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ALEXANDER
RODCHENKO

lexander

Rodchenko 1s a
Russian artist and
sraphic
who helped found

designer

the Russian Constructivism and
Productivism movements of the
1920’s. He was a lhuighly prolific and
variable artist, talented m pamtmg,
photography,
graphic design. His mvolvement
m the Bolshevik Revolution would
mfluence his art for all hus hife, as he

worked to spread the 1dea that art 1s

architecture, and

a powerful medium for soaal cause
and that it should be mcorporated
mto everyday hife.

EMMA VINCHUR

Borm m St. Petersburg but
raised m Kazan, Rodchenko’s first
mtroduction to the art world was
through the magazimme art of the
time. He became a self-proclaimed
artist and began lns studies at
the Kazan Art School m 1913.
He contimued his studies at the
Stroganov Institute m Moscow, It
was here he created has first abstract
drawmgs, mcludmg “Dance. An




OMbjectless
was mspire by Kazimir Malevich’s
Kazmmr and lus
contemporary, \ladmmr Tathn,
would become Rodchenko’s most
miluential, foundatitonal mspirations.

By the end of the 1910s,

Rodchenko and his contemporanes

Composition,” which

Suprematism.

were pushmg Constructivism.
This movement encouraged and
promoted the idea that art should
be used to spur socal change. It
greatly mfluenced and bolstered the
Bolshevik regime. The powerful
Imes and bold text matched the
revolutionary spimnt of the day, and
the style heavily mfluenced other
modern art movements such as the
Baushaus and De Stijl. Around the
same time as Constructivism, which
worked toward usmg art for soaal
reform, prommment Constructivist,
mcluding Rodchenko and Lissitzky,
were also trymg to mcorporate
art mto the everyday lhife, mstead
of leavimg as somethmg that was
considered bourgeois. Together
they pioneered the Productivism
movement. It focused on heavily
on architecture, which Rodchenko
experimenting with simplhfied lines
and shapes that he beheved could be
easily translated mto 3D structures.
In 1921, Rodchenko pamted
“Pure Red Color, Pure Yellow
Color, Pure Blue Color.” This
group of pamtings was Rodchenko’s
of the

convention,

mterpretation

triptych
commonly only used m rehgious
scenes. With these panels,
Rodchenko asserted that pamting

modern
Westermn

o

dead and famously stated:
“I reduced pamtmng to its logical
exhibited three
canvases: red, blue, and yellow.
I aftirmed: 1t’s

colors. Every plane 1s a plane and

was
conclusion and

all over. DBasic

there 1s to be no representation.”
In part, Rodchenko beheved that
with the great advances

that

was almost obsolete, because a

made
im photography, pamting

photograph could capture an 1mage
perfectly. So, by 1921, Rodchenko
had abandoned pamting entirely,
believe that 1t hmdermg
himself m commtting fully to
the values of the Revolution. He

turmed to an even more functional

Was

view of art and the artist. He began
collaborations with the popular
poet, Vladimar — Mayakovsky,
completing a series of book covers
and promotional posters for his
advertismg campaign. The haunting
cover of “Pro eto. FKi mmmne,” for
example, was well received. Their
collaboration opened up Russia to
modern advertising, and the pair’s
unique combmation of politics and
art became equally mfluential m
Europe and the U.S.

Contimumg with lis quest
to find new ways to bolster the

Rodchenko
expennmenting with photography

Revolution, began
and photomontage. Imtally, he
used found photos to create his
collages, but after acquirimg a Leica
camera, he began taking his own.
He 1s most well known for his odd
and disconcerting angles of his
subjects, forcimng the viewer to look



twice before bemgable torationahze
the 1image, like the “Balcomes” and
“At the Telephone” photographs.
Rodchenko was a fim behever
that one had to view objects from
all angles to truly understand
them. He stated: “One has to take
several different shots of a subject,
from different pomts of view and
m different situations, as if one
examuned 1t n the round rather than
looked through the same key-hole
agam and agam.” He also became
admured for hus powerful and stark
contrasts of light and dark. Just
like his advertisement and design
work, his talent for photography
became equally admired m the
Furopean art scene.

Alexander Rodchenko’s
work was key i the Russian
modermist movement and he
helped redefine photography,
pamting, and graphic design.
He expanded on the ideas of
abstract composiion and lus
monochromatic pamtngs were
especially mfluential to the
Mumnmalist movement m the late
50’s and 60’s. His unconventional
view and execution of photography
1s still of great mfluence to
modem photography today, and
his unceasmg mvolvement with
the Bolshevik cause made him of
particular mterest to the left wing,
Amencan avant-garde artists.

“Lengiz. Boo
Len




ks on all the branches of knowledge,” advertising poster for the
ingrad Department of Gosizdat (State Publishing House), 1924

Alexander Rodchenko



ALEXEY
BRODOVITCH

PHUC TRAN

lexey Brodovitch was the

very model of the modem
art director m the 1930s,
forties, and fftes. He not
only fashioned a distinctively
American design look, but also devote himself
to teachmg graphic design as a professional
disciphne. As a multiple designer, he worked
m many hields of design mcluding art director,
tllustrator, photographer and mstructor.
My goal m tlis research 1s to mtroduce
Brodovitch’s contnibution to the field of
design, biographical descriptions and most
significant accomplishments.

In order to achieve this goal, I orgamzed
my paper mto five main sections. In the first
secion, I provide mmportant mformation
about Brodowitch’s background; a bnef




journey through his life and his first career. In the
second section, I discuss the style that mfluenced his
career sigmficantly- Surrealism. Next, I talk about the
way he used color m magazmes of the 1930s. In the
fourth section, I also mclude his photography works.
Last but not least, I end my paper with Brodovitch’s
teachmg career m the fifth section.

BACKGROUND

Alexey Brodovitch was a Russian bom
photographer, graphic designer, art director and
mstructor, who 1s most famous for his art direction of
fashion magazine Harper’s Bazaar from 1934 to 1958.
He was borm m 1898 m a wealthy fanuly. By the age
of 20, he emmgrated to France spendimg the decade of
the 1920s mmmersed m the avant - garde atmosphere
of Pans. Fially, m1930 he sailed to the Umted States,
where he would spend the rest of lus working life.

An mcredible adaptability. There 1s one thing
really special about him: while some other immugrants
had to struggle a lot m order to fit in the new environment
and they barely make a successful adjustment to 1it,
Brodovitch felt excited about what was foreign to him.
“Not surprisingly, then, a chameleonlike adaptability
18 the most mmportant, obvious and determmmng
charactenistic of hus early work as a designer [sic].” It
could be state that adaptability 1s very mimportant for all
graphic designer, but Brodovitch made his hallmark.
He was an amazingly creative chameleon.

A multiple designer. Brodovitch did much more
than design Harper’s Bazaar magazine. While working
for this magazine, he still worked as a freelance designer
and llustrator. He was also art director and art editor of
the pioneering graphic- arts magazine Portfolio. Fmally,
he devoted what spare ttime he had left to pamnting and
photography.
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SURREALISM

“The Bal Banal” poster was the very
first success Brodowitch had ever earned m hais
design career. He designed this poster for a 1924
artist’s ball and won the first prize m a competiion.

Brodovitch 1illustrated several Bazaar
covers durmng his twenty four years as the
magazime'’s director. “The girl of tomorrow”
cover, usmg the Trylon and the Penishphere,
symbols of the 1939 World’s Fair, showed
most clearly the mfluence of Surrealism on his
work of the late thirties and early forties. The
use of the mask recalls lus first success, the
poster of “The Bal Banal”. Besides borrowimg
gsraphic 1deas from others, Brodovitch also
recycled his ovwn work.

He was mfluenced by Surrealism from
Salvado Dali. He understood the connection
between fashion and the subconscious mund.
Fashion, like Swrrealism, has an 1rrational,
uresistible appeal.

COLOR

Color was relatively new m magazmes
of the 1930s, when full-color illustration
required labonious preparatton and long
lead times. However, by using process or
second color inventively, Brodovitch was
able to give the Bazaar an added sense of
currency and luxury.

PHOTOGRAPHY

From the very first 1ssues he designed
for Harper’s Bazaar, Brodovitch was sensitive
to photographs more than any art director.

The contnmbution of new techmques.
He was especially attentive to the shapes
within the frame and used them to cue the
placement of text and headlmes.
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What make thuis techmque so
charactenistic of Brodovitch 1s 1ts stmultaneous
boldness and economy. Stmply by duphcating
the elements within the photograph and usmg
them as keys to his overall design, he was able
to aclueve what to Amerncan audiences were
unprecedented effects. (Grundberg, 59)

Also, he amranged photographs
on the pages like playmg card but m lus
layouts, overlaps or positions rarely seem
unmtentional. Influenced by Swrealism,
Brodovitch emphasized mirroring and spatial
llusion m many of his page design. Moreover,
he often used photographs as if they were
framed m a slow motion hlm, repeatmg a
pose or dress several times across the page to
create a narrative temporal feeling. Through
the design, he wanted to deliver a message that
every normal woman can become fashionable.
He also mcreasmgly encouraged blurry and
out of focus photographs.

TEACHING

From 1930, when he first set foot
m the Umted States, until 1966, when he
returned to France, Brodovitch promoted the
tenets of graphic design by teaching. He had
tramed and mspired a generation of postwar
designers, 1illustrators and photographers.
Central to lus method was the penpatetic
Design Laboratory.

In conclusion, Alexey Brodovitch not
only played a big role m changing Harper’s
Bazaar but also transformung Amencan
sraphic design between the wars and m the
postwar years. He 1s also the mspiration for
the young generation of graphic designers
and photographers. Throughout ks hfe,
Brodovitch was addicted to the new, the
unexpected and the unconventional.
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BRADBURY
THOMPSON

radbury Thompson

was bom m
T'opeka, Kansas
m 1911 and later

attended Washbum
Umversity. He graduated m
1934 with a degree m economucs.
Durnng his ttime at Washbum he
worked as a student editor and
designer at Capper Publications
where he learned everything about
prmtimg, typesetting, and bmding.
This job m primtmaking would
shape Thompson’s future career.
In 1938 he moved to New
York and soon began work for
the Westvaco Corporation. A

large majority of his work and

LIZ SZATKO

influence comes from his time
at this company.

During  his time at
Westvaco, Thompson worked
on Waestvaco Inspmwrations - a

publication showcasing the paper
produced at the mmlls. The
publication showcases typography,
photography art and graphic
design. and the
cooperation’s leaders thought that
the publicattion should not omnly

Thompson




APRIL

GREIMAN

MATTHEW KREUTZER

he advent of the
chgital design age
brought about a
much different
design pedagogy as
well as a further evolved method

for the graphic design field. The

mitroduction of the computer mto

designming allowed, and contimues
to allow for the collapse of more
visual mformation mto graphic
designs. The computer has allowed
for the study of many different
forms of media and sensory etfects
mto projects. April Gremman, as a
designer to arnise during the advent
of the computer, has created

designs which highlight the overlap
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of the pedagogies of computer
design and pre computer design.
Gremman’s design work celebrates
the duality of natures of new dcigital
and the traditional physical methods.

Apnl Gremman was borm m
New York City. Her education
mcludes several prestigious art
schools. Gremman has studied at
the Kansas City Art Institute. She
additionally has studied at the
General Arts Trade School m
Basel, Switzerland (apnlgreiman.
com). It was at this school where
Gremman learmed her sense for
typography (Hybrid Imagery 13).
Gremman addittonally has moved
on to practice m the professional
world with her own design firm
(hybrid mmagery 156). In 1982,
Gremman was made the director

for the
programm at CalArts, Some of

Visual Commumnication

Gremman’s mterest m this school
was 1mbedded m her mterest for
the school’s stuchos,
which did not yet have an overlap
with digital design (Hybnd Imagery 45).
Gremman has been a pioneer
of the use of digital medmums
field. Her

expermmentation with digital design

electronic

m graphic design
has paved the way for howthe design

profession still creates designs.
In ‘Hybnd Imagery’, Gremman 1s
quoted for say that “The computer
1s just another pencl” (Hybnd
Imagery 55). This quote very simply
emphasizes the strong mfluence
that the digital platform has made
on how graphic design 1s now
approached. Gremman additionally
says m ‘Hybnd Imagery’, “What

we are discovering 1s a new texture,

a new design language, a new
landscape m commuincations. As

people become empowered with
this tool we’ll see termble things

and wonderful thmgs” (Hybnd
Imagery 55). This quotation from
April Gremman emphasizes how
digital design has opened up new
possibilities but that it, at the time,
was Vvery
extremely new concept.

expermmental and an

In ‘Hybnd Imagery,” one of
the most mmportant observations
which Enic Martin makes 1s “These
aren't simply new tools for old
tasks. They ask for a new kind
of artist with an unconventional
Visio1, combimmmg  ordmanly
separate media mto new hybnds,

“The computer
is just another
pencil”

ad hoc. The age of the specialist
1s over’ (Hybnd Imagery 101.)
Thus statement 1s 1mplymg that the
graphic designer, spectfically Apnl
Gremman, mnecessanly 1s versed
i multiple mediums m art. The
digital graphic designer becomes a
catalyst for new types of art.

One digital medium which
has been highly mfluential m
Gremman’s designs 1s videography.

She has used wvideo m many
different ways for her designs. A
common use of video for Gremman
1s the capture of still images from
motion sources. She begms to

arrange these stills m a way as to




showcase thewr products, but also
good graphics. The audience
of the publications mcluded
designers, printers, teachers and
students. By showcasmmg design
work this way, Westvaco was able
to reach a large audience and
become a premuiere example of
advertismg and commercal art.

Thompson’s this
publication grew during his time

mfluence on
with the company. His images,
layouts and type experuments
can be seen throughout his time
there. Thompson’s knowledge of
printing shaped his design aesthetic
and allowed him to explore and
push the boundanes of design.
Thompson used many different
strategies that centered on his
knowledge of prmting mcluding
the colors he used, his exploration
of type, uses of plates and plate
mampulatton and graphic layout.
Thompson once noted that ‘the
prmmting press and the prmt shop
were my canvas, easel and
second studio.”

Thompson wused process
colors (CYMK) as his primary
color scheme. His background m
prmting gave him an understanding
of prmmting chammels and color.
Thompson used color and brought
it mto lis mmovative design
strategies. Using the four process
colors, a senies called graphics m
motion was created to synthesize
moving illustrattions. The same
plate would be prmted multiple
times m the different colors,

shghtly altering the position each

19

time m order to create the effect
of a moving 1mage. Takmg a sigle
mmage and printing it m the four
process colors would add life to the
page. By domg this, Thompson
was exploring the process of print
itself and exposmg and educating
the process to lus readers. Another
concept Thompson used was the
1dea that facing pages could mteract
and become a smgle composition.
This was still a new 1dea at the
end of the war durmg the time
Thompson began working.

Thompson also commonly
used type m his designs. Type
could be used m many different
ways creating movement, emphasis,
or become the artwork itself. In
many of his designs he mcorporates
the type as part of the illustration.
Some move your eyes around the
page, some emphasize elements,
and some become the shapes m
the artwork becoming the artwork
themselves. “type can be a toy a
tool and a teacher.”

One of Thompson’s type
experiments was T’he Monalphabet,
which was developed m 1945
by Westvaco Inspirations. Thas
systemm of expermmental type was
developed as a form of simphhied
readabihity. The Monalphabet went
through 7 different ‘expermments’
origmally usmg the font Futura,
trying to find the most graphically
logical solution. Westvaco used
the different experiments m many
of their projects.

In 1950, Thompson

and Westvaco created another



create the mmplication of motion
over time while dearly bemg still images.
A notable {feature of
Gremman’s stll mmages 1s her
attention to time. She addresses
time m multiple different ways m
her works. Some works, such as
the work pictured m Figure 1, show
a pomt driven approach to tume.
It 1s enticized m ‘Something From
Nothimg’ that this type of ime 1s only
used for structurmg knowledge of
historical time. Some of Greiman’s
work, such as the work pictured m
Figure 2, conversely shows a more
human approach to time. Time
15 seen by the person as flowmng
and unbroken (Something From
Nothing 33). The mmage of Figure
2 shows how multiple mmages m
different media blend together to
create a flowimng time through a still
1mmage. In contrast, Figure 1 shows
segmentation of time through still
captures of motion. This piece
uses the more history based
approach to telling time.

15

It seems that much of Apnil
Gremman’s work 1s dechcated to an
mherent duality, Gremman’s term
“hybnd mmagery” 1s evidence m and
of itself. The term describes the co-
play with traditional methods for
printing, the use of text, page layout,
and the use of digital images. Thus
layermg of media has been much
more accessible to people like
Gremman because of the advent of
the computer age, with regards to
its use m digital design fabrication.
What 1s important about Gremman
1s her pioneermng of hybndizing
the graphic designer’s palette.
Gremman has been at the forefront
of computer aged graphics and
thus has been able to delve mto
new forms of graphic design. Her
use of videography to create “still”
compositions has been touched
upon by succeedmg designers
m the field. April Gremman has
been the pioneer for computer
designers and has moved design
to where 1t 1s today.
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expermmental type called Alphabet
26, which used only one character
for each letter, as opposed to
differmg characters for upper and
lowercase. They argued that there
1s a confusion that occurs when
one letter has two different forms
of representation. ( Example ‘A’
and ‘a’). Westvaco utihzed the
font fammly Baskerville to illustrate
this 1dea. However, any font was
mtended to be substituted m 1ts place.

Thompson’s career
Westvaco.

Thompson was mvolved with the

contimued  beyond

US Postal Service stamp designing.
Thompson 1s credited with creating
over 90 different stamps. IHis
mifluence also extended to assisting
others who created stamps after
1969, One of the most popular
stamps 1s the LOVE stamps from 1973.

Thompson was also a teacher
durmg the later years of his lfe.
Thompson started guest lecturing
and teachmg at Yale m 1956. His
fascination with books and creating
publications  like
Inspirations, prompted him to
create projects for lis students

Westvaco's

focused on simmlar things. A course
he designed for his first year at Yale
required students to select a topic
of their choice and create seven
spreads that reflected the time
period and style. Although the
students were required to capture
the fonts and mmages of the time
period they selected, they were
required to represent the work m
the style of the current era.
Thompson'’s work m
magazmes spanned from Westvaco

mspirations to the Smithsoman,

Progressive Architecture,
Mademoiselle, Art News and
others. He was consistently

mvolved with magazines, being
mmvolved with at least two at a
time smce W WI,

The final

Thompson worked on was a bible

project that

for his Washburm. Some consider
the Washbum College Bible as
the summa of Thompson’s work.
Thompson worked with designer
Jan T'schichold m deading on a
font for the text, eventually usmg a
font Tschichold designed, Sabon.

Thompson combmed modem

abstract designs, classic mmages,

typographic
classic styles. The original project
separated the Bible into three
parts, but was later condensed

explorations and

for ease of production.

effect on
graphic design can still be seen
today. His mfluence m the world of
publication will continue to be seen
for years to come.

Thompson’s
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lancimg, and working for numerous

advertismg agencies, he finally

received an MFA m design at age
48 from the Cranbook Academy
of Art 30 years after he graduated
high school. He ended up giving
many lectures to student and then
decided that he absolutely loved 1t
and had the yeamn to teach which
1s what motivated him to go back
to school and receive his MFA. In
1987, the Calforma Institute of
Technology hired Fella to teach
and he gave his last lecture there
m the year of 2013. He currently
resides around CalArts and m s
studio, but doesn’t have a pad
teachmg position. He 1s currently
known as an ‘exat-level educator’,
where he’s available to students but
1sn’t mandatory to be there. Edward
Fella stated m his biography papers
on his official website, “The future
of design belongs to my students,”
Fella said with a smmle, “and that 1s
absolutely fine with me.” (Fella)
Fella has created an exclusive
body of work that 1s made up of
mixmg fonts, styles and breaking
away from the norm and it’s
rooted back to his early freelancing
days. Durmmg lis career, he let
out lus experimental side and did
numerous sample pieces mcluding
“Working Woman” during 1975
when the number of women joming
the workforce was sigmficantly lugh
and equal nghts were at a high
position pohtically m that year.
His days of work were ordmanly
consistent with drawmg layouts,
headlines, and ilustrattions. He
was named “King of Zing” after lus

27

whimsical style of lus illustrations
that where mamly done m pen-and-
mk. He took on many commercial
jobs through out the ‘60s and “70s
and than later on became a designer
and created many posters and work
for the Detroit Focus Gallery. He
used different medmums for s
art mcluding photography. Fella
was mterested m pop culture and
was mspired by many movements
mcluding European Modernmsm
and he also was mterested m
hterature and fme art as well. Not
only did Ed design advertisements,
but he expernmented with typefaces
and fonts as well. All of Ius lettermg
1s done by drawmg from his hands
himself. He would cut up the letters
and mampulate them. Fella loved
the expernnmental side of design
and it 1980 he presented his body
of work to a class at Cranbook
Academy where he actually ended
up enrollmg after he retired from
hais

commercial work. During his time

career of advertismg and
at Cranbook he produced dozens
of sketchbooks and collages where
his designs earned the name of “the
vernacular”.

Edward Fella has
amazimg accomplishments durnng

111411V

his years of working as a designer,
and illustrator. He
MFA and became
a professor and mfluenced and
guidded many students, which
he loved to devote his time to.
He created and expernmented
with many typefaces mcluding
“FellaParts” and “OutWest”. He
cad mcludmg

educator,
received his

numerous works
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DAVID

CARSON

P

UNG

avid Carson 1s a
successful person
m the
design mdustry. As

sraphic

a graphic designer,
he
typography. He 1s a person with
versatile talents. People not only

loves to expenence

also

know about him as a director,
graphic designer but also a surfer.
Accordmg to  Desigmishistory,
Dawvid Carson became “the 9% best
surfer m the world” m his high
school years m 1989. The passion
and talent that Dawvid has for surfing
brought up big advantages to his
later career.

IONG

According to an mterview
with Dawid Carson
by Designboom,

conducted
he graduated
from Umiversity of Arizona with a
sociology degree, became a former
teacher. He didn’t have much
knowledge i Graphic design at the
begmmng of his early 20s until he
enrolled a short summer workshop
From that
course, with the help of a wonderful
mstructor named Jackson Boelts,

i graphic design.
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he started to grow his mterest in graphic design, followed
his passion, and became really successful nowadays.

Several months after discovering his mterest m
graphic design, he received his very first design project
which was a skateboard magazme. He did a great
job even though he did not go through much official
trammg. He was self-tramimg himself through all the
processes to complete his first official design job as he
stated m the mterview with Designboom.

According to Designishistory, David Carson had
been working with several magazines such as Beach
Culture, How Magazme, New York 11mes, Newsweek
and Ray Gun after his first design task. Among all the
magazmes that he worked with, Ray Gun was the one
that helped him with gammg the attention from the
graphic design field and the public.

Everything 1s a challenge to David Carson. He
loves to learn and try out new things. If working m team
helps him to learn from others, workig all by humself 1s
another challenge m his design career. His perspective
on working with other designers and challenges was
“how can I still do something that works for them - but
that I am still happy with as a designer?” as he stated m
the mterview with Designboom.

In 1995 he begin his own studio which 1s
named David Carson Design m New York City. With
the fame that he bult upon since working with Ray
Gun, numerous customer such as Nike, Toyota, and
MTYV, etc. had found and worked with his studio
according to KEllen Lupton.

Recently m his career, he also reached out to
film and television as commercials and videos director.
He worked with other professionals on his short film
called “The End of Print” and with Harvard Busimess
School on a documentary film called “The Art and
Disaphne of Creativity”. His most recent director work
1s UMPQUA Bank’s television commercaal.

Throughout his career, he had been “featured
over 180 magazimme and newspaper articles around
the world” and bemmg admured by people “London-
based Creative Review magazme dubbed Carson “Art
Director of the Era.” The Amencan Center for Design
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a senies of 30 mvitattons for the
Detroat Gallery. These
mvitations gave Fella the chance to

Focus

have his freedom and experiment
with lus i1deas; Focus had blessed
him and didn't require
restrictions Fella also got to use his

111411Y

expermmentation durimg designing
a catalog on Moms DBrose, a
sculptor. He recerved the Chryslar
Award m 1997 and m 1999 was
given an Honorary Doctorate from
the Center for Creative Studios mn
Detroit. In 2000, he published
his book  called, Edward
Fella: Letters on America,
Photographs, and Lettering.

In conclusion, Fella grew up

m the Art world. He had parents

who were mvolved in art world and

knew what 1t was all about. They
never were against the 1dea of Fella
becomng a designer, they mspired
Fella has
proven to be out of the ordmary

him tremendously.

i the design world with his many
eccentric designs. He has had
many accomplishments before his
time at Cranbook, but also gamed
a lot of expenence after graduating
and becomng a professor. E.dward
Fella 1s more than just what people
think; an artist. He’s a professor,
and educator, and an extraordmary
designer. Edward Fella will always
be an mspiration to many artists
and designers with lhis history of
art, hais

typetaces

peculiar designs and

and his

number of accomplishments.

outstanding

P

Portrait of Ed Fella by Frank Schaub
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e e
3¢ fea rur?ng : (Chicago) called his work on Ray

r jr : Gun magazine “the most important

reaming work coming out of America.” His
ng lips. o work on Beach Culture magazine
e, shabba b won “Best Overall Design” and
logo. the - “Cover of the Year” from the
o | | Society of Publication Designers m
New York.” He also public a book
named The End of Prnt. It has
been the best-selling graphic book
since 1t was published more than
200,000 copies and transferred mto
5 different languages. His other
book were Fotograliks, TREK,
and The Book of Probes. He also
gave speeches and had his own
exhibition of works to countries all
over the world and colleges such
as Cranbrook, AR'I'center, RISD,
and Cal Arts m Amernica.

With the broad expernence,
and passion m design, he 1s also
called “Master of Typography” by
Graphis magazine. He alsoreceived
four gold awards from Charleston
ADDY award “mcludimg a specaal
judge’s award for professionalism”.

In 2014, he became the
second graphic designer to receive
the gold medal from Amencan
Institute of Graphics Arts and “was
named as one of Apple’s 30 most
mnovative designers m their 30
year history.” They called him
as “pioneers with profound
mmpact” which 1s what Dawvid
Carson was proud of.

As a person who did not
receive any professional education
about graphic design but ended up
to be a popular designer who are
admured by numerous people all
over the world, he had showed the
world what a person can do with
passion and patient.
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EDWARD

FELLA

or decades, many

famous designers and

typographers have

mifluenced SrowINg

artists today and Edward
Fella 1s one of them. Edward, also
known as Ed, 1s a famous graphic
designer who 1s extremely mitriguing
to many designers with his history
of growimg up mto the design world,
his bizarre typefaces and chaotic posters,
and his many accomphshments.

Ed was borm mto a workmg-
class famuly. His parents came
over from Europe and settled m
Detroit, Michigan where Ed was
bom. His mother came from a
long lme of artists and was always

OLIVIA KONERT

working on some type of art project
or another, while lis father was
a sculptor m lis free ttme. Ed
also mhented an artisthc ability
and was very mfluenced at an
He studied lettermg,
illustratton, and commercial art at
Cass Techmecal High School. He
later then graduated and did a lot
of freelance work for two mam
chents that primanly focused on

early age.

automotive and health-care. After

practicmg commercially, free-
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JOHN
VMIAEDA

JASMINE MEEKS

ohn Maeda 1s a Japanese American
who was borm 1 Seattle Washimgton
m 1966. His father owed a tofu

company that he worked m as a

chuld. He loved gomg to school
because 1t helped him get away from his
father’s store which 1s says 1s the hardest he
has ever worked. While he was m school
he was gifted at art and math. During one of
his TED talks he says that one day when he
brought home his report card he had good
grades m math and art but lis father only
acknowledged the fact that he was bnlhant
at math. He ended up gomg to MIT to study
electrical engmeermg and computer science
but was not completely happy there. While at
MIT 1t was his teacher Murniel cooper who 1s a
proneermg book designer, digital designer and




educator who taught at MIT during
that ttme. She had a big mfluence
on John’s life because she was the
one who convinced him to leave
MIT and go to art school.

After john fumshed lus
masters at MI'T he then, deaded to
go to an art college. In japan where
he was mspired by Paul rand who
15 an American art director and
graphic designer. Best known for
his logos, his favorite quote by Paul
rand 15 “I’ve designed everything.”
Which stuck with John because
he’s pretty versatile m both the
design and techmology field. Yet,
another mentor that had an impact
on John’s Ihfe was Ikko Tanaka
who John says was like the “Paul
rand of Japan.”

Smce John was an MIT
student and designer at heart he
was always trymg to blur the lmnes
between technology and design.
Most of lis artwork blends the
connection for his love of design
and computers, one of the works
that he did was Text Squeezer
m 2007. In which John Maeda
programmed this tool to allow you
to type m a sentence and have it
reduced to only its furst letters. From
there you can reduce the type more
and more, even to a smgle letter.
Another piece of art work from his
exhibit at the Cristinerose gallery m
2003 called Robotic Drawing that
he programmed a robot to draw
doodles.

In 2008 john became the
president of RISD the Rhode
Island School of design and wlile
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he was a president of RISD he
accomplished a lot by elevating
there reputation worldwide. He
was also known for lis carmng
atitude and compassion. Also

while, at RISD John began to
lead a movement called STEAM
(Science, Technology, Arts and
Mathematics). To help push the
arts and design. One of his quotes
says “What’s next for technology
and design? A lot less thimkmg
about technology for technology’s
sake, and a lot more thinking about
design. Art humaizes technology
understandable.

Design 1s needed to make sense

and makes 1t

of mformation overload. It 1s
why art and design will rise m
mportance during this century
as we try to make sense of all the
possibilities that digital technology
now affords.” John has wntten five
different books throughout his
hife time as a designer. One of his
books 1s called Laws of Smmphaty
were he tries to get people to stop
and think about design from a
simple perspective one of his ideas
m the book i1s that “Simplicity 1s
about subtracting the obvious and
adding the meanmgful.”

John Maeda 1s a graphic
artist, computer scientist, academnuc,
author and cwrrently 1s now the
CEO’s design partner at Klemer
Perkms Cauhield & Byers, makmg
him the first design partner at
this design firm. John Maeda has
accomplished a lot 1 hus career as
a design and 1t does not seem hke
he has any plans of slowing down.
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GEORGE
LOIS

MICHAEL JOHNSON

eorge Lois says he broke half
the Insh noses m his home m

the North Bronx before he

was ten. George Lois says his

fist had counted at least mme
crooked noses by the time he started high
school. George Lois says he punched his army
sergeant after serving m North Korea, and two
days later returned home with an honorable
discharge (Pitts). George Lois says he mvented
thumb wrestling (Heller). George Lois says
a lot of things. He knows how to tell a story
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onigmally created the New York
Subway map m 1972 and helped
create a system that could make
more sense, and recently took
routes 4, 5, and 6 and made them
all one color, to help make the
New York Subway diagram more
clear and accurate.

Massimo’s favomnte project
from his whole entire Iife was lus
work for St. Peter’s Church. They
designed the Church pews and stage
to move so they can serve multiple
functions such as a concert hall,
theater, and conference hall. Thais
also gave them additional seating.
Something mteresting about St.
Peter’s Church 1s that their typeface
1s Optima, and this 1s
Massimo tomb 1s. So on contrary
to popular behet Massimo’s tomb
1s m Optima and not Helvetica.

where

Massimo’s work was always
clean and to the gnd, some of his
poster work 1s widely known, such
as Kknoll International m 1966 to

advertise for a new show and one
of Massimo’s early poster designs
for The Fort Art Museum Graphic
Program m 1976. Thas design 1s just
one simple man chcking his heels,
but 1t’s done so cleanly and has been
an mspiration to other designers.
Massimo beheved and once

said, “If you do 1t nght, it will last

3

forever.” It’'s been a year smce
Massimo passed and lis designs
are still widely known and are
still a huge impact on our society.
Massimo was very passionate about
his work and if you ever asked
him about his work and designing,
he would tell you that he never
worked a day m lius lhife because
thas 1s what he wanted to be domg.
Massimo loved designed and when
he was frequently asked about
retirement, he didn’t understand
why someone would want to retire
from somethmg they love. No one
should retire from what they love,

and Massimo never dad.
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and how to sell a story. George
[ois 1s one of the most prolific
and acclaimed professionals in the
history of advertising. His ability to
tell stonies 1s part of the reason why
he’s a master commuicator.
Bommthe Bronxm 1931, his
parents Haralampos and Vasihike
Lois were Greek immmgrants who
ran a flower shop (Pitts). He spent
his childhood getting mto fights,
doodling (an unmanly habit which
worried his father), and reading
comucs, the mfluence of which can
be seen m his sketches (Heller).
Lois recalls he loved drawimng but
hadn’t considered 1t as a career.
One day, when Lois was 12 at

PS7 m the Bronx, he recalls that
one of his teachers handed him
a dime, round trip subway fare m
those days, and told him that she
wanted him at the High School
of Music & Art by 11 that day to
take the entry test (Pitts). With her
encouragement and msistence,
[ois passed the entrance exam.

In high school, Lois was
exposed to the styles and 1ideas
that were swirlng around New
York m the 1940s (Pitts). Russian
constructivism and Bauhaus style
was muxmg with the consumernst
hubbub of Amenca and espeaally
the new medium of television
(Pitts). New York became a safe-
haven of arts as the political climate
of Europe darkened for artists and
mtellectuals. “There were teachers
at the High School of Music & Art
who came from the Bauhaus,”

Lois recalled (Heller). “I would
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design with that sensibility but
always put words mto my work. I
really had a designer’s mentality.”
Cassandre’s posters were another
big mfluence on him, as was Paul
Rand. “Paul Rand was God to me
then,” he said (Heller). “Stall 1s.”
After graduating lhugh school,
Lois told his father he wouldn’t
be taking over the store from him
and went to the Pratt Institute for

“Paul Rand was

God to me then.
Still is.”

college mstead. “I'm sure he was
shattered,” Lois later said of s
father, “but he didn’t show 1t to
me,” (Heller). He wasn’t at college
for two years before he left though
(Pitts). Lois says that yet agam, he
was approached by a teacher who
could see his enormous potential
was bemg wasted at school. Thus
time the teacher handed him not
a dime, but a phone number.
Lois called it, landed a job with
Reba Sochis’s design studio, and
dropped out of school. Sochis was
one of the first female art directors
(Heller). Under her gmidance, Lois
contmued to learn the ropes of
graphic design until he was drafted
mto the Korean War m 1952 (Pitts).

When he came back, Lois
worked as CBS’s art director. He
was at Lennin & Newell for a short
time afterwards until, enraged by
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the hiberties an account group was
taking with his work, Lois fhipped a
table and stormed out. He worked
under Herb Lubalm at Sudler &
Hennessey, Ambitious as ever, he
only stayed there a year before gettmg
hired by DDB: Doyle Dane Bembach.
DDB was a revolutionary
company. They started the now-
practice of having
and art directors
working together m creative teams.

common
COpyWr1ters

In addition to pioneering the use
of humor and wrony m ads, DDB
was also Amenca’s hrst “creative”
ad agency. The smgle year Lois
spent at DDB would be the most
successful year of lus life up to that
pomt. He won three gold medals
from the New York Art Director’s
Club for his adwork. It could be
that this taste of success fmnally
helped Lois cool his jets. There are
no stonies of thpped desks, broken
noses, or kamikaze sales pitches
after that. Or 1t could just be that
people m the ad busmess learned
that there was only so far you
could go with this crazy Greek, and
simply let him do what he wanted.
George lLois was certamly
a man who did what he wanted.
He had an ego. Everything he did
seemed monumental, and he lent
that worldview to lius ads as well.
chair
1s wobbling, the only solution 1s
to straighten your floor! Is Bailly
coughmg? Go get hmm
Coldene! His products seem so

If your Harvey-Probber

50111€

powerful, they’re mmmortal and
his ads present this world where
answers are so obvious 1t's a
wonder you didn’t notice before.
products the
answer, literally i the case of his
‘Perhaps’ perfume ads.

Another quality of Lois’s
work 1s smmphaty. Fred Papert,
an old busmess partner of Lois’s
from PKL said that Lois’s “great
talent was that everything [he] did

was simple,” (T'obom). It’s not that

Lois’s become

his 1deas were smimple— quite the
opposite actually. Lois 13 a man
of big 1deas and simple execution.
Look at his Coldene ad— 1t doesn’t
get much simpler than that. The
clanity and bare-bones approach
1sn’t surprising looking at the
artists Lois admared: Cassandre,
Rand, Stuart Dawvis and Alexey
Brodovitch to name a few (Pitts).

What 1s truly revolutionary
about what Lois did though 1s not
his accomplhishments, but that his
accomplishments were that of
an art director. His ego was part
of what enabled him to chmb
to the top of his mdustry and
revolutiomze it the way he did. Hais
ego translated itself mto a talent
for self-promotion as well. It was
what helped him nise from a street-
fighting kid to a living legend 1 the
world of advertisement. His entire
life, LLo1s never stopped lookmg for
the thnll of a fight; He just found
that words could pack an even
tighter punch than fists.
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MASSIMO
VIGNELLI

asstimo  \1gnelh
was bormnm 1931
m  Milan, Italy

and recently

passed away m
May of 2014. He studied m Milan
and Venice at the Brera Academy
of Art m Milan and the School of
Architecture of the Umversity of
Vemce. Massimo came over to
the Umted Stated on the Towle
Silversmmths Fellowship for product
design i 1957. In 1960, he and his
wife, Lella Vignelli, established the
Massmmo and Lella Vignello Othice
of Design and Architecture.
Massimo’s wite Lella was a
big part of his career as a designer.

SYDNEY ROTTHAUS

Massimo would often be the one
who would always pick up new
projects no matter what and get
all kimnds of excited, while his wife
played the more serious role and
would make sure Massimo 1s
workig for pay, and that he was
making things structured. She was
the stricter one of the two designers.

Massimo \ignelli once said,

“If you can design one thing, you
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EL

LISSITZK

EAH URBANK

1 Lassitzky, real name
Lazar Markovich
Lasitsky, was a
Russian Constructivist

designer and activist,
and helped the development of
the Supremacist, Bauhaus, and
Constructivist art movements
(Sarabianov). He mfluence and
change the history and uses of
design m a way that would mmpact
all designers that would stnve to
follow 1 his footsteps.

El lassitzky was drawmg
at a very young age, and at the
tender age of 13, he became the
student of Yahunda Pen, who 1s
an mmportant Belarusian artist who

lived m Vitebsk. At the age of 15,
he began to teach other people




can design everything.” Massimo
proves this statement true with
al hus Iife works.
his wife Lella never stuck to only
one kmd of design but mstead
cdad all sorts of different design
work mcluding corporate identity,

Massimo and

package design, transpiration
graphics, poster design, mterior
design, architectural graphics, book
and magazine design, furnmture
design, and product design.
Massimo’s strongly beheved
i the use of grids mm order to design.
Everything Massimo ever designed
was made usmg the gnd system.
He said it was impossible to design
without it. The gnd, for Massimo,
became a tool for a quick solution
to all design problems. This system
gave designers the ability to achieve
syntactical consistency m graphic
design. However, Massimo knew
that you must always remember to
not get trapped with the gnd. He
said you must remam faithful to the
gnd, but know when to stay m and out.
One of Massimo’s biggest
immpacts when commg over to the
United States was that he brought
Helvetica with hum. At thus time
not many people had heard or seen
Helvetica. People had a desire for
Helvetica because we had a desire
for better legibility.

descnibes Helvetica as

Massimo
modem,
clear, and good for everythng.

In New York m 1991
Massimo had an exlubition called:
Few Basic Typefaces Exhibition.
The reason for this exhibition

was Massimo acknowledges that
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once people could get a computer
m their hands they started usmng
and distorting typefaces. So this
exlibition used only four basic
typetfaces: Garamond, DBodom,
Century Expanded, and Helvetica.
This exlibition shows how much
basic fonts can do for us.

It’s mmportant to remember
that Massimo 1s a very timeless
He used Helvetica
often because he beheved 1t was
the best. In
the
1dentiites Massimo designed was
for Amencan Awmrlmes. Amencan
Aarhnes corporate identity becomes
timeless because of 1i1ts use of
Helvetica and how clear it 1s. Thas
was also one of the first to be two
words, written as one, separated

designer.
example, one of

most successful corporate

by color. This corporate identity
has stayed with Amernican Airlnes
for over 40 years, which 1s longer
than any other airline mdustry.
Massimo once said m an mterview,
“How can they mmprove? They
have the best already. American
Airlmes m Helvetica.” Knoll was
another company that Massimo
used Helvetica for to create a
timeless design. In many mterviews
about Massimo 1t will be said that
when Massimo bramstormed for
1identity and font he would think
for a long time then armive at “How
about Helvetica?” Which was no
surprised to anyone. Helvetica was
his most favorite font.

Some of Massimo’s most

recent work was updating the New
York Subway Diagram m 2008. He



art, as he would continue to do
so for much of his life. Later on
m his career, he applhed to the St.
Petersburg art academy, but was
rejected merely due to the fact
that the Jewish quota had been
filled. Due to the rejection, but
still mtent on domg artwork, he
went mstead to the Umversity m
Darmstadt, Germany and studied
architectural engmeering. When
the first World War broke out, he
returned to Russia and fimshed his
degree m architectural engimmeenng
at Polytechmc Institute of Riga m
1918.Lassitzky taught for much of
his Iife. In 1919 he taught graphic
arts, printing, and architecture at
the People’s Art School m Vitebsk,
Russia (Guggenhemm). It was the
same year that he produced his
first Proun. He taught architecture
m 1921 at the VEhUTEMAS (State
Higher Artisic and Techmecal
Workshops) (Sarabionov).Near
the end of his career, he worked
cultural
Russia m Germany, but after he

as a ambassador for

was diagnosed with pulmonary

43

tuberculosis, he went to a
sanatormum m Switzerland. Even as
he was sick, he continued to work.
Durmg that time m the sanatorium,
he worked on propaganda
posters, books, buldmgs and
exhibitions for the Sowviet Union
played
a big role m developmg and

(designhistory.com).He

formung both the constructivism
The

Was

and Bauhaus movements.
constructivism  movement
ongmated m Russia, and it was
mostly for art and architecture. It
revolutiomzed the way that art was
thought about, so rather that bemg
beautiful art merely for art’s sake,
aimed for the rich upper class as it
was before, he helped push art for
the sake of social movement and
so 1t would serve socal purpose.
Proun (pronounced pro-oon),
an acronym for “project for the
afhirmation of the new” m Russian,
was a way that he explored spatial
relationships. His only remark on
what they were was that they were
‘the mterchange station between
pamting and architecture,” (Alley).
Some were paimmtmngs, but some
were also three-dimensional objects
that occupied the entire space, so
you would have to move and work
around 1t, which was opposite
of the supremacst theomnes that

desired a simplification of space.
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Lassitzky’s style m these Prouns
reflects his traimmg as an architect
m Gemmany betore World War
[, as well as the mspiration of
Kazimir Malevich, a fellow teacher
at the Vitebsk art school who
pioneered the geometric abstract
art (Kazmmir-malevich.org). Hais
radical changes m the perception
of maternnal and space reflected
what he believed to be reflections
of how the fundamental core of
Russian society’s change with the
revolution.lassitzky 15 also well
known for lus
Many of them mcorporate type as

poster designs.
1mmage, photography, and a small
amount of color to make the type
pop. He designed posters and
propaganda for Russia, some m
the form of seventeen 1ssues of
USSR m Construction, which
was a publicaion, or magazme,
that was mtended for Westem
Perhaps s
famous poster 153 a 1919 piece,
called Beat the Whites with the
Red Waedge

com). His last poster was an anti-

andiences. Imost

(Desigmshistory.

Naz1 poster, encouragimg Russian
people to help make tanks and
take action agamst the Naz threat
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before he finally succumbed to
the tuberculosis.In 1921, Anatolu
Luncharski, the Soviet Commnussar
of Enlghtenment, nommated
Lissitzky to be Russia’s cultural
ambassador to the West. While
civil war was stll npping through
the USSR, the end was near. They
sent him to reigmte revolution
where 1t had stalled out m the
West, and these exhibits and their
strong political messages did just
that. Lissitzky believed that he was
not just bringing art to the West,
but also commumsm. Some have
theories that the idea of cultural
change and 1deas and the reflection
of that i Russian Constructivism 1s
so closely tied together, that these
exhibits are a call for social change,
for Russia and for the places these
exlibits were housed.El Lissitzky
did have help though. When he was
designing for the Soviet Pavilion at
the Cologne exhibition, he was m
charge of the preparations and the
on-the-spot assembling. Then each
artist would be given mdividual
tasks, after a talk with Lissitzky over
what he had m mind These were
labor mtensive, sleep-deprniving
exlibitions, but Lissitzky
determmed to do things his way.

Was

Lassitzky was a revolutionary
designer, brmgmg design to the
people for social change, which
was revolutionary when he first
began, but was bemg controlled
and pressured by the govermnment
at the end. He designed for what
he believed m, domg 1t his way,
mmpacting and transformmg the
design world for the better for the
future generations to come.
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LOUISE
FILI

NATALIE DETTMER

ver the past 40 years, Louse
Fili has estabhished herself

as a talented and successful

graphic designer speaalizing
m package design and
typography mspired by her Italhan roots. Fili
was borm on Apnl 12, 1951 m New Jersey
where she grew up m an Itahan-Amencan
household with a farmly passionate about food.
Her parents were mmmmgrant schoolteachers
who were not able to help her pursue her
mterest m art, so she was forced to pursue it
on her own. She remembers bemg mterested
m type from an early age: “I remember bemg
four or five years old and carving letterforms
mto the wall above my bed, even though I
didn’t yet have the ability to form them mto
words” (Essmaker). In high school, Fili also
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JAN
TSCHICHOLD

MORGAN BRUGGEMAN

he 20th century was
greatly  mfluenced
by the designer
Jan T'schuchold.

Not only did he

approaches to
typography, he set standards for

miroduce new

modem design with his books and
ideas. Tschichold’s background m
calhgraphy was very helpful i his
upbrmgmg, as well as mfluences
gathered the Bauhaus
movement, and  modermsm.

Although many found T'schichold’s

work mspiring, he came across a

from

rough patch m Germany with the
Naz1 regime however found a way
to continue creating typographic
and design work.

Jan T'schichold was bom m
Leipzig, Germany to Franz and
Maria T'schichold on Apnl 2, 1902,

Franz Tsclhichold’s
as a sign pamter and calligrapher

occupation

becomes very beneficial to his son’s
future as a designer. Tschichold
became famihanzed with pamted
lettermg calhgraphy at a
young age with the help of his

and

father. Not only was he acquamted

with letter pamting; he was also
farmlbiar with the art of the book.

T'schuchold
hours studymg avilhizations of
the past and the story of books
and lettering at an exlhibiion of
the history of cvihization at the
Hall of Culture. Although he was

spent countless




skilled m letter pamting, and was
full of knowledge on the art of
the book, his aspirations were to
become an artist. His parents were
very skeptical about T'schichold’s
dream job due to the work field
unstable
Compromusimg with his parents, he

bemg and uncertam.
would attend the Teacher Tramng
College at Grimma to become a
teacher of drawmg.  Tschichold
however did not forget about the
study of lettermng, he continued
it m his free ttme. Withm his
stuches he realized that there was a
need for new typelaces and better
letterforms. He then found himself
becoming more attracted to the
1dea of becommg a type designer.
T'schichold then received consent
from his parents to become a type
designer. It was deaded that after
attending the school m Grimma for
3 years, he would then continue
his education at the Academy for
the Graphic Arts and the Book
Production Trade at Leipzig. When
attending the Wemmar Bauhaus
Exhibition, Tschichold came to
beheve that abandonmg the rule
that setting must be symmetrical
was the only way to recreate
mterest m typography. Tschichold
also thought that san senf typefaces
were wmversal for any type of job.
In Jan Tschichold’s mamifesto,
Typographische Mittellungen, he
stated the followmg princples of
typography:
“The new typography 1s
purposeful.
The purpose of all typography

1S communication.
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Communicatton must be made
m the shortest, ssmplest,
most defimte way.

For typography to perform
1ts social function, there
must be orgamzation of
1ts component parts, both
mternal (1.e. content) and
external (consistent use
of printing methods and
materials).

Internal organization 1s
restriction to the basic
elements of typography:
letters higures, signs, lnes
of type set by hand and by

machme.”

Jan Tschichold wrote s
first book Die neue Typographie
m 1928. This book was wnitten
m dogmatic tones that he later
regretted. However T'schichold’s
book conveyed a strong message,
simphcty
and purity m design. Tschichold
eventually abandoned his nigid
beliets around 1932 and said “Die

neue 1ypographie 1s too extreme”,

he was msisting on

then steered back to classicism. He
also claimed that moderust design
m general was authontanan and fasastic,

In 1933, Tschichold had
much of his work seized by the
Gestapo during the Nazi regime.
The Naz’s accused Tschichold of
creating “un-german” artwork, and
were suspicious of him being m
collaboration with the commuusts.
Him and ks wife were then
arrested. After 6 weeks, a police
officer got him and lis famnmly
tickets to Switzerland, and him
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taught herself calligraphy, though she was unaware of
how this would relate to her future career.

Lowse Fili attended school at Skidmore College
m New York where she first discovered and fell m love
with graphic design. Durmg the second semester of
her senior year, she transferred to the School of Visual
Arts to fimish her education. She deaided to transfer to
SVA so that she could be m New York City, the center
for graphic design. Soon after attending SV'A, Fih was
hired as a semor designer by Knopf. At Knopf, she
designed book covers and began developing her own
style. After working for knopf, Fih landed a job at
Lubalm, Smmuth, Camase. For two years, she contmued
designing book covers while being mentored by Herb
Lubalin, espeaally m the art of typography.

In 1978, Louise Fih jomed Random House as
the art director for Pantheon Books. At Pantheon, she
began creating her own type to match the personalities
of the book covers she designed, while other designers
stuck to using standard fonts. She was determuned
to “break away from the constramts of the big-book
bestseller look” and to create covers that had “a
mnemonic allure and mstant recogmtion, as though
they were logos” (Fil1 16). Her cover design for the book
The Lover by Marguenite Duras m 1984 contributed
the book’s success as a best seller, becommmg Fili’s
breakthrough design. After the success of this design,
Fili was given complete freedom i her book cover
designs. Her book covers proved that “design doesn’t
have to shout to be noticed” (Danzico). During her time
at Pantheon, Fili designed nearly 2,000 book jackets.

Lowse Fili opened her own studio m 1989, one
of few female-run studios at the time. She knew that
namung the studio after herself was a nisk, but it was
one she was willlng to take: “If you have a problem
with my bemg female, then I don’t want you as a chent”
(Danzico). Since opemng Lowse Fih, Ltd., Fili has
focused on designing restaurant identity, packagmg
and logos for food-related compames, and books.
Her designs are heavily mfluenced by her love for
“food, typography, and all things Italhan” (il 12). Filh
travels to Italy and France on a regular basis to gather




and his fanmuily escaped from Naz
Germany m August, 1933.

Jan T'schichold 1s well known
for the design of Penguin Books.
While working with the company
he standardized practice for creating
the covers that were to go on all
of the Penguimn Books, and color-
coded genres. T'schichold oversaw
more than 500 books durmg his
career at Penguin Books. Another
thing T'schichold 1s greatly known
for 1s creating the type face Sabon
m 1967. He created Sabon to meet
specific techmical requirements.
The typeface was commuissioned by
a group of German master printers.
The requrements were that 1t
should be suitable for production,
it had to be easy and pleasant to
read, and wanted the style to be
similar to Garamond however
5% narrower. This typeface then
became a distinguished addition to
the range of modemn book faces.

Throughout Jan T'schichold’s
lifettime, he greatly mmpacted the
modern design world. With has
attitude on san serif typefaces and
asymmetrical layouts, he brought
a sense of vanety mto design. His
artisan background and passion
for the arts brought him to be one
of the most mfluential designers
and typographers of the 20th
century. Despite several setbacks
by the Nazi regime, Jan T'schichold
managed to flee to Switzerland and
continue his work and mfluencing
designers from all over. Although
Jan Tschichold died m 1974,
his work continues to mfluence
designers and typographers today.




Jan Tachichold
1920
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mspiration for her designs. When she travels,
she does research by collecting graphics and
taking photos of signage.

When Fili creates designs, she does
not use a computer. Her process mvolves
sketching a design and then supervising the
execution of it on a computer by one of her
designers. Her aimm 15 to make designs look
like they were not done on a computer at all,
particularly for vimmtage designs and typetaces
that she uses to imply quahty and care. She
also combmes her typography with mmages
from 1illustrators who she has worked with
for several years, mcludmg Anthony Russo,
Mark Summers, and Melamme Marder Parks.
Fili’s husband, Steven Heller, 1s a design
historian and a writer who 1s another one
of her collaborators.

One of Lowse Fili's most well-known
designs 1s the logo for The Mermaid Inn
restaurant. The design mncludes a profile image
of a mermaid with the words “The Mermaid
Inn” placed m the taill. This logo breaks many
of Fili’s rules, mcluding illustrating the title and
usig awkward hyphens, but 1t still manages to
be successful. Another well-known design
by Fili 1s the Tiffany & Co. monogram. The
monogram mcludes a “T” with an ampersand
wrappmg around 1t, and a ‘¢ and ‘o’ on
either side. According to Fili, “Somehow I
had to translate this historical elegance mto
contemporary form” (Fii 128). The result 1s
a logo that 1s both classic and modem.

With over four decades of mfluential
design, Louise Fili has received several
awards for her work. Awards mclude medals
from the Art Directors Club and the Society
of INustrators, three James Beard Award
nomimations, and an mduction mto the Art
Directors Club Hall of Fame. Today she
teaches at the School of Visual Arts and at 1ts
masters workshop m Rome. It 1s clear that
Louise Fili has been, and continues to be, one
of the greatest designers of our time. I_ O l
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PAUL
RAND

CIERRA KRASON

ne thousand four hundred
feet still looking good - This
could describe Paul Rand’s
work m omne go, or it could
also describe Paul Rand
himself’ because let us be honest now. No?P

Alnght, back to busmess. So Paul Rand was a
graphic designer that changed how design was

seen throughout his eighty-two years and even
beyond his years. And just like every fresh
out of college student there 1s, they want to
make an mdent m theiwr career field, make a
name for themselves, and do somethmg above
and beyond before they get to those dreaded
thirttes. Paul Rand did just that, having
become a cover designer for Apparel Arts,
with artistic freedom no less, as well as art
director for Esquire magazine, all by the age
of twenty-three. Are you impressed yet? Well
then just wait until you hear more about his
contributions to the design field, first off with
his revolutionary covers and defimmng theories.
So make yourself comiy because you are not
gomg anywhere important for a while.




Paul Rand busted down the

design world’s door m the early
1930s with his various types of
magazme covers for Direction and
Appeal Arts, Esquire loopmg under
his belt soon after. Between 1939
and 1943, Rand had done what
most try to do, express himself,
while changing orthodox
practice. The covers for Direction
holding evidence of this. One of
the more popular covers was his
1940 Chnstmas cover. In more
or less words it was a “visual pun
that substituted barbed wire for
gift wrap nibbon... Little red arcles
made by a hole punch represented
spilled blood. The barbed wire was
a strikimg mmemomc symbol for
oppression” (Heller, “Direction”).

Rand was

also

not omne who
entertamed the 1dea of mumicking
or followmg the current trends.
If anythmmg, the man competed
“When

I designed a cover of Direction, 1

with the current trends.

was really trymg to compete with

the Bauhaus. Not with Norman
Rockwell,” clamhied Rand m an
mterview, “I was working m the
spirit of Van Doesburg, Leger, and
Picasso. It was not old fashioned.
To be old fashion m, m a way, a
sm” (Heller, “Direction”). With
homage paid to those due, Rand
may have admtted to his covers
not bemg one-hundred percent
umque but he did create set of
completely
different from what was happenmg
m the Umted States durnng the ttme
as well as after it.

vocabulary that was

99

Another of Rand’s
contributes was his ability to speak
smceerely (don’t forget to splash
m some wit here and there) while
also bemg able to articulate what
makes design good. There were
a total of sixteen books he wrote
and designed himmself, excluding
one that did not get published. Out
of all sixteen, about four of them
became more known. One of those
books bemg Thoughts on Design,
where he defined good design.
Thas book of lus mfluenced a whole
generation of designers with his
mfluential 1dealism. A primaple,
1if you must, that he pomted
out was use of repetition which
correlates with remembrance:

“The
generated by

emotional force
the repetition
of words or pictures and the
visual possibilities (as a means
of creating texture, movement,
rhythm, mdicating equivalences
for time and space) should not be
minimized...” (Rand 87)

This 1s followed up with
everyday examples such as,
marching soldiers with the same
costume m the same step, same
expression, etc., arranged flower
beds of the same color, rows upon

with methodically placed
packages on a shelf, and hand full

I'OWS

more. An actual example of this 1s a
cover of Rand’s Apparel Arts cover
from July/August, 1938, as well as
a package design for IBM m 1956
with the IBM logo stacked upon

each other and repeated across the
bottom of the package.



to this mneat

Now
story, Paul Rand wasn’t just the
dull type of artist who did just art
and said done, time to exhibat 1it.
He applied a lot of thought and

theories mto to what he created.

histen

To name a few would be, the rebus
and the visual pun, the symbol m
visual commumcation, and seemg
stripes. With that, to barely touch
on stripes, an example of how he
used this was with IBM’s logo and
its stripes serving as an attention
grabbmg device. It could also be
appled to quite few of lis book
designs where he had stripes either
side by side m reserve colors or

stripes scattered out along a white
background with vanious other thimgs.

In addition,
about how he designed his logos.

Rand wrote

“Simphaty 1s not the goal. It 1s
the by-product of a good 1dea and
modest expectations” (Rand, 114).
Too add on to that quote from him
as wellwould be that when desigming
a logo, or a design if you really think
about 1t, would be to not make 1t
comphcated. “A trademark, which
15 subject to an minute number
of uses, abuses, and vanation,
whether for competiive purpose
or for reason of “self-expression,”

cannot survive unless 1t 1s designed
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a majonty ol directors. After a
couple other contracts, Preminger
employed him once more for
a sequence that would echo
throughout his career: “The Man
with the Golden Arm.” The mowe
was about a herom-addicted jazz

Bass

the emotion of this controversial

musiciai, chose to work

subject mto the movie’s opemng.

Hand-cut shapes msttuted the
moods of mmperfection and
corruption (referrmg to  the

musician’s use of herom). The
moving shapes and text began to
show a kietic typography that had
never been seen before. The title
sequences of the 1955 film stunned
both fans and critics. Bass gained
great acclaim for his work within
His hand-cut style

became his mark on many works

the mowie.

throughout his entire career.

Premimger continued to
Employ Bass’ talent m every one
of lis films up to his “Bummy
Lake Is Missing”(1965). DBass
created posters and sequences for
films such as “Samt Joan®(1957),
“Bommour  Tristesse” (1958),
“Anatomy of a Murder”(1959), and
“Exodus”(1960). His unmuastakable
style
mood and emotion gave these

films a personality that could be
understood just by watching the

and gemus 1m portraymg

mtros and wviewmg the posters.
Fast paced music and graphics
with a Ingh-contrast color scheme
gave “Anatomy of a Murder” a

crime-drama feel. Whale the soft

music, slow paced graphics, and
gentle color scheme gave “Bonjour
‘Inistesse”™ 1ts signature love story
theme. Bass made his way around
Hollywood workimg for multiple
directors, such as Alfred Haitch-
cock and Stanley Kubnick. He was
able to extend hus style of design to
soon-to-be-classic mowvies such as
“Vertigo”(1958), “Psycho”(1960),
“Spartacus®(1960), and “The
Shinmng”(1980). In the Hitchcock
film “Psycho”, it 1s often told that
Bass himself directed the mowe’s
mfamous shower-killing scene.
His reach didn’t end at the role
of the credits. In lis later years,
he designed logos for some of the
most well known compames today
such as AT&T, Umted Airhnes,
and Continental Airlimes.

Bass died m Apnl 1996, but
he left a legacy that cannot possibly
be 1gnored. He pioneered the 1dea
that a smmple shuffling of credits
and a movie’s poster could be
much more, that they could speak
a personality of therr own. Every
movie does not have an openmmng
title sequence, however the mowies
that do, such as “Star Wars” or
“James Bond,” descend directly
from Bass’ work. His mfluence can
be seen m modem movie posters,
such as “Django Unchamed” and
“The Conjuring,” workig to bring
forth the theme and set the mood
of the film. Not many get to travel
the path of mmovation, but those
who do go down m history; Saul
Bass was one of those people.




with utmost simpheaty and restramt-keepmg m mmd

that seldom 1s a trademark favored with more than a
glance” (Rand, 33). Keepimg all of that mformation m
mind, if you take lus ABC logo for mstance, you could
make that a blurry mess and still understand the simple
lettering pawred with the crcle shape. You could still
read it as the famous television logo.

Hopefully throughout the pam staking duty of
reading this, you've learned at least something new
about this dandy fellow. Today’s lesson to have been
learmed 1s from this one quote from Rand. “T'o design
18 much more than stmply to assemble, to order or even
to edit: 1t 1s to add value and meanmg, to illummate, to
simphty, to clanty, to modify, to digmty, to dramatize,
to persuade, and perhaps even to amuse. To design 1s
to transform prose mto poetry” (Helfand, 41)
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SAUL
BASS

JAKE EISERMAN

ot many get fto
travel the path of
mnovation, but

those who do go

down m history;
Saul Bass was one of those people.
He leda graphic revolution
within the film mdustry that
changed movie posters and movie
mtroduction sequences ahke. His
reputation spread throughout the
country over a 40-year career. He
also had the privilege of designing
logos for compames that live on
to this day. Truly a man of visual
mmnovation and creative mspiration,
his work echoes throughout movies

and shows alike to this day. But hike
all of us, he had his begimmngs.

Bass was born m the Bronx,
NYC m 1920, a time of great
mmovation and expansion. As
most artists do, he showed artistic
pronmuse m his early hife. After hugh
school, he would go on to study
both at Brooklyn College and
withim the Art Students League.
During lhis studies, he grew to
admire the works of Gyorgy Kepes,
an enugrated FEuropean artist. He
was also touched by the growmg
populanty of Russian Constructivist
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typography and Bauhaus design.
Bass began what would become a
40-year career takmg up freelance
work m the New York City area. In
1938, he began workmg at a small
design firm that produced trade
advertisements for compames
such as Umted Artists and Wamer
Brothers. After mamage and
two kids, he landed a job at 20th
Century-Fox as a “layout man,”
a wellrespected position with
great benefits, but he ended up
quitting two years later due to
lmted creative freedom. In 1946,
he moved down to Los Angeles,
Califormia. He worked for about 10
more years as a commercial artist,
When he got his first “Big Gig,” 1t
would go down 1 history as a step
of graphic mmnovation.

Sought out by up-and-coming
Director Otto Premmger, he was
commmussioned to design the title
sequence and posters of his movie
“Carmen Jones.” His designs did
somethmg that previous mtros and

posters had never done: display a

personality. His mtros and posters
conveyed a mood to wviewers, a
defiing theme that aligned with
the rest of the movie. People could
begin watching the film already
with an 1dea of the mood, and no
longer had to spend the first part
of the movie searching for that
mood. It’s ke dippimmg a cookie
1 a glass of mulk before eating 1t;
the flavor 1s enhanced.

With the great success of
“Carmen Jones,” it 1S no surprise
that he was offered title jobs by
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PAULA
CHER

PHA NGUYEN

aula Scher was bom m October
6, 1948, Washmgton D.C. She

majored m illustration at the Tyler
School of Art m Philadelphia,

fimshing her BFA m 1970. Scher
1s an American pamter, graphic designer and
art educator m design, and she 1s also the first
female to become the princple at Pentagram,

m 1991.
She jomed the design world m the early

1970s, a time for progressive art directors,
graphic designers, illustrators, architects, and
product designers to explore and grow. This
was also the time for the Pop movement, a
pertod when American design, fashion, music,
and fast food became very popular. Scher first
started working as a layout artist for Random
House’s children’s book division m New
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York City. In 1972 she was hired by CBS Records to do
advertismg and promotions, and within two years she
lett CBS Records to find a more creative job at Atlantic
Records. Scher developed a typographic solution that
1s based on Russian and Art deco constructivism. The
Russian constructivism gave Scher many mspirations,
but she only used the vocabulary of form on her works.

Then she returned to CHS Records and worked
as an art director, where she designed about 150
album covers, produced advertisements and posters.
Scher made her work very manageable and with many
smart decasions. She collaborated with illustrators
and photographers to mterpret music m poetic ways.
She would prefer to have a mood or a scenano that
1s bemg depicted mstead of having a hteral meanmg
or the picture of the bands. With the economuic crash
m the late 1970s 1t made Scher to focus more on the
letterforms over her illustrations and also the identity
and content with typography.

Her greatest mspiration was Seymour Chwast,
he used 1mages and type, blending them together to
create many mecredible pieces, which mspired countless
of students m the 1960s and 1970s. So she mamed
him for 5 years, but then they divorced. She wanted to
start somethmg new but it was too difficult, so then she
remarried Chwast when she was 40. In 1984 she left
CBS and formed a studio called Koppel & Scher, with
Terry Koppel. This experience gave her the pressure of
working by herself and also bemg challenged of having
and keeping her own chients. Koppel 1s an editonal
designer; together they worked for 7 years, where Scher
was producing many identities, packagmg, advertising,
and book jackets, mcluding the famous Swatch poster
design, which 1s based on the previous work by a Swiss
designer Herbert Matter. In 1991, the studio began to
fail, with Koppel taking a new position as the Creative
Director at Esquire magazine. Scher jomed the
Pentagram.

The Pentagram environment helped m many
ways, 1t forces her to stay on top of her game, 1t
brought Scher to a new level of visibility of the cultural
and economic world, and also new powerful ways to
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approach identity and branding.

In the 1990s, Paula Scher also began pamting
colorful typographic maps of the world, its continents,
countries, 1slands, oceans, aties, streets and
neighborhoods. The pamtings are collected m a book
called MAPS ; it has 39 pamtings, drawmgs, prints and
environmental mstallations, mcluding Scher’s recent
commussion for New York City’s Queens Metropolitan
Campus. Many of the oniginal pamtings are huge—as tall
as 12 feet—the details of the pamting shows many layers
of hand-pamted place names, mformation and cultural
commentary, which 1s just amazmg to see.

In 1994, Paula Scher was the first person to create
a new 1dentity and the promotional graphics system for
“The Public Theatre”, a program that mfluences greatly
m graphic design for theatrical promotion and for
cultural mstitution m general. Scher created the graphic
language that reflected street typography and graffiti-life
juxtaposition to make it more appeal to a more diverse
crowd. There were many posters bemg made, and all
of them have such beautiful typography and mmagery,
such as “Bring In ‘Da Noise, Bring In ‘Da Funk (1995)
At the MoMA?” The public posters were designed to be
seen m multiples on the streets, but the budget wouldn’t
let them, so most of the posters were only seen at the
Public Theaters.

Towards the end of the 1990s Paula Scher was
mvolved m many other designming projects that would
put her on a very lugh spot on the list. The followng
are some of her collaborations and accomphishments m
the designing world: she collaborated with architectures
to reamagme the urban landscape as a dynamuc
environment of dimensional; her graphic identities for
Cittbank and Tiffany & Co.; The New York Times
Magazimne, Perry IKlhs, Bloomberg, Target, Jazz at
Limcoln Center, the Detroit Symphony Orchestra, the
New Jersey Performing Arts Center, the 42nd Street,
the New York Botanical Garden, and The Daily Show
With Jon Stewart.

Paula Scher received more than 300 awards from
the mtermational design assoaations mcluding: The
Type Directors Club (NY), New York Art Directors
Club, and the Package Design Council. In 1998 Scher
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MILTON
GLASER

ELIZABETI

ilton Glaser was
a man of many
talents. He
accomplished so
dafferent
elements of design m his lifetime.
He did a lot of graphic design
and a lot of drawimngs. He showed

111411V

many of his talents m so many
ways. He’s most famous for his
I heart NY t-shirt. That took off
and made the most money and
still does make a lot of money.
He has also won many awards. He
was very famous people say he the
most famous graphic designer that
people still remember to this day
and remember his work and how
good he really was.

JOHNSON

Milton Glaser was bom m
New York City, on June 26th,
1929, Bemg borm m New York City
was no easy there 1s a lot of ways to
get lost and ship through the cracks.
But Milton found a way to make
a name for him self by graduating
from high school and gomg on to
attend college at Cooper Umon,
then on to study m Bologna, Italy at
the Academy of Fine Arts. Where
it was through these schools he
became the graphic designer he




was named to the Art Directors Club Hall of

Fame, and m 2000 receiwved the prestigious
Chrysler Award for Inmovation m Design. In
2001 she received the profession’s highest
honor, the AIGA Medal, for her distinguished
achievements and contributions to the field.
Scher 1s also a selected member of Alhance
Graphique Intermmationale (AGI). She has
lectured and exlibited all over the world,
and she taught for more than two decades
at the School of Visual Arts, Cooper Umon,
Yale University and the Tyler School of
Art. And lastly she has authored numerous
articles on design and related subjects for the
AIGA Joumal of Graphic Design, PRINT,
GRAPHIS, and Make 1t Bigger. She also
has her works m the collechons of New
York MoMA, the Library of Congress m
Washmgton, DC, the Museum of fiir Gestaltung,
Zunich and the Centre Georges Pompidou.

Paula Scher 1s currently still working at
the Pentagram, located i1 New York City.







1s today. Milton also got marmed
when he hved m Italy.

Milton has had a lot of
accomphshments m lis hfetime

to be very proud of but his most
famous would be his I heart NY

logo. That took off right from the
get go. He has made so many other
beautiful works of art. Also he and
a couple classmates founded the
Push Pms Studio, which happened
to be where lis career took off.
That’s where he learned the ropes.
And also Push Pm Studio was his
Whule
he was working on all of this 1s

first real job after college.

when he came up with his I Heart
NY design. Then came the New
York Magazine, and then wrnting
columns for the magazme, Milton

cutferent
magazmes for different work and

appeared m several
different things his career was really
starting to take off at thus time. But
m the year 1974 Milton found his
own cooperation called Milton
Glaser Inc. That i1s where every
thing happened and he became
Milton has
also won several awards.

Milton has a lot of great
pieces of work he did and the ones
that I picked out for to talk about
are, Flower Study, The Dance,
I Heart NY, The Mandrake
Memonal, 250 courses, and music
festival. “The piece Flower Study 1t
was made m 1990, he used colored
pencils, and it was 13 mches by
8 mches, and it was made for a
birthday card for Stony Brook
Umnversity,” (Dreammg 1s Thinking
Milton Glaser, p.47). 1 picked

this one because I thought it was a

evenn more famous.

71

beautiful use of colored pencils and
was very beautiful.

“The Dance, it was made m
2005 for the Rubm Museum, and
he used Silkscreen and its 12 mches
by 16 mches,” (DTMG, p. 164). 1
picked this piece of art because I
thought it was so mteresting how
he took all the colors of different
fisures and wrapped them around
thus httle lLight. I thmk its just
amazimg. T he next one 1s the I heart
NY; he made i1t with a crayon and a
folded up piece of paper. 1 picked
this one because I thought 1t 1s my
favorite one of all his work, and
I just love how he made 1t and it
has taken off m different states and
places everywhere.

“The Mandrake
1s an album cover that Milton
designed for Poppy Records. He

Memonal

-

used pencl and colored mks,

19

(Graphic Design Milton Glaser, p.
250). I picked this one to show the
vaniety he did throughout his career
and to show that domng a httle bit of
everythimg m graphic design can be

®

very awardmg and make you very

successiul hike Milton.
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“250 courses, was a poster
for the college he graduated from
and he make several for them,”
(GDMG, p.205). 1 picked thus
particular one because 1 thmnk
domg posters for schools that you
used to attend it suck an amazing
thing. I also feel like the few he did
and put m the book would make
me want to apply for the school.

The last one I picked was the
music festival. A senies of posters
he did m his book Graphic Design
Milton Glaser. He had like a senies
of them and they all have there
own style and a way of saymg the
same thing m a different way and
showing why people should go and
enyoy the festival.

Milton won many awards
throughout his career mcluding
“Iifettme acluevement award, and
the first graphic designer to be
awarded the National Metal of
Arts award,” (MiltonGlaser.com).
He won lis “hifetime achievement
award m 2004 from the Cooper

JAE
Al HET
[T L]

Hewtt National Design Muesum
and then agam m 2011 from
the Fulbright Association,”
(MiltonGlaser.com). The he got
his “National Metal of Arts award
m 2009, (MiltonGlaser.com).
Awards can say a lot about a person
and he hasn’t won a lot but he
has one the ones that are the best
ones you can win so that 1s saymg
something.

Milton Glaser 1s a person that
everyone can look up too and 1s a
person that 1s very well known. He
1s a man of man words he always
says “The real 1ssue 1s not talent as
an mdependent element, but talent
m a relationship will, desire, and
persistence.” I thimk this means
that you have to make your talent
a part of you and know it will all
work out m the end. Milton Glaser
15 a2 man of many talents and 1s a
man everyone should look up
to because even a sketch from a
folded up piece of paper can tum

Ito a masterpiece.

THE SOUNDP OF HARLEM
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STEFAN
SAGMEISTER

SHAWNEE JOHNS

tefan Sagmeister was born m August
6, 1962 m DBregenz, Austria. His
father was a fashion retailer and hs
grandfatherwas a trained sign pamter
and typographer (Heller et al). He
started his college career m an engmeering
school, but then switched to a college m the

neighbormg town of Dombim. There, he
excelled at magazine layout for Alphor at the
age of 15. After he graduated from Dombim
at 19, Sagmeister apphed for an arts college
by the name of Hochshule for Angewandte
Kunst n Vienna (Hall and Sagmeister 20).
Durmg lis tme m  Vienna,
Sagmeister was part of group of students
called “Gruppe Gut” that created posters for

the popular theater, Schauspielhaus. The
group lasted for a year and a half before
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disbanding. Sagmeister’s thesis project for Angewandte

mcorporated triangles mto 20 mteractive postcards.
For the Angewandte year-end show, the postcards were
handmade and set up m the exhibition with posters
relating to the themes. The postcards were so
well received that Sagmeister was awarded a
first-class honors degree and a prize of $1,000
(Hall and Sagmeister 22-38).

In 1987, he armved m New York City to attend
the Pratt Institute on the Fulbright Scholarship. One of
his assignments was to redesign the the corporate logo
of the Guggenheim Museum. Stefan was so pleased
with his end product, that he made an appomtment
with 1ts director at the time to propose the new identity:

“] was thinking they’d take my Guggenhemn
logo and put it on the museum, which didn’t happen.
I didnn’t understand why... Now I know 1t was obvious
and lame. I also didn’t know at the time that one of the
oldest rules m design 1s that you can’t sell anything the
client didn’t oniginate’” (Hall and Sagmeister 42).

In 1989, Sagmeister returned to Vienmna
because Austrian law required that all males spend
up to eight months m either commumty or mmhtary
service. OStefan was assigned a job m a refugee center.
His job was to help refugees get acquamted to Austna,
but also ended up domg graphic design jobs for the
village such as a local map, meal forms and posters for
local festivals. One of these graphic design jobs was to
create a poster for the Nicklesdorf Jazz Festival (Hall
and Sagmeister 70). Sagmeister’s first 1idea was reject
so he designed “a schematic, schizoid face that worked
both as a lenticular, delivered for cafe mteriors, and
m a flat orientation for wheatpasting in outside
locations, where 1t took a disturbing, almost cubist
appearance” (Hall and Sagmeister 71).

When Stefan Sagmeister was 29, he went to
work mm Hong Kong. He nutially had gone on a vacation
to visit a friend there when he became mterested by
the atmosphere of the city. To gain access to the local
design firms, he had his portfolio sent from Vienna and
“pretended to look for a job” (Hall and Sagmeister 84).
[Leo Bennet the ad agency offered Sagmeister a job as
a typographer at his firm. T'wo weeks after hirmg him,




the agency suggested he start the LLeo Bennet
Hong Kong Design Group with full autonomy
if the studio remamed profitable. As soon
as 1t opened, continuous work poured m.
The group was asked to design conference
graphics for the Creasia conference m
Bankok, Thailand. It was suggested to use
the human eye m the design, so Sagmeister
and his designers created personalized note
books with correspondimg glass eyes for each
attendee (Hall and Sagmeister 84-89).
Another project Sagmeister worked
on while mn Hong Kong was to devise a poster
for the anmual competition of the Advertismg
Agency Association Accredited or the “4 A’s”,
Sagmeister states that the poster “practically
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HERBERT
BAYER

erbert
story 1s one that
artist’s

about.

Bayer’s

many of
daydream
Herbert

an underdog from lis humble

Bayer,

begmmngs m Austnia found his
way to America to work for a multi-

mulhon dollar all the
while bemg able to work on art that

company,

was mmportant to him. Bayer was a
well-rounded artist as he worked
not only m design, but traditional
art such as pamting and sculpting.
Herbert

on today as we continue to

Bayer’'s work lives

look to him for influence in
modern graphic design.

TANNER RECKLING

Bom m 1900, Herbert Bayer
began his artist hife m Awustna.
Bayer was the second of four
children. His famuly hved m the
country where Bayer would enjoy
the view from lis house. After
Bayer’s father passed, he was given
a gift from his mother. The gift set
Bayer off on his way to become a
graphic designer and artist. Bayer’s
mother gave him a watercolor set.
Bayer would continue to sit and




designed 1itself” and created an
mmage that revolted agamst the
polite nature of Hong Kong. The
poster depicted four,nude derméres
positioned strategically towards the
audience m the Cantonese style
(Hall and Sagmeister 91).

After a year and a half m
Hong Kong, Stefan quite the design
angency and took a three month
hiatus m Sir Lanka. From there he
moved to New York to take over
at M& Co from Tibor Kalman, but
ended up creating his own firm.
He mtroduced his new studio with
a card with two nude images of
himself m a shabby room. One
to mdicate limself before
he opened his studio and one
after. Masking tape was place m
certam areas and curious receivers

Was

could remove it to see which one
had been enhanced (Hall and
Sagmeister 114).

There was lhittle work for
the begmmmg of Sagmeister Inc.
So when Stefan’s brother, Martin,
called m a job for an 1identity
project, Stefan was reheved at first

until he learmed what his brother
had named 1it. His brother had
labeled his firm Blue:

“‘I was looking for a mce way
of telling him on the phone what a
lame name that 1s,” he says. “Then
I had this other i1dea, and stopped
myself’” (Hall and Sagmeister 118).

Sagmeister created the brand
identity through a dadaist notion.
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He used an orange logo with bold,
black type for the company call
“Blue”. The typeface he used
was custommzed from Futura and
Spartan. With the modest budget
he was given, he created 20 mmage
campaign that used friends with
paper bags over their heads (Hall
and Sagmeister 118).

Lou Reed was an artist
that Stefan worked for m many
different ways. The CD case
that Sagmeister designed had
Reed photographed by Timothy
Greenfield Sanders on the front
encased m a dark blue jewel case.
When it 1s removed from the jewel
case, the yellow filters through
revealing Reed m a golden hght.
““The ultimate twilight’” Sagmeister
said about 1t (Hall and Sagmeister
296). The poster
created for promotion for the

CD, had Lou Reed’s face covered

i hand written text of the lyrics.

Sagmeister

Sagmeilster went on to design
Reed’s 2000 album Ecstasy as well
as his book with his collective lyrics
(Hall and Sagmeister 231-235).

In 2000 Sagmeister took
a year long hiatus. Afterwards, he
published lis book Sagmeister:
Made You Look. Then after domg
several mstallations, he published
another book m 2008 called
Thimgs I have Learned m My Life
So Far. In 2012, Sagmeister took
on a partner and renamed s
studio “Sagmeister and Walsh.”



watch the view from his home,
but this ttime pamtmg as he did.

The watercolornng stirred Bayer’s
When

becamme of age, he became an

passion for art. Bayer
apprentice under an artist who
owned a local architect and graphic
design studio. Bayer learmed many
skills here, but left soon after to
enroll n the school he 1s most
associated with, The Bauhaus.

The Bauhaus was a school
located mm Germany that taught art.
[ts teachigs focused on combiung
crafts and fme arts. Its goal was
to design the new modem hving
environment that followed the
social adjustments brought about
by the onset of mdustrialisation 1
the 19th century. At The Bauhaus,
dad

acadenmuc mediation of knowledge,

education not focus on
but on an open and analytical

expermment-style and learmng
through collaborating while gaimmg
experiences and msights. the
Bauhaus’s students and teachers
also crossed over mto their leisure
time. The school’s founder was
quoted: “Cultivattion of inendly
mteraction between masters and
students outside of work, mcluding
theatre, lectures, poetry, music,
costume parties. Development of
a celebratory atmosphere at these
gatherings.” Apparently, the parties
at The Bauhaus were famous. The
Bauhaus was a pivotal moment
m DBayer’s hife and focused his
artistic pursuits to help launch him
mto the next part of lis career.

Bayer was successful as he was
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described with thas “Of

course, 1 knew of Herbert Bayer

quote:

as a master typographer, exhibition
designer, and photographer, but I
was less farmhar with his pamtings,
sculpture, and his environments. I
began to study this unfamihar body
of lus work and was amazed at 1its
richness.” Bayer expanded not
only his graphic design skills, which
he 1s known for today, but also the
traditional skills that are used as a
basic building blocks of art. Bayer
was able to push boundanes and
succeed m lis education at the
Bauhaus. Eventually, the owner
of The Bauhaus, Walter Gropius,
hired Bayer as the director of
printing and advertismg department.

After leaving The Bauhaus
to pursue his own mterests, Bayer’s
started
work on many magazine covers

career exploded. DBayer

such as Vogue and Bazaar. Like
other designers of lis time, Bayer
was worried over the repressive
political views m Germany and
left m 1938 for New York, where
he eventually became a citizen.
Bayer marmed another artist, Joella
Haweis, who was the daughter of
artist Mma Loy. Geographically,
Bayer’s ife m Amenca took him
from New York, to Colorado,
and eventually Califoria. While
m New York, Bayer work on
numerous graphic design jobs and
exhibitions.

was mvolved many

Bayer also directed a memorable
exlhibiton for The Bauhaus at

this ttme. While m Colorado,

Bayer had a chance meeting with
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the owner of Aspen Institute, an
art school. From here, Bayer’s
architectural skills were mtroduced
and his designs were implemented
mto the Aspen Institute. Also while
m Colorado, DBayer was mvolved
m restoring the Wheeler Opera
House. Bayer was also responsible
for designimg tounism assets to
promote skimg within the area
such as posters and developmental
items. Next, Bayer found himself

m Cahforma. Here, Bayer began

designing under the Atlantic
Richfield Company (ARCO)
an oil franchise. The Atlantc

Richfield Company also possessed
the world’s largest corporate art
collection and the owner happened
to be one of Bayer’s fnends from
Califorma. Bayer oversaw ARCO’s
art acquisitions and later developed
the company’s logo and all of
its brandmg. With Bayer’s help,
ARCO’s art collechon grew to
30,000 works The
company built a massive tower for
its corporate office. The tower fifty-

nationwide.

one stories. The massive buildings
and decor of Califorma’s landscape
was very different from what Bayer
pamted m Austria as a child.
When Herbert Bayer 1s
brought up m modern classrooms,
his graphic design work
spectfically s

usually given the focus. One of

and
font work and

the fonts Bayer 1s known for is
his Umversal Font. This font was
created at The Bauhaus, m 1925,
where he founder of The Bauhaus,

Walter
Bayer to design a font for the

Gropius, commmssioned

school that could be applied to

any of the schools commumnication.
Bemg deeply mvolved at the school
at the time, Bayer took the task on
full force. Bayer approached hus
task with the mindset of creating
an “idealist font.” The product
was the Umversal font, a simple
sans-serif font. From his work on

the

were the senfs unnecessary, he felt

Umversal font: “..not only
there was no need for an upper or
lowercase for each letter.” Bayer
needed to simphfy the typesettng
and keyboard layout. Another font,
selfishly name Bayer Type, was
successfully created by Bayer. Thas
font was produced by the Berthold
Type Foundry, which was one of
the largest type foundnes m the
world during the typographic
era. Herbert Bayer 1s known
for his graphic design work,
especially his type work.

Herbert Bayer cared about
his craft and managed to work hus
way from from humble begmmngs
i Austria to finding the “American
Dream” with lis work across the
Umted States. Before lus death
m 1985, Bayer made a pomt to
donate his work. Herbert Bayer’s
work continues to be exammed as
a staple of graphic design history
and will be remembered as a facet
of its history. Bayer 1s another
artist whose work helps create the
environment necessary to expand
minds and push boundanes for the
sake of art itself. Herbert Bayer’s
work lhives on today as we continue
to look to him for mfluence m
modern graphic design.
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TIBOR
KALMAN

BONNIE RICKETTS

1bor Kalman,
founder of M&CO,

nothing
of legendary.

was short

Legendary not solely
due to his mmmense amount of
talent, but also m the vanety of
roles that he played throughout
his Iife ttme. In his life span of 49
years, he achieved much success
as an editor for “Colors” (a hughly
controversial youth magazine),
hlmmaker, product designer, and
creative director. In addition, "1 1bor
also greatly understood the mmpact
of design on modemn culture as a
means of commumcation. Due
to this understanding, he took his

work seriously and utihzed lus
talent m design to commumcate
to the masses about social unjust
happenmg m socety. However
betore '|1bor Kalman was known
multichsciplmary
designer, he was a little boy growing

as an  1conic
up m Hungary.

Tibor Kalman, bom m 1949,
was born mto a peniod of time of
political unrest i what was at that
time the commumst country of




Hungary. After 7 years of living in
political uprising agaimnst the onset
of commmmuusm, his parent deaded to
seek greater opportwinties and a higher
quahty of life m the Umted States.

In his late teens, Tibor
attended New York Umversity
(NYU), majormg m Journahsm.
While attending NYU he became
highly pohitical

activism, and soon jomed Students

mterested 1m

for a Democratic Soaety. After
one year at NYU, 'libor began
to srow weary of the thought of a
formal education and decided that
his time would be better spent on
somethmg that would allow him to
mmpact society for a greater good.
Tibor then packed up lis bags,
dropped out of NYU, and moved
to Cuba to work with an activist
organization that worked towards
supporting
commuust behefs and primmapals.

When  Tibor

from Cuba m 1971 he received

and expansion of

returmed

the job that launched his career
as a graphic designer. Onginally
‘Iibor’s first job returnmg from
Cuba was alphabetizing books for
a book exchange bemg conducted
by Leonard Riggio (who eventually
bought out Bames and Noble).
After time Leonard Riggio noticed
T1bor’s design
orgamzational skills, he approached
‘Tibor to start desigmng window
dasplays for Bames and Noble.
Tibor, this

opportunity as amajor advancement

zest for and

who  saw

previous monotonous
position of alphabetizmg books,

from s
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gladly Shortly
accepting the position Tibor made

accepted. after
several suggestions that lead to
more successful marketing for
the company. Quickly thereafter,
Tibor Kalman had advanced to
the head of the m-house design
department of Bames and Nobles
which he held for eleven years.
While Tibor had a lot of
success 1 the span of the eleven
years that he worked for Barmes
and Nobles, he seeked
vaniety and bigger challenges that
would allow him to expand his
knowledge and skill set m graphic

1morec

design. After years of workmg as
one of the head creative directors at
Barmmes and Nobles, Tibor thought
1t was time that he be his own boss
and m 1979 he began M& Co.

M&Co. started small,
primarnly domg various
advertisements for department

stores and banks. However, as time
progresses, M&Co. bult a wvast
body of work that gammed M&Co.
a reputation for being one of the
most mnovative design firms on the
market. M&CQO'’s highly successful
approach to design combmed both
“deadpan”
(a way of presenting something

a muxture of satire,

humorous m a serous manner),
and expressionism.

By 1989, M&Co. was one
of the most successful design
firms m New York City, however
M&Co’s reputation wasn't solely
dentved from thewr success. In
addition to their reputation for

success, M&Co. was also quckly
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becommmg known for bemg one

of the most controversial firms m
New York. M&Co. wasn’t just a
design firm, M&Co. was also very
much a political platform for Tibor
Kalman’s behefs.

T1bor Kalman at a later pomt
m his career with M&Co. became
exhausted by design, saymg “After
15 or 20 years I discovered that
design 1s just language and the real
1ssue 1s what you use that language
to do. Now I'm at a pomt where I'm
tired of talking about what kind of
accents to use. I want to talk about

the words that are bemg said.”

At the tum of the 1990’s,
'Tibor closed M&Co’s doors, and

began what became the last few
years of his career as the editor
and creative director for “Colors”.
Colors Magazme offered Tibor the
political platform that Tibor had
yearmed for but never recewved.
Colors gave Tibor not only the
freedom but the opportumty to
combat such pohtical 1ssues as the
AIDS epidennuc, poverty, and racasm.

Sadly after just a few years
of working as the chief editor and
creative director for “Colors”,
Tibor Kalman was diagnosied
with cancer. In 1999, at the age of
49, 'I1bor Kalman passed away
leaving behind his wife Maria
Kalman and hais 1s legacy.

While Tibor Kalman’s lhfe
span was short, not even hving to
see 50, his legacy was not. Tibor
Kalman, was a multitalented
graphic designer that aimed to
reform, refunction, and rethink
what was considered mamstream
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design. He accomphshed thas
through his use of contrasting
idea’s, humor, and post-modem
concepts that he mcorporated
throughout his design career. He

taught graphic designers of the
future that design 1sn’t soley a visual

component, but a commumcation.
A communication of wvisuals that
can be utihzed to mfluence society’s
thoughts, emotion’s, and practices.
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A.M.
CASSANDRE

ALEXANDRIA TRUMBLEY

M. Cassandre borm Adolphe

Jean-Mane Mouron m 1901

srew up m Kharkiv, Ukrame.
As a 14 year old, Mouron
oved to Pans, because of the
war. In Paris he attended Ecole des Beaux-
Arts. After his time at Ecole des Beaux-Arts he
studied with Lucien Simon at the Académie
Julian, and then jomed the mulitary service.
At 18 Mouron began to follow the works
of Bauhaus. Bauhaus grew to be one of his
biggest mspirations. He was also mspired by
cubism and realism.
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CASSANDRE'’S EARLY
CAREER

Mouron first used his penname, A.M. Cassandre,
when he was 21 years old on an advertisement he
designed. Cassandre was most well known as a
distinguished commercaal poster designer, but was
also a pamter, typetace designer and a set designer.
Cassandre battled depression and 1t resulted m him
ending his own life at the young age of 67. He was
survived by his son.

“Au BPucheron” was a large poster created for a
cabmetmaker and was Cassandre’s first piece of work
after graduating. In 1925 this poster won Cassandre
first place at the Exposition Intermationale des Axrts
Décoratifs. This launched Cassandre’s career as a
designer. Cassandre’s style was so distimct that he
quickly rose to fame. Cassandre was credited with
creating the first advertisements meant to be viewed by
people m moving vehicles.

Cassandre’s work was a fme lme between
advertisements and fine art. Some say lis work even
displayed futurism. Maximuhen Vox (a French wnter
and illustrator), was quoted as saymg Cassandre was “a
thinker and an engimeer, a lover of nature and a reader
of books; such he was then, such he 1s now. A punitan m
our mmudst, a worshipper of all things beautiful.”

Cassandre was most famous m the U.S. and
Europe during the 1930’s. During which he made
many posters, which dealt with transportaton and
alcohol. “Normandie” 1s one of Cassandre’s most
famous posters. It was an add for the Normandie ship
and featured a full frontal view of the ship that takes
up the entire page. The front of the ship seems to be
comung straight at you almost pushing off of the page.
His use of gradients was mcomparable to anyone else at
the time. He claimed his posters were made for people
who do not look at them, stating he wanted people to
see them “not like a gentleman through the front door
with a walking stick, but ke a burglar through the

window with a gmmy.”
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CASSANDRE’S
LATER CAREER

After Cassandre’s launch mto

fame he, along with other designers
such as, Maunice Moyrand and
Charles Loupalt founded the
Alliance Graphique, an advertismg
agency. Alhance Graphique
worked for many different kinds
of clients all throughout the 1930’s.
In 1933 Cassandre was
professor of graphic advertisement
at the School of Decorative Arts
and at the School of Graphic Arts.
Some notable students of his were
Savignac and Andre Francoss.
Cassandre with the help of Alliance
Graphique created three typefaces

also a

to go along with their many poster
designs. The typefaces created
were Acier Noir (a sans senf font),
Bifur and Peignot (an all-purpose
font). After the passimg of Maurnce
Moyrand, Alliance Graphique only
lasted a short time after.

Later Cassandre also
developed the typefaces Le Metop
and the typeface used for the logo
for Yves Samt Laurent. In 1936
Cassandre signs a contract to work
for the magazine Harpers Bazaar.
Cassandre later jomed the French
Armmy Durmg World War 11, until
the fall of France. Due to the war
Cassandre developed depression,
which stuck with him throughout
his entire Iife. When he returmed
Alhance Graphique
was no more, so he created stage

from war

sets and did costume design for

the theatre (which he had done a
small bit of m the 1930’s). He also

returmed to lhis roots and started
pamting and drawmg agam. Many
of Cassandre’s sketches were of a
character he created.

In 1963 Cassandre designed
what would be his last well-known
piece of design. He created the logo
for Yves Samt Laurent. The logo 1s
still m use today. Designers such
as Paul Rand have been known
to use Cassandre’s design styles m
their work. The only gallery left of
his work 1s the website Cassandre’s
son created contammg his estate.
Hear you can see his adds along
with, photography, pamtings and
even some of s sketches that were
never released.
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