast arises.
Thelarge and small marks createa
contrastin size that caninfluence visual
attention and set up another elementin
depth perception, as the large mark
seemsto be nearer than the small one. At
this point, the designer may wantto alter
the size of the larger mark to intensify the
contrast.

If weintroduce aline into the space, other
influences comeinto play. Placed
vertically, thislinear element will divide

The first mark on a blank piece of paper
begins the design process. A dark mark
will notonly set up contrast with the light
area, butwill seemto move forwardin the
space. As other elements are adoed,
more complex relationships develop with
resulting shifts in symmetry, equilibrium,
value, and dimension.

the space withoutdisturbing the two-
dimensional quality. When the vertical
lineiscrossed by ahorizontalline, we
beginto feel theforces of tension and
contrastthatare inherentinthe
aggressive (vertical)and passive
(horizontal) symbolism produced by this
linear combination. Itis also interesting
tocombinetheselinesin asymmetrical
form, with itsresulting cross, andin an
asymmetrical form, with its off-center
Mondrian-like organization of space.

Aside from the suggestion of a distant
horizon lineimplied by the horizontal
line, thisarrangement of twolines
remains rather firmly locked in the two-
dimensional plane. If, however, instead

oftheverticaland horizontal, we
introducealine atan angletothe
rectangle thatdefines the space, there
will be asuggestion of depth and
perspective. One end of the line may
seemto benearer than the other, but
whichis which? Without other lines, itis
ditficult to determine which way the line
moves. Asecond line willhelp, and a
series of lines aimed toward a vanishing
pointwill give afairly clear representation
of the perspectiveillusion, with a precise
indication of the foreground and
background.

By using shapes from the geometric
trilogy—squares, triangles, and circles—
instead of marks or lines, we introduce

7




otherimplications of design more
concerned with forms and symbols. By
taking three ofany one of these shapesin
varying sizes and positioning them within
the framework of the rectangle, we can
produce an almost endless series of
abstract design solutions. When we
changethevalues oftheshapestoa
range from gray to black, orifthey
appear in the primary colors, we open up
anew range of design solutions that will
cover almost every aspect of form
coveredin this section.

On occasion, highly successful layouts
forthe printed page will seém to violate all
ofthese principles, but the skilled
designer is familiar with the rules of form

This simple demonstration of the effect of
mass on an area uses three elements and
arranges themfirstin a symmetrical and
then in an asymmetrical layout (right).
These are only two of many possible
solutions to the same design exercise.
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and order, and is aware of the pitfalls that
clutter the path of contrived and self-
indulgent solutions. Up tonow, this
entire survey of form has neglected what
many would consider the mostimportant
ingredient of the design problem—
content. Thefollowing section will be
devotedto thisaspect of layout.
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Content: Word and image

In attempting to simplify the
understanding of the design process,
thisbook may seemto place the cart
before the horse in concentrating on
style and form before content. The areas
coveredsofarare of greatimportance to
‘the graphic designer, but, because he
doesnotworkinavacuum, these
principles of design would be
meaningless without an understanding
of the purpose he servesin the
communication of ideas.

Today's graphic designerisinvolved
inacomplex process of studying
andevaluating many elements before
heis able to weld words
andimagesintothe
final layout.

When the modern movementfirsttook
shape, the communication demands on
the designer were often fairly obvious. It
was enough to establish the name and
identification of the product or service
and imply the satisfaction derived from
its use. In more complex situations, the
designer was only expected to organize
the information he was givenin a
reasonably logical and readable way on
the printed page.

Throughout this century, there has been
firstagradualand then an accelerated
movement of communication patterns
until today the publicisvirtually
bombarded by printed and projected
images until most of them become

blurred and meaningless. This burden of
visual ideas places new demands on the
designerformore knowledge and fora
greaterinvolvementin the planning and
problem-solving aspects of
communication. Whether he likes it or
not, the contemporary art director must
be at ease with editorial thinking,
advertising objectives, market strategy,
human response, and social
responsibility—if hislayouts are to move
from the egocentric boundaries of the
drawing board to the excitement of the
printed page.

This section will renew the search for
the creative solution with a special
emphasis on the visual and verbal 91
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that form the primary content of
ductiontothe
] y > and the creative

ept, this book will take a close look
at words and typography, photography,
photograms, photomontage, drawn
llustrations, and pure graphicimages.

Inthelate 1920s and 1930s, when the
modern design movement was in its first
thrust and the communication revolution
n the popular press was beginningto
take form, design beganto occupy a
dominant position on the printed page.
By the 1940s, there was less emphasis
on the plastic form of the page itself and
more on the visual content. Thiswas the
period in which the greatillustrators

Inthe 1940s, when the advertisement at
rightwas produced by Ashley Havinden
for Simpson Ltd. in London, design was
the dominant element.

deminated editorial pages and
advertising. By theend of World War Il in
the mid-1940s, photography—inspired
by adecade of leadership by the picture
magazines Life, Look, and Picture Post—
began totake the spotlightaway from
illustration. Though the photographic
emphasis continued untiltheend of the
1960s, anew concentration on word
ideas and word images began to take
forminthe 1950s, and thisemphasis
continuedintothe 1970s. Theresulting
search forverbal approaches and
provocative headlines ledtothe
formation of art and copy teams
dedicated to the pursuit of the creative
concept. Although these gyrations of
emphasis only reinforce the factthatthe

most constantelementin designis
change, they donotdiminish the
importance of finding the right solution to
adesign problem, regardless of trends.

S, Simpron L1d, 92100 Stone Newingioa Road, Losdas. N.1s




This 1955 design by Saul Bass marked
the firsttime modern graphic design was
applied to both the printed promotion
and the title animation of a major
Hollywood motion picture.
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The design synthesis

By now. itshould be clear that the
process of design and layoutis agood
deal more than the arrangement of
elements on the printed page. A design
can be considered successful only when
itisasynthesis of allavailable
information translated intowords and
images and projected in adynamic form.
Its success further depends onthe
designer’s ability toblend the
mainstream of visual communications
with his training, accumulated

experience, and innate talent.

The process we call creativity has been
subjected tointensive psychological
study inrecentyears, butfew factshave
emerged that can help the designer
understand this intuitive act. At the root
of the processis a struggle between
opposing forces, as subconsciousideas
come up against intellectual analysis.
The tensions that arise from this
struggle—between the conventional and
unconventional, the logical and the
primitive—constitute acomplex
asymmetric form in which equilibrium can
lead to asolution of great simplicity. We
alsoknow thatsomeone whoiis creative
may pay more attention toinner thought

and vague feelings than a pragmatic
individual.

One aspect of creativity that defies study
andanalysisisits peculiar cyclical
nature. Most designers will agree that,
while there are times when creative ideas
surface easily and design problems will
almost "'solve themselves,’ there are
other times when no amount of effort will
produce more than a routine solution to
the simplest problem. As a major part of
the creative processis subconscious,
this apparent blockage cannot be
overcome by any rational or logical
approach, and each designer will have to
face these periods in his own way.
Sometimes getting away from the

The conceptorideaoccupies the central
position in the design synthesis.
Supported by the information supplied
by research, itisinfluenced by an
understanding of the conditions under
which the message will be received, plus
an awareness of its continuity with other
related material. These elements serve as
a foundation on which the words and
images can be combinedintoa
successfullayout.







The creative concept

Perhaps too much has already been
written about the conceptapproach to
advertising, butitwould be a serious
omission in abook on page design to
ignoreitsimportance asa highly
successful way of solving design
problemsinthe persuasive area of
graphic design.

Concept, whichinits simplestformis
synonymous withidea, hastakenona
96 muchbroaderconnotationin

advertising. Ontheonehand, it suggests
analysis and comprehension of the
productandthe problem, the relation of
producttosales objective and market,
and the development ofa headline and a
combined word and picture approach
that is both persuasive and believable.
Butconcept, asatermin advertising,
suggests another and more important
meaning to the designer. It suggests the
teaming up of the writer and designer to
solve aproblemthrough their combined
effort.

Formany years, advertising design
followed aprocedure where the copy
was written firstand the art director—like
acustom tailor—worked out his design

Theoriginal concept for the advertising
campaign for Volkswagen was
developed by Robert Levenson, atop
writer and now Vice Chairman of Doyle
Dane Bernbach, working with artdirector
HelmutKrone. The classic *‘Think Small”’
advertisement appearedin 1959, and,
though it failed to receive a gold medal in
the Annual Art Directors Exhibition,
scores of its descendants wenton to
dominate the shows. By the time the VW
advertisementon the facing page
appeared over adecade later, the name
Volkswagen was so well-known that only
atrademark was needed for
identification of the advertiser.
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solutionto fit. Asmodern designers
enteredthe field with ideas of theirown,
they began toexercise a stronginfluence| |
on advertising ideas. In the 1940s, I
designers like Paul Rand and Lester Beall:
and artdirectors like William Golden at |,
CBS and Charles CoineratN.W. Ayer
were beginningtotip the balance away
from purely verbal concepts.

The man most frequently identified with
the conceptand team approachto
advertising is William Bernbach. Though
heis not adesigner butawriter, heis .
noted for his work with many important
artdirectorsincluding PaulRand, Erik |
Nitsche, Bob Gage, Helmut Krone, and
George Lois, and with awhole
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generation of art directors who came

| under hisinfluence. By the time he joined

with Ned Doyle and Mac Daneto formthe
Doyle Dane Bernbach Agency in 1947,
Bernbach’sidea of acoordinated art and
copy approach to advertising was well
developed.

Because Bill Bernbach believes that
product understanding and selling ideas
are more important than technique,
some design critics have complained of
the agency’'sfailureto use all of the tools
of modern graphics. However, Doyle
Dane Bernbach’s standard of quality has
been high, and for years their
advertisements dominated the Annual
Exhibitions of the Art Directors Club.

Perhapsnosingle advertising effort
better symbolizes the concept approach
to advertising and page design than their
campaign for Volkswagen. Detroit
laughed when this car firstappeared on
American highways, but somehow the
creativeteams at Doyle Dane Bernbach
managed to uncover an amazing number
of virtues to usein their advertisements.
They wereeven abletomakean
advantage out of its ugliness through
inverse snobbery and the suggestion
that plainness wasrelated to
dependability.

It's ugly, but it gets you there.
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Typography: The visual
language

pography has always beenaprimary

element of the printed page. Today
the increasing pressure of visual

saturation and the resultingemphasis on
word concepts, typography has an even
igher priority in the designer’s world—
but there is still a surprising number of
graphic designerswholookontypeasa
necessary evil and there are too many
ayouts where type was obviously an

98 afterthought.

There isnojustification for the designer
who considers words as something to be
weighted, specified, and measured
without any regard for theirmessage or
meaning. Words are communication.
As one modern prophet points out, it may
be true as Confucius said that a picture
isworth athousand words, butittook
words tosay so. The contemporary
designer is well-advised not only toread
thewords thatgo intohis layout, butalso
to understand them. He may even
contribute toword content through ideas
and suggestions of his own.

Inthe 1950s, are-emphasis on word
content beganto influence page design,
and, as so often happens, amajor

technological change began to affect the
use of letters and words. Although
photographic lettering had entered the
design scene adecadeearlier, its
primary purpose was to augmentor
replace hand-lettered forms. By the
1950s, photographic lettering became a
serious competitor to hand-set display
type, and, with the help of the computer,
it began tomake inroads intomachine
typesetting as well. Photographic
methods made the revival of old
typefaces simple and economical, and it
made the design of new typefaces easy.

Using traditional means of drawing and
punch-cutting, the design of anew
alphabet usually took many months of

This Park Davis & Company headline
designed by Richard Bergeron is an
excellentexample of combined visual

andtypographic appeals.




effort by an experienced type designer,
buttoday any designer with fair talent
can produce an alphabet through
photographic meansin a matter of days
oreven hours. New photographic type
machines have given designers a
freedom to experimentin typography
that was nonexistentin the early days of
the modern design movement. This
freedom goes far beyond the wider
choice of type styles. Now the designer
canoverlapand interlock letters without
cutting. He can vary the weight and slant
of the letters. He even has anew range of
options within a given type.family—
alternate characters, ligatures (joined
letters), special symbols, devices, and
ornaments.

Aided by the computer, the designer has
many opportunities to explore new
methods of text composition. He can
control the space between letters as well
asthedistance between wordsand the
space between lines—he can even set
lines so close together that the effectis
comparable to settinga 10 point type size
ona9pointbody in normal linotype
composition.

Stillanotherinnovation thatis influencing
typographic design today is the
introduction of transfer sheets that

permit the designer to adhere precise type
letters onto his layout. These sheets not
only offerawide choice of type styles
andtypesizes, butinclude all manner of

This classic design promoting a Swiss
newspaper uses animaginative
transposition—ofthe N for National into
the Zfor Zeitung—and a diagonal format
toproduce unity.
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corative devices and textural surfaces
can be incorporated into
uts. thus a designer

by with less lettering and

ngskill than he could have a few
years ago—but he standsin some danger
f being trapped into acomfortable
conformity.

These dramatic changesin the
techniques of typesetting and
typographic design have been amixed
blessing. Likeasmallboyletlooseina
candy shop, the designer is constantly
drawn toward the excesses thatso often
destroy the simplicity, directness, and
originality of hislayouts. In astrange
way, the ease that these devices bring to

MOIHE

Herb Lubalin is a designer who uses
typography as a plastic element with
greatimagination and skill, as in this
headline for Ladies’ Home Journal.

page layout requires greater skill and
increased self-discipline. The designer
must understand the often subtle
differences between the systems he
works with, and he must be strong
enoughtoresist the temptations and
avoid the pitfalls of too many optionsand
opportunities.

Itis beyond the purpose of thisbook to
give adetailed study of typography. Only
those pointsthat have acritical bearing
onthe design of the printed page are
emphasized here. The glossary that
follows will clarify the points on
typography covered on these pages.

Ascender: The part of a lowercase letter

Givea|

damn.

Support the New York Urban Coalition.

The typography for New York's Urban
Coalition, designed by Marvin Lefkowitz
of Young and Rubicam, shows the
effectiveness of blunt typography, which
isasdirectas the truth itinvites you to
face. The use of the period adds

importantemphasis.

that extends upward to match the height
of acapital letter.

Cold type: Type set by photographic
means or prepared on a typewriterlike
machine.

Descenders: The part of a lowercase
letter that extends below the baseline of
the letters. ’|

Body: The overall area of a block of type.

Face: The part of a letter that is
reproduced on the printing surface.

Flush left: Type set with an even margin
attheleft, but with an uneven right-hand




margin. (In England, called range left.)

Font: The complete set of capital and
lowercase letters, plus numbers,
punctuation marks, and spaces of a
givensize.

Hot type: Type set by individual letters or
lines of cast metal. Methods include
foundry (hand-set), Linotype or
Intertype, and Monotype.

Justified: Type set in lines of equal
length.

Line space: The depth of aline of type,
usually including the space between the
lines. Inhottypesetting, the space

“Who are you calling
atomato)
Wolfschmidt is mine.
He's got taste”’

Veosdter st Bias the tran b £ 4 fasts

that marks genune old wordd vodh b s ot rean

between thelinesis called leading.

Modern: The designation of a type style
thathas crisp, thin line serifs without
curved connections between the
strokes. These typefaces, such as
Bodoni, Didot, and Walbaum, also have a
clear distinction between the thin and
wide strokes.

Old style: A style of type, such as Caslon,
Garamond, and Times Roman, that
follows the models of the early Roman
letters first perfected by Venetian type
designers. The serifs flow out of the
strokes in a simple, graceful curve.

Point: A basic U.S. and English unit in

o This advertisement, designed by George
o Lois for Wolfschmidt Vodka, takes its
'. E oing theme from the comic strip and givesitan
hriat exciting typographic refinement.
l‘ L ]
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“Laok at me,
Woltschmudt.
You know
YOUr onions,
Let's make
great
Martinis
together”
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The typographic interplay of positive
spaces (2)and negative spaces (3)
makes this typography—designed by
Brownjohn, Chermayeff, and Geismar—
an exciting demonstration of the
potential of thoughtful typography.

3hree

4our

Sive
6ix
Teven
8ight
Sine
10n

ffeven
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Typography: Serifs and
simplicity

The classic revival of typography was
based on the old style letters developed
in the fifteenth century, particularly the
alphabetintroduced by Nicolas Jenson
in Venice. The capitals of this alphabet
were based on the still earlier model
inscribed on the Column of Trajanin
Rome at the beginning of the second
century. These letters—which we still
referto as Roman—had serifs, orshort
cross marks, at the beginnings and ends
of most letter strokes.

,.-  . A
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Thereisstill some argument about the
origin of serifs. Were they the result of
brushstrokes usedto draw the letters on
the marble before cutting, or were they
created by the chisel as a starting or
finishing mark for the cut letters? There is
even more argument aboutthe
continuing value and necessity of these
typographic appendages, anditis this
question thatconcernsthe
contemporary graphic designer.

More than five hundred years before the
Column of Trajan was completed, the
Greek designers were inscribing equally

handsome letters without any serifs at all.

Through the nineteenth century, Roman
letters with serifs dominated the printed
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Long before the Romans introduced
lettersinscribed with serifed ends, the
ancient Greeks had created clear,
geometrically formed letters without
serifs, as revealed in this marble
inscription from5008.C. in Athens.

page. but, asearly as 1816, a sans serif
typeface appeared in the specimen book
of the Caslon typefoundry. This typeface
was only one of several structural
letterforms, including square serif styles,
that were to be designed for publicity and
poster usein the nineteenth century.

Inthe 1920s, when modern typography
was in its critical development stage,
sans serif letters came into ascendency.
ElLissitzky, Jan Tschichold, and the
designers of the de Stijl and the Bauhaus
opted for the simplicity and purity of the
sans serif form, but they were forced to
use typefaces designed in another time
foranother purpose. The one modern
sansseriftypein existence was theone
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designed for the London Underground
by Edward Johnstonin 1916, and it was
not available for general use.

Before the end of the 1920s, two
important new faces appeared. One was
Futuraby Paul Renner, and the other was
Gill Sans Serif by Eric Gill. Butthe
typeface that most nearly fulfillsthe ideal
of the modern typographers was
gradually developed and not finally
completed untilthe late 1960s, when the
Haas Typefoundry in Switzerland
introduced Helvetica. Thisisthe sans
seriftypeface most designers would pick
if they had to select only one, although
there are perhaps a dozen typefaces

so much like it that they could be

distinguished only by experts.

While it is possible to produce a solution
toany type problem by using Helvetica
alone, many designers feel thatthereis
sufficientneed for typographic variety to
call for the use of many different
typetaces. The comfortable, classic
character of an old style letter with its
graceful serifs; the crispness of amodern
type with its thin, line accents; and the
brutal character of an Egyptian style with
itsblock serifs all represent added
potential forexcitement.

This cover, from arecentissue ofthe
French artmagazine L'Oeil, combines
the elegance of a serifed face with the
structural quality of the sans-serif letterin
dimensional form.
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Typography: Style and legibility

The Art Nouveau and Art Deco periods
see pages 16 and 32) created special
type stylesto reflectthe characterof the

periods. But by the time the modern
movement took its final graphic form
under de Stijl and the Bauhaus,
typographic style had moved almost
exclusively to sans serif. Since then, the
strong emphasis on structural typefaces
has continued—althoughthe sans serif
106 dominance hasbeenstrongerin

Switzerland, Germany, and Italy thanin
France, England, and America.

The search forstylein letterforms
reachedits zenithin the 1970s. Aided by
the new techniques fortype transfer, a
new breed of typeface designers
emerged. Theirsourcesincluded Art
Nouveau, Art Deco, and nineteenth
century wood types, as well as classic
and modern letterforms. While the
product of this revolution of convenience
added some innovative forms to
typography, muchofit was merely
fashionable and often not very well
designed. Whatit all seemed to prove
was that when eccentric, poorly
designed letters are used as a substitute

Paul Rand used a condensed sans-serif
typeinthis announcementcover, and
the design gains distinction from the use
of acarefully placedfigure 8 to both
identify the conference as the eighthin
the series and to serve as the letter g.

forcreative ideas, the results are usually
disastrous

Perhaps too much thought has been
giventothe appropriatenessof a
typetaceto the message. While there is
valid ground for such considerations,
gualities like age and tradition are not
necessarily well served by old styles; nor
isitessential to use abold, structural
letter simply because we are dealing with
machinery. Thereis no law that
prescribes aletter with acrisp serif for
fashion or a flowingscript letterfora
perfume. Aclassic example of the
successful typographic use of what
seems like an inappropriate typeface is
the label for Chanel No. 5, withits sans




serif letters that have been the hallmark of
elegance for nearly fifty years. Special
values can best be served by atotal
design conceptthat avoidsimitation and
suggeststhevaluesitservesinan
original and creative way.

Legibility isanother area where the
designer can be misled by what seems
like an obvious dictate in type selection
and design. There can be no question
about the readability of the message, but
legibility and readability are not quite the
same—adull and uninteresting
presentationin a highly legible typeface
will not be widely read. There have been
many studies of comparative legibility,
and each study seemsto surface with

one made fordatly use

day picee in the lot. They all appear
new 96-pace hook, a book with th
form to be absolutely free. Wiite
Desions 1td, l’i';»l.().\]t!li' C Kisen, N

slightly different conclusions. For the
designer, the best solutionisto use his
material in such away that it arouses

interestandinvites reading.
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Thetypography of Lou Dorfsman's
design for Dansk presents a simple and
readable handling thatembraces the
illustration at left. Any designer who
thinks thatonly flowery letters are
appropriate for perfumery should study
the classic Chanel No. 5 label.
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Photography: Cameraand
image

Of alltherelated visual disciplines
photography is probably the one of
greatestimportance to the graphic
designer. Throughout the process of
layoutand page design, photographs
and photomechanical techniques are

vital factorsin the success of the product.

The history of photography is well-
documented, beginning with the firstdim
photographic image produced by
Joseph Niepcein 1816 with aprocess

later improved by Louis Daguerre

in what was to become known as

the daguerreotype. Fox-Talbot's
experimentsin England with
photographic chemistry and paper
negatives—which made quantity prints
possible—are also well-known. There is
one development of photography thatis
not as well-documented but is of critical
importance to page design—the
development of the photographic
enlarger. Thisinstrumentdid notemerge
in any practical formuntil the beginning
ofthe twentieth century, and before
then—withoutan enlarger—
photographers hadto accepttheimage
sizeand shape that slowly developed on
their plates. The only way they could

modify the image was to cut it into still
smaller segments. The enlarger notonly
freed the photographer from the burden
oflugging bulky cameras into the field,
butgave the designer the opportunity to
use photographic images creativelyin
unlimited shapes andsizes. Enlarging
permitted the designer to crop pictures
into tighter and often more dramatic
compositions (acustomnot always
approved of by the photographer). It
became possible to combine imagesin
controlled scale by superimposition and
collage, andto control (and even alter)
the picture in the darkroom. El Lissitzky
was one of the first of the modern
designers to take advantage of this
flexibility, and he was the first to use

Many of the effects considered modern
were arrived at in the early days of
photography. Sometimes they were the
result of planning and sometimes of
accident, as in the lens distortion of this
1911 photograph by Jacques Lartigue.




extreme photographic blowups in
exhibition design.

Another footnote to photographic history
with a particularbearing on graphic
designisthe development of photo-
engraving. Though Niépce had
discovered the principle of this kind of
reproduction thirteen years before he
made his first photographic print, and
Fox-Talbot had developed the theory of
halftone reproductioninthe 1850s, the
practical application of this process did
not surface until the end of the
nineteenth century—andits final
development paralleled the growth of the
modern design movement in the
twentieth century.

Thisimaginative use of the photographic
sequence was created by Edward
Steichen for Dr. Agha, art director of
Vanity Fairmagazine, in 1931. The
sequence combines an effective
summary of Chaplin's art with a carefully
planned composition.

Because alayout does not truly exist until
itisreproduced on the printed page, and
becauseits final quality is judged by the
printed result, the designeris very much
involved in the reproduction process. He
needsto beacritical judge of the
reproduction potential of the proofs and
imagesthat he furnishesto his
platemaker, and he mustlearn tojudge
the performance of his suppliers by
understanding the proofs and printouts
he receivesin advance of final printing. In
many cases, he willbe spared the
increasingly complicated production
details by the specialistsin the
production department. However, the
best of technicians cannotimprove on
the quality of the material that the
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designer supplies them with oron the
clarlty of hisinstructions

Designing with photographs calls for a

wledge of the photographic process,
an awareness of the picture contentin
relation to the communication objective,
and akeen eyethatcan comprehendthe
design, value, and contrast within the
photograph. Where more than one
mage isinvolved, the designer will also
have to measure their collective force—
how the photographs work together,
how they relate in value, and how their
forms will relate when positioned in the
layout.

110 Photographsfor the printed page come

into being in one of the following ways:
they are taken on specific assignment to
match or approximate the predetermined
guide of asketched orrendered layout;
they are taken on a general assignment
to create a solution to the problem
without a preconceived layout or visual
to guide the photographer; or they are
taken from existing sources, and the
layout is designed to take advantage of
the values already present in the
photographs.

Working with photographersis one of the
mostimportant aspects of the designer’s
work. The art director who considers the
photographer as amere servant—whose
only purposeisto carry outthe

designer’'s directive or click the shutter
on an already composed picture—will
probably miss the creative rewards of this
collaborative effort. The photographeris
atrainedvisual communicator, anda
wise designer will take full advantage of
his contribution.

Sometimes the problem of designing
with photographs will involve the
selection of one ortwo of them from
several hundred or even thousands of
exposures. Like many design functions,
this selectionislargely based on an
intuitive response that is difficultto
explain. Theimportance of the first
reactionin this process cannot be
overemphasized. Those images that
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The design of multiple photographic
elements is expertly handled in this
layout by Chuck Bua for Clairol with
photographs by Richard Avedon. The
spread makes effective use of size
contrastand white space.




arrestour vision in acasual glance atthe
contact sheets are probably the ones that
will attractthe reader’s attention on the
printed page. These images will have to
stand up to the tests of relevance to the
communication problem, relation to the
overall design and believability. This last
itemis not as obvious asitsounds, and it
isnot necessarily related directly to either
reality or truth. Sometimes a photograph
thatis a precise record of an event will
look false and contrived, while another
photograph with aless real background
will seem to be more convincing. While
the designer should not be involvedin
misleading the reader, he must be aware
of reader reaction and reader response
to his layouts.

Automobil—Club der Schweiz

Thedesigner’s perception and
understanding of visual images can be
strengthened by a constant analysis of
those visual experiencesthatare
available to him. By studying everything
he sees as a picture possibility and by
examining those photographs of
exceptional quality that make himturn
the page back foranotherlook, he will
develop the curiosity and discernmentso
essential to the creation or selection of
powerfulimages.

This dramatic 1958 poster by Josef
Mdaller-Brockmann, with photography by
ErnstHeiniger, combines contrastofsize
and apowerful angle of action.
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Photographic effects

In the years between Niépce's historic
nearly every special effectthatcould be
achieved had been tried and printed.
Edward Muybridge and Thomas Eakins
had stopped action and superimposed
moving figuresin pictures thatforecast
Duchamp’s Nude Descending a
Staircase, painted nearly thirty years
later. Henry Robinson and Oscar
Rejlander had combinedimages by
montage and superimposition to create

The photograms by Man Ray, which he
called Rayographs, together with the
earlier experiments by Christian Shad set
astyleinlensless photography that had a
major effecton the design layout.

rstexposure and the turn of the century,

the photographic equivalent of romantic
nineteenth century paintings. Mathew
Brady and his staff had wrestled their
cumbersome equipmentaroundthe
battlefields of the CivilWar to set the
course for future generations of
photojournalists.

Theincreased use of the photographic
enlarger and the development of
sophisticated darkroom techniquesin
the period after World War | led to other
photographic effects that took place
outside the camera. Thisapproachis
generally referred to as lensless
photography, anditis notsurprising to
learn thatamong the first to experiment
with it were the Dadaists. Arp was

involvedin some of the earliest
experiments, butthe true pioneers of
lensless photography were Christian
Shad and Man Ray, who developed the
photogram which reveals the image of
objects placed directly on photo-
sensitized paper and exposed through
controlledillumination. In the early
1920s, El Lissitzky first used the
photogram in the design of the printed
page, and, in the decade that followed,
Maholy-Nagy and Gyorgy Kepes
extended its application to design.

When color photography joined black
andwhite in the 1930s as a readily
available photographic method, other
variationsintechnique were introduced,
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including infrared film and x-ray. Added
tothe technical effects already
developedinblack and white, such as
superimposition, double exposure,
solarization, and lensless photography,
these new options gave the
photographerand designeran
extensive—though sometimes confusing
and often expensive—series of
possibilities.

The following listincludes some of the
effectsthat can be achieved outside of
the camera—butitdoes notincludethe
wide range of choices opened up by
modern lens technology. Today cameras
can be equipped with hundreds of
different lenses from extreme telephoto
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to the ultimate wide-angle of the Wide-lux
and fisheye lenses providing a
photographic field of up to 360°.

The photographer’s gadget bag may
include macro and microlenses, as well
as zoom lenses that can be manipulated
to create unusual effects.

Superimposition: Two or more
overlapping images created by double-
exposure on the film negative or by the
combined printing of more than one
negativeto create asingle print. In color,
asimilar effectis possible by
sandwiching two transparencies
together.

Montage: Combining two or more

Gyorgy Kepes' 1937 design fora cover
of Cahiersd’Artcombined aphotogram
andtorn edges to convey the avant-
garde character of the content.
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nseparately and

Photogram: A purely
phot [ technique in which objects
Oon photosensitized paper

osed by the manipulation of light
ources, such as the flame of a match, a
mall flashlight, or general
umination. When theprintis
leveloped, the background turns black
and the objectsand theresulting

are placed
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oom as lighttones

Solarization: A method of changing the
+

texture of the printed surface by a
omentary second exposure of light.

Paul Rand's photogram from the cover of
his book Thoughts on Design uses the
simple, ordered pattern of the abacus,
and, through controlled exposure,
creates a sense of motion and depth.

Adaptations of this method are used to
halftoneimagesinto line values, with

gtonesreducedto atexturein pure

Chimmigramme: A fairly recent,
complicated process developed by
Pierre Cordierre, a Belgian abstract
painter. In this process, chemicals are
applied directly to photosensitized
paper to create controlled accidental
effects similarin approach to theaction
paintings of Jackson Pollock.

These are the principal photographic
effects available to the contemporary
designer, butnew scientific processes
are constantly extending the horizons of

photographic technology in both black
and white and color. Theintroduction of
stroboscopic light sources expanded the
dimension of multiple mage
photography; the exploration of invisible
raysthatcan expose the emulsion of
photographic paper; and the invention of
holography, a process that produces
three-dimensional images through the
laser beam without the use of
conventional lenses, areall
developments that will continue to
influence photographic images.




ArtKane's photograph for Look
magazine combines two nearly identical
exposures of San Marco—one of them is
inverted to create an intensely
surrealisticimage.
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The designer as photographer

Inthe world of visual communication, itis
no longer possible to distinguish the art
director from the photographer merely
by the number of cameras he carries. The
involvement of graphic designersin the
photographic process hasledtoa
situation in which some designers are
taking theirown pictures, and a few of
them have moved on to become part-
time or even full-time photographers. Itis
arareartdirector who has never taken a
photograph related to an assignment.

Carl Fischer began his careerasan art
directoranddesigner, but he soon
branched into photography and applied
his sense of design and conceptthinking
to the production of a wide variety of
images, like this deliberately contrived
portraitof Richard Nixon for an Esquire
cover, artdirected by George Lois.

Mostdesigners turn to the experienced
professional when they wantan
illustration for reproduction, even though
they may have had some photographic
training and may do a certain amount of
experimenting with the camera. Others
create some of their own photographic
solutions for design problems, but not all
of them by any means. A third group is
made up of those who divide their time
between professional photography and
graphic design. Some of this last group
eventually make the move to full-time
photography.

Among the photographers who have
moved from highly successful careers as
art directors to become topflight

photographers are Art Kane, who began
hiscareer as anartdirector of Seventeen
magazine; Carl Fischer, who beganin
advertising and promotion design; Otto
Storch, wholeft McCall's to setup his
own studio; and Henry Wolf, who
continuesto keep his hand in design
despite a busy photographic career.

There is no question about this natural
affinity between these two disciplines,
and design students should be '
encouraged to become involved in
photography. Taking pictures and
drawing are the two best ways to sharpen
perception, sensitivity, and intellectual
curiosity. However, involvementin both
design ana photography is not without its




dangers. Thinking like a photographer
can sometimes impair the designer’s
judgment when heis faced with the work
of other photographers, and the
innovative ideas that the professional
photographer can contribute sometimes
fallvictimtothe artdirector'sown
preconceived ideas.

Henry Wolf has blended highly
successful careers as a designer of

magazines like Esquire, Harper’s Bazaar,

and Show, as an agency artdirector;
and, morerecently, as aphotographer.
His cover for Walter Herdeg 's
Photographisuses the camera to
make a surrealistic image.
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lllustration

In the early stages of the modern design
movement, drawn illustrations were an
important elementinthe design of the
printed page. Most early artdirectors
were trained in courses dominated by
Beaux-Arts attitudes toward
draftsmanship and classic discipline. At
atime when applied photography wasin
itsinfancy, there was a wealth of
illustration talent willing to leave the fine
artsfor amore secure commercial
career—artists like Eric Gillin London

were ready to become involved in
illustration and even typographic design.

Theemphasis on elegance that
characterized alarge body of 1920s
design broughtanew concentration on
styleinillustration. Thiswas evidentin
the modern posters turned out in Paris
and London and inthe work of illustrators
like Carl Erickson, an American in Paris
inthe 1920s, who wore abowler hat and
signed hisdrawings “‘Eric."" His
illustrations for Vogue and for American
advertisers had an enduring character
that approached the quality of the fine art
of Bonnard and Matisse.

Fromthe 1920son, illustration was a

major force in page design. By then,
Norman Rockwell’s Saturday Evening
Post covers had become a national
institution in America; N.C. Wyeth had
setthestyle for narrativeillustration; and
Maxfield Parrish had introduced the

soft look to calendar art. American
magazines were crowded with illustrated
fiction, and agolden eraofillustration
began thatwastolastfornearly three
decades. Artist-illustrators like Austin
Briggs, Robert Fawcett, and Al Parker
were turning outimpressive pages for
magazines, while Eric, Edwin Georgi,
and René Clark were making a similar
contribution to advertising pages.

With the advent of the picture magazines

Carl Erickson, who signed his work
“Eric,"” was one ofthe many pioneers of
modern illustration. This drawing for a
Camelcigarette advertisementin 1930
looks surprisingly up-to-date over three
decades later.




Lifeand Look inthe 1930s, and with the
rapid advance of photographic skillsand
techniques, the balance between
photography andillustration beganto

shiftin favor of the camera. By the 1950s,

when magazine fiction began todecline
under the pressure of competition from
film and television, the golden era of
magazine illustration had cometoan
end. Many illustrators shifted to
nonfictionalillustration, and they were
joined by artistslike Ben Shahn and Saul
Steinberg.

By the 1960s, it was clear thatanew
direction was called for in illustration,
and anew breed of artists began to
challenge the camera with imaginative—

i
ot N

llustrator Norman Rockwell used
documentary subjectmatterin 1967,
when he created this painting for Look.

sometimes decorative—drawings that
broke with the purely representational
approach to drawn images. The Push Pin
Studios and its assembled group of
talented and often intellectual artist-
designers, led by Milton Glaser and
Seymour Chwast, were in the vanguard
of this movement.

By the 1970s, illustration was movingin
many differentdirections. A nostalgic
revival of interestin Art Nouveau posters
andagrowing awareness of qualities that
lurked inthe excesses of Art Deco began
toinfluence the shape of illustration. The
“camp’’ images that had surfacedin the
Pop Art movement of the 1960s often led
to more crudeness than quality. Another
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e artsthathas
nillustration

which paintings

adacontinuingintl NCe
ide to outshine the slickness of
hotography. And, regardless of the
tyle of rendering, the subject
matter ot alarge body of contemporary
illustration owes agreatdeal tothe
Surrealist movement.

p rticular

The natural affinity between the artist as
illustrator and the artist as designer has
created alinkage between these two
disciplinesthat, in the end, may prove
even stronger than the bond between
photography and design. Most of the
ideas thathave guided the development
of the modern movement were first

Milton Glaser is a designer and illustrator

who works in many styles. This

illustration from Showmagazine, art
directed by Henry Wolf, reflects the
sometimes grotesque aspect of

contemporary subjectmatter.

revealed in the dynamic compositions of
artists of much earlier times. We have
learned a great deal about design from
artists of the past, like Giotto, Uccello,
Durer, Hokusai, and ahost of others. We
have hardly begunto learn thelessons of
twentieth century artists like Picasso,
Matisse, Klee, and many otherswho
have received wide recognition—and still
others who are not yet established. Most
of the seminal influences of the modern
movementhad their beginningsin
painting, and many of the great
innovators of the design movement were
accomplished painters: Mondrian, Van
Doesburg, El Lissitzky, Klee,andeven Le
Corbusier. The 1950s death notices of
illustration were premature.

L PlIer




Thisillustration by Tetsu Vehara, a
Japanese artist, foramanagement
consultantservice is indicative of the
precise and graphic realism of much
currentillustration.
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The designerasillustrator

One of the disturbing side effects of the
modern art movementwas the
reassessment of draftsmanshipin the
education of artistsand designers.
Overlooking the sound knowledge of
drawing that underlay the modern
paintings of artists like Picasso, Matisse,
andKlee, art schools beganto abandon
classic representational drawing in favor
of “freeexpression’’ and abstraction. A
generation of artists was trained under
this system, and, though many of them

learned to draw in spite of this neglect,
the art world gradually realized that this
rebellion against the classic disciplines
had been overdone.

Though the actual skills of modern
illustrators may not match those
developed in the Beaux-Arts academies,
the illustrators have made up foritin
imagination and intellectual ideas. This
shift of emphasis from technical
performance to creative thinking has had
a positive effect on illustration whenever
the idea or concept dictated the style
and character of the drawing.

Itisnot surprising that the group most
responsible for this change of direction in

Roy Carruthers served as both an
advertising and publication designerin
London before turning to full-time
illustration. The drawing above of
vertigo, for Roerig Pharmaceutical,
shows his somewhat rotund approach to
anatomy contrasted with the vertical and
parallelplumblines.

illustration was closely identified with the
design of the printed page. Typical of this
new group were Milton Glaser and

Seymour Chwast of the Push Pin Studios,

whichincluded both design and finished
artwork in its services; Richard Hess,
who combined meticulous illustration—
often of asurreal character—with design;
and Roy Carruthers, who came from art
direction to develop hisown unigue
distortion in representational drawing.

These designer-illustrators understood
the need for simplicity and unified
conceptthatis soessentialto the design
of the modern printed page. More often
than not, they tied their illustrations to the
overall design considerations of the

|




page. They notonly respondedto the
lessonsin formand function inherited
from de Stijl and the Bauhaus, but they
were able to reach back to Art Nouveau,
ArtDeco, atouch of Dada, and a strong
sprinkling of Surrealism to develop their
personal styles. Their work also reveals
occasional traces of the later
experimentsin optical andkinetic art.

Richard Hess moves between design
and llustration. He has led the field in
applying surrealism to the

communication of contemporary ideas,

as hiscover artforthe New York Times
Magazine at the left shows.
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Graphicillustration

Another form of artwork thatis becoming
increasingly important in the design of
the printed page is graphicillustration.
The growth of corporate design
programs and the increasing demand for
design solutions to informational,
technological, and even scientific
problems have created anew challenge
tographic design. Understanding the
intricacies of statistical, tabular, and
analytical content—andthe
communication of this material in a

graphic, clearly articulated form—
represents anew design opportunity.

Thisdramatic need in achanging society
was firstsensed by El Lissitzky and Theo
Van Doesburg. It was later extended by
Herbert Bayer, in his pioneering
corporate design program for Container
Corporation of America, and by Will
Burtin, with his scientific images for the
Upjohn Company and Fortune
Magazine. Morerecently, design firms
like Chermayeff and Geismarin New
York, John Myles Runyan in California,
and Pentagramin London have
produced highly sophisticated design
solutions to these intricate problems of
communication.

Graphicillustration requires an unusual
degree of general knowledge, a well-
developed sense of logic in problem
analysis, and a strong sense of visual
organization. Because many of these
problems deal with space and time-
oriented concepts, the designer often
turnstodimensionalillusions, including
perspective and isometric projections.
He soon learns that problems that defy
solution in conventional two-
dimensional approaches will often
respond totreatmentin theisometric
form. There is a remarkable number of
ways that the same set of facts can be
expressed, and finding the best solution
may be difficult but rewarding work. If
design and the computer are ever to join

The bar charts and pie charts of this
annual report for Flying Tiger prepared
by Robert Miles Runyan, a California
design firm, are lifted out of their dull-as-
dishwater category by the addition of
imaginative design.




forces successfully, it will probably be
firstin the graphic presentation of
information.
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These two examples of informational
graphics were created by Mervyn
Kurlansky of London’s Pentagram
design studio to illustrate ahandsome
brochure for Nobrium.
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Humor communication; and they are often Cassandre posters for Dubonnet to the
overcome by the sheer difficulty of being  Dr. Suessideas for “‘Quick Henry the
amusing Flit,” humor has played an occasional

butimportant role. One of the most
Thereisnootherarea of communication  consistentand effective uses of alight
where aclose coordination between approach to advertising can befoundin

Studies of editorial and advertising copy and artismore essential. Without thecampaignfor Talon Zippers. We can

sponse have strongly supported this happy union between word and allremember afewideasthat made us
umor asa way to capture and hold the image, the humor may end up with the laugh, buthumor has notbeen used as

nterest of readers, yetthelighttouchis
an approachtoo often neglectedin
contemporary page design. There are
plentiful reasons for this neglect of
humor. Nearly everyone takes himself
too seriously, and thisis particularly true
of advertisersand publishers. Designers
tend to overemphasize formand
structure to the detriment of

hollow ring of a superimposed
soundtrack of laughter or the absurdity of
agood joke poorly told. Thereisalwaysa
danger that attempts at humor will leave
the reader with avague recollection of
the joke and notthe slightestidea of the
message the page was meanttoconvey.

Throughout design history, fromthe

effectively oras often asitshould be.
Generally, the broadcast media have
made more effective use of humor to
convey messages that are often serious
aswellaspersuasive.

The image-building promotion for
Ohrbach's, aNew York store, frequently
uses humor effectively. The layoutis by
Robert Gage of Doyle Dane Bernbach.

1 man b talke, simn' thnk e mas in Wha's W het, Well®
whoot's st with her. Mer dasdand vwn o
o vt venn o bk wvount Why that ol

Ohrbach’

IOV ST P EMPIHE STATE B NESARR MARKET & (ALY - “A BOSINESS I8 M TRONS PRI\ BE NS
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Summary: The total effect

The design process requires continuous
analysis and study of the elements that
go together tomake the complete layout
The background of visual research that
goesinto this analysis will vary widely,
depending on the nature of the problem.
Sometimesitisonly necessary to think
through the problem on the basis of the
information on hand; sometimes it means
discussion and the exchange of ideas
with others; and sometimes it can involve
firsthand study of the problem in the

When Robert Gage designed this Doyle
Dane Bernbach advertisement for the
Jamaica Tourist Board, he created a grid
andastrong logotype that would have a
high recognition value throughout the
advertising campaign.

field. Thus, dependingonthe
1ssignment, the designer may haveto
de range of locations,

fromthe supermarket to social service

braries, and available files.

p DR~ ~ \A
spenaltimeinaw

Another aspect that the designer should
consider before he picks up his felt
marker is the continuity in which the
layout appears. If the design represents a
single effortdivorced from other printed
material, he will have a freedom of
approach that does notexistin most
design situations. If, however, the layout
is part of a continuing campaign, a
corporate design program, or an
established format, its design will have to
be harmonious with the overall effort.

One otherfactor of importance in the
design processistheenvironmentin
which the page will be viewed. The
designer must considerthings like
proximity to competing or distracting
material, the method of delivery, and the
lightthat will illuminate his layout under
varying conditions.

Afactornot previously mentioned—
althoughithas an obvious bearing on the
decisionsadesigner willmakein the
process of creating a layout—is the
simple economics of the budget. The
amount of money available to a designer
will have a direct influence on choices
between color and black and white
between photography and illustration,

v
Jamasca Tounst Bourd, Doy
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and sometimes between line and
halftone art. Economics caninfluence
the choice of photographers or artists,
and it can control our decisionsaboutthe
methods of typesetting or printing. Of
course, itdoes not follow thatthe more
the designer hasto spendthe better the
result. Many of the most successful and
most enduring examples of graphic
design have been turned out within very
stringentbudget limitations.

Throughout, this book has emphasized
the totality of design and has stressed the
all-encompassing nature of the creative
solution. Although this may seem too
obviousto meritsuch attention, agreat
many design failures are traceable to a

weakness in this area. When a designer
develops hisidea by exploring the latest
version of the newest typeface derived
from the most obscure source, or (worse
still) when he omits typography from his
thinking completely until it becomes an
afterthought, and looks like it; orwhenhe
starts with the assumption thatit will all be
taken care of in the finished proof—he s
on the road to adesign solution that will
be mediocre at best.

to

n eventually
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W hat happens the morming after you run an ad’

Do customers by the hundred troop into wores,
aking for your product’

Or does your adsertiang simmer down to an
cventual benefit that's mine parts faith and one
part fact’ “We can’t trace any direct result 0
our campaign, hut it probahly does <ome good”

A S-caty survey of retail stores last week—
the evening after a quarter-page ad of a typical,
natonal, packaged product—<howed that acxt-
day sale< hadn’t wriggled up cven 19,

Boy, page Macy’s, Hearn’s, Bamherger's'

Can you imagine the fireworks that would ex-
plode in the advertiuing manager’s office of any
great «tore should a 600-line ad bring such nega-
tive resnlts?

Ads that may have an “institutional” effect

A modest budget did not prevent Lester
Beall from creating a highly effective
design forthe George Bijuragency.

let's concentrate on

NOW

eventually, often look well n the proof-beok, but
wouldn't you prefer ads that prove themsclves in
the book of sales—right away?
not the sweet bye and bye
but the immediate buy and buy
Our pedigree includes not merely the success-
tul promotion of dozens of prominent products
adsertised nationally, but more then ten years
directing advertising and sales for several of the
largest, most successful chain and department
stores in America
Weknosw the rare technique of creating results!
Nat next year, not next wanter, o next month —
but right now! Results immedyately traceable in
package deliveries, retail re-orders, cash register
tings or car loadings f.o b. your factory
Can you afford any other kind of advertising?

GEORGE BIJUR, INC., 9 ROCKEFELLER PLAZA, N.Y.













Response: The significant
exchange

The printed page has a special quality
thatinfluencesits form, its content, and
the reader’sresponsetoit. When alayout
is printed, no matter how many copies
are produced, no matter how widely itis
distributed, and no matter how many
people will be exposed to its message,
the significantexchange takes place
when each individual reader picks up his
copy and turns his attention to the page.
When adesigner prepares alayout for
the printed page, heisengagedina

highly personal line of communication.
He is not on a stage, but he isin direct
contactwith the reader.

An understanding of his unique, one-to-
one process of communication prepares
the designerforarealisticapproachto
design. By changing our role from
image-maker to image-viewer, we can
avoid the self-indulgent solutions that
often gounnoticed and unread. How we
see (perception)and how we react
(response) are two basic aspects of
communication that can have a positive
influence on design. To perceive an
image isto participate in a creative
process. Aswe look, wetend to isolate
images from the mass of impressions we

areexposedtoandthenaddtothem
from our own knowledge, experience,
andimagination. The sumtotal of a
successful designincludesthe
designer’s cumulative knowledge and
design experience, his creative
projection oftheidea, andthe response
ofthe viewer.

Many psychological studies and
research programs have measured and
analyzedtheresponse of readerstothe
printed page. The most commonly used
research technigueisthe survey of
readership based on recall. In this
approach, aselected group of viewersis
subjected to a questionnaire aimed at

determiningthe “‘depth of penetration” 133

René Magritte's painting, called The
False Mirror, is from the Museum of
Modern Art, New York.
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ofthe page, based on the viewer's
memory of his original encounter with the
material. While this research technique
has produced some useful information
aboutthe actual performance of apage
and its comparative success against
other competing pages, the findings
have had little to offer thatwould aid a
designerin facing new problems and
determining future directions.

Another method of measuring
response is by charting the actual
optical responseto the pagethrough the
use of an eye camera. This technique
projects afine beam oflight onto the
pupilof one of the subject’s eyes and
thentracesits movement as the subject

Is exposedtoapage. The patternis
recorded on filmand later superimposed
ontheimage of the page. One weakness
of this approachisitsinability to
reproduce an actual ratherthan aclinical
viewing situation.

Some years ago, | had occasion to
participate in a series of experiments with
the eye camera and observe the results.
My conclusion was thatthe technigue
offered no greatvalue aside from
confirming some rather obvious facts
about visual response: the eye tends to
approachthe printed pagein arandom
rather than an organized way; barring
strong counteracting visual stimuli, the
eye willfirstfocus atan optical center

slightly totheright and slightly above the
actual center, eye movement will tend to
create a pattern going outward from this
centerpoint, and, exceptwhereitis
involvedinthe actual reading process,
the eye will not follow top-to-bottom nor
left-to-right scanning patterns. Other
weaknesses of this system include its
inability to associate any of the
movements with amental response and
the difficulty of averaging the collective
reaction of several subjects to the same
stimulus.

The more | have studied the attempts to
apply scientific or psychological testing
tothe design process, the more lhave
become convinced that, most frequently,

A measure of response

One attempt at the scientific
measurement of response was the use of
the eye camera which was designedto
trace the pattern of optical movemert by
following a highlight reflectedin the pupil
of the subject’s eye as it scanned the
page. Theimage at the right represents a
typical pattern of that movement on a
spread from Look magazine when
viewed by a reader under controlled
conditions.




thereliance on any of these approaches
leads to repetitious, imitative, or
mediocreresults. The search for
formulas and proven devices also tends
todivertthe designer’'s concentration
from the specific requirements of the
project. Forthatreason, this section will
concentrate on the broad psychological
aspects of perception and theillusions
that influence visual response and
comprehension.

We acceptthe way we see thingsasa
fixed—not achanging—condition.
Actually, our perceptionis being
constantly modified by genetic and
environmentalinfluence. Man's
perception of color probably came late in

the evolutionary process. The

‘perspective illusion that is generally

accepted asreality today was nota part
of ourvisual awareness until the
fifteenth century, and abstract images
are still being absorbed as part of our
visuallanguage in the twentieth century.
As our vision moves outward toward
space and inward toward the atom, our
neatly packaged conceptof measurable
space and around world thatrevolves
aroundareliable sunis threatened by still
more changes in our ideas about
perception.

¥ face
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Perception: Gestalt psychology

As noted earlier, great changes began to
take place in art and design around

1910. Itis not surprising to discover that
the development of adesign-related
psychology began atabout thistime. In
1912, Max Wertheimer published a
paper on perception thatis generally
credited as the beginning of Gestalt

psychology

The Germanword ‘Gestalt” does not
translate easily into English. “Form’" and

'shape’’ are the usual synonyms, but the
word generally implies a configuration of
many elements to form a unified whole as
inthe creative design of alayout.
Wertheimer's principles of perceptual
organization demonstrate how the eye
tends to group units within the field of
vision into wholes. This approach
established vision as acreative
experience—not simply an act of seeing.

Itis our ability to gather and group visual
patterns, to view units collectively, that
permits ustoacceptthe printed page asa
total unit. Itis this phenomenon of
perception that creates the need for
design solutions that bring together all
the elementsin atotal concept. The

Gestalt principles not only explain how
we combine sensory datato form
objects, butthey also hintat why we
accepttheillusion of tone created by
halftone dots, the simplified form of
cartoon art, the meaning of symbols, and
theintrigue of abstraction. The Gestalt
studies of vision also suggest why we are
sometimes ableto seeimages thatdon't
exist—like the man in the moon—
images in a moving cloud pattern, or
images in the Rorschach blot familiar in
psychological testing.

In exploring the visual effects of an object
undervaryingintensities of light, the
Gestaltscientists discovered and
explained the phenomenon of value

The Gestalt psychologists explain
perception as the organization of

sensory data into whole units or objects.
Though there is a strong tendency to
identify information organizedin rows,
elements can also be grouped by
proximity or similarity. The implied

perspective of the converging rows at the
left and the shape formed within that unit
also suggestour ability to organize and
identify images.




contrast. They established thatan object

of constant value will appear darkeron a
lightbackground andlighteronadark
background. And they also explained
why we sometimes sense movement in
afixed object, like theillusion of the
moon moving through clouds, whenin
reality the clouds areinmotion. In
general, these scientists reinforced the
view of relative perception, which
explains the differentimpression
received from the same object when its
environment changes—a red disk may
mean differentthings in different
settings.

The experiments of the Gestalt
psychologists also confirmed that words

. . . . l . . .~>4

The dotted lines above, based on

and word groupings were more
importantto typographic legibility than
were the form and shape of individual

letters. In their studies of children and the

learning process, they determined that
the perception of three-dimensional
space came earlierand more readily toa
child than the understanding of the two-
dimensional plane and the three-
dimensionalillusion. This explains why
children are slow to accept perspective
and why they rarely use it in their own
drawings.

Gestalt continues to be the principal
source of scientificinformation on
perception and response. The ability of
the eye and mind to assemble and

Richard L. Gregory's book The
Intelligent Eye, show that “‘the tendency
to organize dots into rows is stronger

than the tendency of association by
proximity.’' The pattern at the right adds

implied movementto fixed perspective.

arrange elements and understand their
meaningis atthe root of the design
process and provides akey to effective
page layout.
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lllusion: The changing view
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course, that when we hearasound
unaided by the other senses, itis
difficult—if notimpossible—to determine

its nature, location,
Ontheother hand

anddistance fromus

with a reasonable

make areasonable estimate of its

distance fromus. “Seeing s believing
we say, and we accept vision as the most
absolute of all of our senses—but how

absoluteisit?

The common tendency to think of the eye
asthelens of acamerathatproducesa
pictureinthe brainisinaccurate and
misleading. As the Gestalt psychologists
discovered, perceptionisnota
photographic process. Itis, instead, a
complex response that gathers and
groups the visual information it
encounters into mosaics that shape our
mental pictures of the objects we see.
Visionis a conditioned response, and,
while thereis certain evidence thatsome
visual phenomena (like depth

The world ofillusion is filled with many

unexplained visual phenomena. One of
the most common and most puzzling of
theseis the Muller-Lyer arrow illusion, in
which lines of equal length seem to
become longer or shorter when the arrow
heads are reversed (below).

perception) may be innate, most visual
awareness comes through knowledge
and experience served by other senses,
as well as by sight.

When we respondto certainretinal
stimuli by grouping themto provide an
inaccurate image, theresultisan
ambiguous illusion. The best-known
ambiguousillusion is thereversal
between negative and positive forms.
Thisis mostcommonly illustrated by two
facing black profilesin silhouette that
createthe shape of asymmetrical white
vase made up of the space between the
silhouettes. This figure-and-ground
illusion has a relationship to some design
problems, such as using type as aplastic

— <
>

Another enigma of the world of illusion iS
the Necker Cube, which seems to
reverseits depth asitis viewed (above).
One moment itis seen from above, and
the nextfrom below.




element. Here the white space within the
letters is often as important an aspect of
form as the positive black shapes that
make up the letters.

Anothercommoniillusion that relates to
design is dimensional ambiguity,
where asimple outline of acube appears
to reverse its position from above our
line of sight to below it. This is known as
the Necker cube. While itis usually
shown with parallel recedinglines
(isometric) ratherthan converginglines
recedingtoavanishing point
(perspective), the reversal holds true—
although with areduced intensity—even
when a three-dimensional wire
construction is used to demonstrate the

cube. Joseph Albers, who taught atthe
Bauhaus and has received worldwide
recognition for his work, Interaction of
Color, also explored this dimensional
paradox in a series of black and white
engravings called Structural
Constellations.

Anyone who has shown the slightest
curiosity aboutthe visual experienceis
well aware of the importance of relative
forcesinvision. A color can seemto
change undertheinfluence of another
adjacentcolor; astraightline may seem
tobend under theinfluence of
converging lines that cross it; an object
may seem smaller in proximity to a large
object. One of the most dramatic ofthese

Josef Albers, the noted Bauhaus artist
and teacher, spent alifetime exploring
colorand illusion. This print, from his
series called Despite Straight Lines,
represents a highly sophisticated view of
theillusion of the Necker cube.
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visual comparisonsis containedin the

luller-Lyer arrow illusion, where the
in arrow seems to become
appreciably longer when thelines that
mark the point are directed outward and
away fromtheline, instead of inward as
onmostarrows. While many theories
have been advanced to explain this
illusion, adefinitive answer has not yet
beendiscovered.

shaitorl

The illusion of motion—not the
suggestion of movement as practiced in
Futurist painting, but the actual
stimulation of an apparent surface
movementin the eye and mind—is one of
the most baffling of the opticalillusions.
This effect has been aprincipal force in

Opart, where the painted surface seems
to shift, shimmer, or undulate. Although
we are fully aware that these undulations
are an illusion and noreal movementis
involved, itisimpossible to avoid their
effect, short of looking away. Even then,
theillusion may pursue usin aseries of
afterimages. As in some other areas of
vision, no exact explanation for this
phenomenon has yet been determined.
In general, though, itisrelatedto a
fatigue factor brought about by the
complexity of the design and has been
comparedto an overloaded circuitina
computer

Inone way or another, all of these
illusions confirmthat the two-

dimensional page can only create an
impression of a three-dimensional world.
They also demonstrate that it is possible
to create some strange and misleading
side effects in visual communication.
lllusions reinforce the excitement of the
visual experience, even though we know
so little about this complex and critical
aspect of the exchange of ideas—which
is barely touched on here. Designers
who wantto study perception in more
depth will find valuable information about
visionin Eye and Brain by R.L. Gregory
andabout art and perceptionin Artand
Illusion by E.H. Gombrich and Artand
Visual Perception by Rudolf Arnheim.

Our depth perceptionisinfluenced by
the source of light and the direction of
shadows. Inthe NASA photograph at the
right, when the light comes from above
we easily distinguish the craters on the
moon (above), but, when weturn the
picture around andthe light comes from
below, the craters look like hills.
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Oneofthe mostperplexing of all the
illusions isthe implied motion of certain
static images. Itis impossible to keep our
eyes atrest when the picture aboveisin
ourfield ofvision. The sense of
movementis compounded by our effort

to organize the complex sensory data.

Inthis optical pattern, the sense of
movement becomes even more
inescapable. When confronted with the
wavy lines, our eye movementis
reinforced by a combination of
afterimages and eye fatigue until the
undulating motion seems real.
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The visual paradox

An awareness ofillusion and perceptual
ambiguity reminds us thatthings are
ndeed not whatthey seem. If perspective
isnotatotally reliable representation of
reality, it can beturned around and used
to serve the designer’sorthe artist’'s
purpose. lf the designer or artist can
represent objects on the two-
dimensional surtace that could not exist
in the three-dimensional world, he opens
up new areas of creative expression.
Realistic painting has often undertaken

This 1974 illustration by Richard Hess
fromabrochure for the Xerox
Corporation creates a visual paradox
that permits two figures to ascend and
descend the same flight of stepsin the
same direction.

to confuse the eye by altering or
disrupting the three-dimensional illusion,
modifying reality, or seeking out
disturbing ambiguities of vision.

With the advent of Surrealism (see page
24)asanartform, new explorations were
made with respect to the visual paradox.
Salvador Dali changed the molecular
structure of material when he composed
pictures of drooping watch facesin his
Persistence of Memory. René Magritte
floated imponderable objectsin space
and placed unbelievable views in his
windows. With all of their jolting
approach toreality, the painted surfaces
of these artists have a classic, carefully
drawn finish. While they may have

changed the nature of material and
violated the laws of gravity, they never
broke the rules of perspective rendering.

Itremained for another twentieth century
artistto bring the ultimate unreality to
realism by using perspective to serve his
ownends. M.C. Escher, amaster etcher
and printmaker, used illusion and
ambiguity more directly than any other
contemporary artist. He created
dimensional paradoxes that showed
multiple viewpoints within a picture,
buildings that changed perspective
between floors, and stairways that went
everupward, even though joinedin a
closed rectangle. Hiswork was not
Freudian, but it created itsown surreal




effect by taking advantage of perceptual
ambiguities. His drawings—which ook
logicaland real until we take a second
look and realize they could never exist—
have inspired graphic ideas with
surrealistic overtones.
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M.C. Escher’s 1947 woodcut called
Another World builds a paradox by
confusing the multiple planes of wall,
floor, and ceiling. He makes us look
upward, downward, and sideways at the
same time in this impossible vision.







Conclusion: The measure of a
design

Throughout his career, adesigner willbe
expected to make decisions concerning
the quality of graphic design. This will
begin with the personal, critical
decisions thatguide him in selecting one
of many preliminary sketches to develop
into presentation form. The process
continuesin the judgment of the work of
his peers—in both the casual appraisal of
their work and the more formal
judgments called for when he must select
theirdesigns forexhibitions and awards.

El Lissitzky, 1924

Allthree of the above layouts, also shown
onpages 29, 72, and 66, were designed
over35 years ago, and the Lissitzky
advertisement dates back more than 50
years, but all of them retain a freshness
and enduring quality characteristic of all
truly creative modern designs.

Thework reproduced in this volume has
been created by many designers, and
represents awide range of
communication objectives approached
under varied conditions over an
extensive period of time. Some of the
illustrations represent designs that have
been widely honored and recognized. A
few, for one reason or another, have eluded
the spotlight. Butthey all share some
basic and common characteristics. They
are all based onthesimple presentation
ofasinglecommandingidea They are all
tunedtotheinterest and response of a
broad or selective group of viewers. They
all reflecttheinfluences of contemporary
style without becoming fashionable or
self-indulgent. And they carry the stamp

o design students’ guide

to the New York World's Foir

compiled for
P M mogozine .. . by Loborotory School

of Industriol Design

Paul Rand, 1939

of the designer’s personal style, based
on ablendof his objective and subjective
involvement.

Thereis one othermeasure of layout
quality, which many of the designs on
these pages demonstrate—acertain
timelessness. Though many of the
examples selected are ten, twenty, thirty,
or even fifty yearsold, nearly all of them
would be considered effective designs if
they were published this year. In my
judgment, theword “‘dated’ could notbe
appliedtoany ofthem. Itis this enduring
quality that represents the final measure
ofaagreatgraphic design.

Inreviewing the process of layout, itmay 145
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even be appropriate to turn this book
around and reexamine the material,
beginning with response and ending with
style. In many ways, thisisamore logical
procedure. Nothing is more essential to
visual communication, and hence to
graphic design, than perception and
response.

Vision is notamechanical processin
whichthe eye, like the lens of acamera,
transmits pictures to the brain in fully
developed form. Instead itis acomplex,
computerlike procedure in which our eye
gathers bits and pieces of sensory data
and transmits themto the brain, where
they are sorted out and restructured into
objectsand images. Theseimages may

be effective or boring, they may be
remembered or forgotten; orthey may be
misread or transposed intoone or
another of the ambiguities we call
illusions. Whatever occurs at this point
will be critical to the measurement of the
graphic quality of our design.

It would be amajor errorto assume that
gaining the attention of the reader
represents the end of the exercise.
Unlessthevisual responseinducesan
intellectual oremotional reaction, notrue
communication has taken place. Thisis
true whether the objectiveis information
or persuasion, and the degree of reaction
to the content of the layout will be
intensified orreduced by the form and,

Will Burtin was one of the first

designers to effectively move from
the technological attitudes of the
Bauhaus to the scientific challenge.
This cover for a medical magazine
published by the Upjohn Company is
an early example of his graphic
approach to scientific subjects.

finally, by the style of its presentation.

Some seventy crowded years have
passedsince Frank Lloyd Wright brought
his early career to a climax with the Robie
house and Pablo Picasso upset the
course of art with his first Cubist painting.
Inthose years, agreatdeal has
happened. Atfirst it seemed that
everything that made up the modern
design movement had come together
andthat the revolution was complete by
theend ofthe 1920s at the Bauhaus. Itis
certainly true that alarge body of
contemporary graphic designis directly
related to (or atleast guided by) the
traditions and design principles
established by Paul Klee, Josef Albers,




Moholy-Nagy, and Herbert Bayer.

Butin the years that followed, therewas a

growingawareness that somewherein
the distillation process that design
underwent at the Bauhaus, something
may have been lost of the pioneering
ideas held by designers like El Lissitzky
and Theo Van Doesburg, and painters
like Arp, Mondrian, Duchamp, and
Leger. Some designers also felt that the
rejection of ornament and decoration
might have been carried too far.

By thelate 1960s, a growing number of
graphic designers were exploring the
bypassed outcroppings of Art Nouveau,
and some of their layouts were showing

traces of Art Deco slickness. In the years
thatfollowed, the influence of nineteenth

century posters and even Pre-Raphaelite

romantic paintings began to appear.
Some of this exploration was alegitimate
search forabroader and more fertile
base for new ideas; some of itwas a
reaction to the ultimate simplicity of the
International style; but most of the
layouts produced by this surge of
nostalgia were merely fashionable
pastichesthat already look out-of-date.
Thelayouts that did succeed were those
designed with the simple divisions of
space advanced by the masters of
modern design—and these layouts were
not only the most effective, but will
probably be the most enduring as well.
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The subject matter of the pictures
may seem dated in this Time magazine
advertisement designed by Lester
Beall, but his original concept and
use of asymmetrical form is as
appropriate to the advertising
objective today as it was in 1938.
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