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FOREWORD

For those who believe that the history of graphic design does not make for page-turner reading, think again; in fact, read again—especially if you are a graphic designer or designer of any kind. You will, after reading David Raizman’s anthology of historical essays, find critical commentaries on this essential popular art and craft as inspiring as they are edifying. I believe this book is both a pleasure and requisite for all design teachers and students.

Raizman’s book is not the first or last “reader” on graphic design history or practice, but more is better for all concerned. For decades, Raizman has been laying the foundation(s) and building the structure(s) that continue to legitimize the heritage of all design. Through books and essays he has provided detailed overviews and in-depth analyses of the iconic objects from industrial, product, and communication design that individually and together define design’s and designers’ achievements since the mid-nineteenth century. In this volume he discusses makers and their outputs covering a wide range of material.

From classics to relics, this anthology covers the masterworks from Austrian Koloman Moser’s landmark Austrian Secession poster to A. M. Cassandre’s style-defining French Dubonnet poster. He takes on the social impact of design and advertising through his work on the 1960s’ incomparable Levy’s Jewish Rye ad campaign and at the opposite pole of the design spectrum he covers “Politics of Learning” about John Fell’s types for Oxford University. Speaking of politics, Raizman addresses a subject unknown to many old and young designers, cartoonist Thomas Nast’s visual critique of New York’s nineteenth-century corrupt political machine: his design of the Tammany Tiger (Nast also made the first drawings of the Democratic Donkey, Republican Elephant, and the American version of Santa Claus).

Students routinely ask me, “Is it necessary to take a design history class?” My answer is simple: Yes. They rightly respond, “Please explain.” Not all universities even offer design history, which they should since a general art history is not an umbrella for the design legacy. This is where books like Raizman’s are essential. It is unacceptable NOT to have a knowledge of and indeed fluency in the history of the form in all its various disciplines—from advertising to publication design, from information (data-viz) to propaganda design. Just think what is lost without historical underpinning. Then think about how design works in the world (in fact, how the world works) and how this can be told without a historical perspective.

Is this a page turner? Well, it is more … it is an important companion to any design education.

Steven Heller
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Introduction

Case histories replace text books in new ad course. —PRINTERS INK, APRIL 23, 1954

Introduction

Reading Graphic Design History comprises seven well-illustrated studies of examples of graphic design, in-depth examinations focusing upon a single work or closely related body of work associated with particular designers and art directors. It is intended for instructors of courses in graphic design history and their students, for whom such courses are often required or recommended whether in place of or in addition to the history of art in most graphic design curricula. While the subject of graphic design history has expanded considerably since the publication of Philip Meggs’ History of Graphic Design survey in 1983, much of the published work in the field focuses upon national histories (e.g., “Swiss graphic Design,” “Dutch Graphic Design,”) styles (e.g., “psychedelic posters,” “art nouveau posters,” “World War I propaganda”), or monographs on the oeuvres and careers of individual designers, partnerships, and consultancies. By working outward from individual works, Reading Graphic Design History complements as well as challenges existing treatments or interpretations of each of its subjects.

Case Studies, Method, Teaching

The case study seems to me an appropriate point of entry and certainly navigates less charted territory in the field: not only would each chapter permit a detailed investigation of an individual work, but the studies also would afford the opportunity to explore a broader historical and cultural framework to consider the meaning of a poster, advertisement, journal, or newspaper. My objective has been to stimulate an appreciation of the complex, collaborative, and interdependent nature of the graphic design enterprise, not simply in terms of the division of labor involved in the preparation and execution of work and its reproduction, but also exploring the role of clients, publishers, editors, market researchers, and their audiences in the decision-making process that leads to the final work. They would attempt to describe the specific rather than general social dimensions of graphic design, whether in relation to the representation of race, gender, or class, and its political dimensions in representing the public interest. Case studies of graphic design that I’ve read over the years suggested to me the value of this approach, for instance, Ruth Iskin’s study of Toulouse-Lautrec’s 1892 chromolithographic book cover for La Reine de Joie (Nineteenth-Century Art Worldwide, 2009) Michael Golec’s article on Lester Beall’s 1937 REA posters (JoDH, 26, 4, 2013), essays in Aynsley & Forde’s (eds.) Design and the Modern Magazine (2007), and Richard Ohmann’s study of the later nineteenth-century Quaker Oats brand (Modernity and Mass Culture, Bloomington, 1991). I’ve assigned some of these articles and chapters to my students, along with shorter studies such as Philip Meggs’ analyses of Piet Zwart’s NKF Catalog or El Lissitzky’s For the Voice (both found in Graphic Design History, eds. Steven Heller and Georgette Ballance, NY, Allworth, 2001), as examples of the benefits of the detailed analysis of specific works of graphic design.

At a basic level I found that paying attention to the size and format of my examples, along with the specific, “physical” context that mediated their meaning, whether a magazine ad, full page or quarter page, the side of a building or the wall of a subway station, deserved more careful attention than sometimes provided in surveys and monographs. These considerations were significant in the overall design process and conditioned in one way or another the design decisions that resulted in the finished work. I’ve tried to introduce this kind of “typology” of graphic design in each chapter, in part as a reminder for students to be aware of original format, size, scale, and the technologies of reproduction, whether wood-engraving, chromolithography, rotogravure, or color offset lithography.

Each chapter begins with or incorporates early on a detailed, thorough visual examination of the chosen work. I once had a professor in graduate school who would listen patiently to students’ seminar presentations of a painting or illumination and then proceed to query them on elements in the image that he had observed but that they had neglected to mention in their reports. Students were generally looking for things that pertained to or reinforced the thesis they wanted to develop rather than remembering to leave no stone unturned, and were reminded, at their peril, of what they’d omitted. And so I’ve tried to learn from witnessing those uncomfortable experiences, along with considering each work’s place in the historiography of graphic design history, thinking about the audience for whom a work was intended, and its broader cultural context, that is, the values and beliefs it communicates through its form and content, and that touches, directly or indirectly, upon broader issues of politics, gender, race, and social relations.

The study of individual examples of graphic design inevitably led to questions and details that helped to dictate my working method; for example, Thomas Nast’s use of the Roman amphitheater as the setting for “THE TAMMANY TIGER LOOSE” for Harpers Weekly (chapter 6), the “disconnect” between Josef Müller-Brockmann’s alarmist “schutzt das kind!” poster and the general restraint associated with post-World War II Swiss graphic design (chapter 1), the iconography of the three women who appear in Koloman Moser’s poster for the Thirteenth Vienna Secession Exhibition in 1902 (chapter 2), or associations that have been made in survey texts linking the “New Advertising” with the 1960s counterculture in chapter 5 on the Levy’s “You don’t have to be Jewish” rye bread campaign.

After teaching the history of graphic design for several years and occasionally being asked for advice by students as they prepared for their various graphic design projects and assignments, I began to be invited by my graphic design colleagues to attend undergraduate senior thesis presentations to observe and to offer comments along with the graphic design studio faculty. I also participated in faculty deliberations following each day’s presentations and enjoyed listening to my colleagues as they shared their reactions to each student’s project. When students choose their topic with their advisors, they are expected to do “research” on their subject, whether a restaurant or other company identity, a product launch, an illustrated book, an information graphic project, a propaganda or marketing campaign, or a web application. Student research often consists of acquiring background information (which sometimes involves history, for instance, a traveler’s guide to a city) and then using that information to create an effective and original solution to a complex graphic design problem. The essays in Reading Graphic Design History offer extended examples of this approach to research, carefully examining all aspects of a particular work, using comparison and contrast as a tool of analysis and comprehension, and exploring the physical and cultural context in which a work was designed, produced, and experienced. One example is the comparison between Koloman Moser’s Thirteenth Vienna Secession Exhibition poster from 1902 (chapter 2) and book-size versions of the poster as exhibition announcements that were reproduced in the Secession’s journal Ver Sacrum, considering how differences in size convey the purpose and meaning in each work, their relationship to the viewer, and to the works’ audience in fin del siècle Vienna. Of course I’ve had considerably more time (as well as experience) than our students to work on the essays for this book, drawing upon the works themselves, a variety of primary sources, and secondary sources not just in graphic design and graphic design history but in history, literature, material culture, and media studies, while students are often under considerable time pressures as they pursue their own investigations.

Another methodological issue that informs the case studies in Reading Graphic Design History is the degree to which the treatment of works of graphic design draws upon the writings of their designers. That many statements by twentieth-century designers about their own work is self-serving is perhaps self-evident. But the fact that the study of Josef Müller-Brockmann’s oeuvre draws heavily upon his own observations in print seems to merit further scrutiny (chapter 1), along with acknowledging the many, and occasionally contradictory, statements of A. M. Cassandre (chapter 3) on his posters. After all, designers were also astute businessmen, and placing themselves in a historical context, or being the subject of museum exhibitions or articles in professional journals or essays in books, lent a degree of prestige and a promotional boost to their design practices. The same might apply to William Bernbach, one of the founders of the advertising firm Doyle Dane Bernbach, who also created his own “narrative” (really a legend) surrounding the success of his agency in countless interviews and speeches (chapter 5). Artists’ (or art directors’) statements are evidence, but might be balanced by a harder look at the works themselves and their relation to other texts and contexts.

Subjects

The choice of subjects for Reading Graphic Design is in one sense arbitrary; each chapter stemmed initially from my own curiosity over the years in teaching courses in graphic design and type history to graphic design juniors and seniors, looking at a poster, magazine layout, or print advertisement, soliciting student reactions and observations, asking them to think about the motivations for the design decisions that resulted in the finished work, and the specific circumstances of the work’s commission, its audience, and its relation to culture. This process led me to question the often cursory, even misleading statements that appear in the existing introductory literature, and to propose to Bloomsbury a book that would address some of the discrepancies between my own analyses and the existing literature in the field. Suggestions from the anonymous readers of my initial book proposal helped to determine the final choice of subjects: readers felt that focusing upon more familiar examples of graphic design would provide some connection among the individual chapters, revealing how much is left unsaid even among reasonably well-known works, and how an individual work may not always align with general assumptions about a designer’s oeuvre or a graphic design “style.” The objects for investigation in each chapter may be found in the standard graphic design history surveys and monographs. Most can be found in major museum collections or academic libraries—some might be aptly called “icons” of graphic design, often reproduced and connected with well-known designers who occupy a prominent place in the canon of graphic design history.

The inclusion of two of the chapters may require some further explanation: political cartoons are less frequently found in survey texts, and the choice of Thomas Nast may be less familiar to students living outside of the United States. That said, Nast’s oeuvre is part of the history of nineteenth-century illustration, and the broader history of Western narrative art. As to the chapter on the Fell Types, it is admittedly an outlier. A visit to the Oxford University Press museum some years ago kindled my interest the early years of Bishop Fell’s efforts to create a learned press at Oxford, and led me to wonder about his motivations. It also seemed important to me to include something about body type, because in my teaching I found that students take little interest generally in typefaces for books, ignoring the rich history of the letterpress. It seemed to me that that there might be more to choosing a typeface than clicking on the myriad options on a drop-down word-processing menu, and so I proceeded to reflect upon and include the Fell Types as a case study, a story I hope is worth telling, and one that credits the contributions of a series of dedicated type scholars and practitioners who devoted their careers to preserving and interpreting that history.

In writing each chapter several connections among them have emerged, not intentionally but simply as a by-product of my investigations. These include the use of stereotypes, echoes of Cassandre’s 1932 Dubonnet posters in a 1952 print advertisement for Levy’s real Jewish rye bread to name but two examples. While reading about Edward Steichen’s 1955 “Family of Man” photographic exhibition at the Museum of Modern art in New York in relation to the Levy’s Rye Bread advertising campaign (chapter 5), I learned how American attitudes and government policies toward postwar Western Europe that emerge in that exhibition also relate to the feature article in Holiday magazine and tourism (chapter 4). It’s been my hope that parts of each chapter would not only awaken interest in the past, but demonstrate the awareness and relevance of a broader history at any given moment in graphic design’s own history. Thomas Nast’s familiarity with the “lingua franca” of Western history painting, or Kolo Moser’s use of Greco-Roman symbols in forging a “modern” visual language of print communication in Vienna are but two examples of motifs and visual as well as verbal strategies that the designers knew their local audiences would recognize. The chapters also treat themes that remain relevant to graphic designers working today. These include promoting the use of leisure time (chapter 4), food (chapter 5), and exposing the tension between individual freedom and the public welfare (chapters 1 and 6).

My selection of subjects for the chapters of Reading Graphic Design History also demonstrates the limitations of perhaps any single-author book. While my own teaching, speaking, reading and travels have expanded the scope of my knowledge over the years, they have not provided sufficient familiarity with non-Western material, for instance, the graphic design of Japan and other Asian nations, or for that matter Africa or the rich graphic design heritage of Latin America. I can only hope that future studies, perhaps an edited volume with contributions from a wide range of author/experts, may bring together for investigation a more global selection of materials.

Graphic Design, Advertising, and Business Histories

During the course of my investigations I’ve become more keenly aware of how little attention is paid to business and advertising history in the history of graphic design. While the title and text of Steven Heller’s 1995 essay “Advertising: The Mother of Graphic Design” (Heller, 1995; Heller and Balance, 2004) confronted this caveat quite directly, design historians have generally continued to ignore or downplay the profession’s roots in advertising. As Michael Golec observed in 2004, the field “has maintained something of an historical false consciousness when it views advertising as an entity apart from the more loftier concerns of graphic design” (Golec, 2004). And as Heller wrote: “Graphic design history is an integral part of advertising history, yet in most accounts of graphic design’s origins advertising is virtually denied, or hidden behind more benign words such as ‘publicity’ and ‘promotion.’” My own research confirmed Heller’s and Golec’s views, and several of the chapters in Reading Graphic Design History attempt to introduce advertising history into graphic design history. These include chapter 3 on Cassandre’s 1932 posters for Dubonnet that considers the distinction between publicity and advertising and its relationship to the trajectory of the designer’s own career and the changing reception of his poster work. Advertising history also plays a role in Moser’s Thirteenth Vienna Secession Poster (chapter 2), and is a consideration in thinking about magazine content in the chapter on Holiday magazine (chapter 4) and the Levy’s Rye Bread campaign (chapter 5).

I might add that business and advertising historians tend to concentrate upon words rather than images, and the chapters of Reading Graphic Design History seek to provide ample comparative illustrations to explore advertising history more visually while considering the interaction of words and images in each case study. I suppose the “literary” nature of the history of advertising has its roots in the business of advertising itself; originating in the mid-nineteenth century with the first advertising agencies, the field was first and foremost about copy, based upon a consideration of the attention span of readers or pedestrians and the use of market research as a gauge of effectiveness. In the effort to be more inclusive of advertising in the chapters of Reading Graphic Design History, I utilized material in advertising trade journals such as Printers Ink and Advertising Age, along with the classic texts of Daniel Starch (1923), Claude Hopkins (1936), and Harry D. Kitson (1926).

To return to the Fell Types, interdependence between business and graphic design extends to type history as well. In the introduction to his classic two-volume Printing Types published in 1923, the printer and type historian Daniel Berkeley Updike writes that his study grew out of a series of lectures he’d been invited to present for faculty and students at the Harvard Business School.
OEBPS/images/cover.jpg
GRAPHIC
DESIGN

Image, Text, and Context

David Raizman

Foreword by Steven Heller

BLOOMSEBURY





OEBPS/page-template.xpgt
 
 
 
 

 
 

 
 
 

 
 

 
 
 

 
 
 
 
 
 
 



 
 





OEBPS/images/Ch00fig01.jpg





OEBPS/images/logo.jpg
BLOOMSBURTY VISUAL ARTS






