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‘Give ’em both barrels’ poster for United States Office for Emergency Management, Jean Carlu, 1941.
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‘America’s answer! Production’ poster for the United States Office for Emergency Management, Jean Carlu, 1941.








Introduction



‘Design is the method of putting form and content together. Design, just as art, has multiple definitions: there is no single definition. Design can be art. Design can be aesthetics. Design is so simple, that’s why it is so complicated.’
Paul Rand1


‘Graphic design isn’t so rarefied or so special. It isn’t a profession, it’s a medium. It’s a mode of address, a means of communication. It’s used throughout culture at varying levels of complexity and with varying degrees of success. That’s what’s important about graphic design. That’s what makes it interesting. And it is at work every place where there are words and images.’
Tibor Kalman, J. Abbott Miller and Karrie Jacobs2


Graphic design is a broad subject matter: it is a medium, a practice, a craft, a discipline, a profession and an entire industry, and it intersects with almost every aspect of human society – from business and politics to art and culture. To tell the full story of graphic design requires reference to such disparate world events as the development of the alphabet some 4,000 years ago, the work of ancient Roman and Greek stone carvers, the manuscripts of medieval scribes, the birth of the printing press, the advent of the Industrial Revolution and the modern consumer capitalism that followed it, all the way to the invention of the internet in the late 20th century, and beyond into the unknown future.


Some outcomes of graphic design, when done correctly, go unnoticed as we go about in our daily lives, while others have the power to make or break the commercial success of a company or product. Graphic design can be mundane or glamorous, creatively inventive or rigorously organizational, ornamentally beautiful or functionally utilitarian, socially worthwhile or ethically questionable, technologically advanced or brutally simple in its means. To borrow the words of the great American poet Walt Whitman, graphic design is large, it contains multitudes.


A piece of graphic design can become iconic, historically significant, widely reproduced, internationally collected and exhibited, but it is more likely to end up in landfill than a museum. Most graphic design, by its very nature, is ephemeral, ordinary, transitory, yet it always tells us something about the society that produced it. With every passing decade, every new area of culture, every technological development, graphic design evolves. While it may change irrevocably in many ways, it remains the same in others, maintaining core principles and concerns that weather the storm of changing fashions and aesthetic trends. As graphic designer and historian Richard Hollis put by: ‘Eyes and brains have worked the same way over generations. The environment changes but the principles of visual communication survive.’3


The key aspect that ties together distinct creative pursuits under the umbrella of graphic design is the goal of communication: a work of graphic design has to transfer some kind of meaning to the audience; it has to have been produced with a specific functional aim, be it to promote, to inform, to identify, to attract or to direct. Defining graphic design is a slippery task, as is deciding exactly when it emerged historically or where it is heading; while disentangling it from interrelated disciplines – such as printing, advertising, typography, illustration, art or media (let alone design more generally) – is nigh-on impossible. As designer and writer David Reinfurt notes, graphic design has ‘no real subject matter of its own’; it is ‘always working with outside content. It’s a method applied to working with other subjects.’4 This is not to say that graphic design is a marginal pursuit – just try imagining a world without it!


About This Book


The Graphic Design Bible is a book about the history, ideas, theories and contexts of graphic design, as well as the issues that surround it as a contemporary practice. It is not intended to be a ‘how-to book’. If you want to learn practical graphic design skills, there are other books and, in our modern digital age, other ways that are perhaps better suited to the rapid technological developments currently impacting how design is done. Nor is The Graphic Design Bible an encyclopedia: there are inevitably many areas that have not been covered and further depth that could have been added to each section if space allowed. Where possible, I have included suggested further reading and, within the text, referred to other sources that can provide additional, less concise, information. All of the sections in this book could easily have an entire book dedicated to them – most of them do already. Such is the complex world of graphic design – the deeper you dig, the more there is to discover and ponder.


This is not a book dominated by images. The subject is, of course, entirely visual, but it requires text to be explained and explored properly. Thankfully, in our internet age, books are no longer the primary source of visual examples for graphic designers. My entire life as a designer has been an online one, and I truly believe that looking at as much graphic design, and as wide a variety as possible, is incredibly valuable for all designers, aspiring or established; it has certainly shaped my own ideas and interests. As designers, we learn mostly by looking and by doing – trying things out – but there are all kinds of aspects to graphic design that are missed if you only look and do. What we do is, of course, what we are judged on (and mostly paid for), but without the why and how there would be no graphic design. This is particularly important at the time of writing, as AI-generated images are becoming widespread and a hot topic of debate; if the role of the graphic designer is to simply replicate what is already out there, creating images without an understanding of why or a clear rationale, we can expect to be obsolete pretty imminently.
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First edition cover of James Joyce’s Ulysses, 1922.
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O: Kurske, O Komsomole, O Mae, cover design by Ruvim Mazel, 1924.
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‘Gay 90’s Art Ball’ poster, Illinois W.P.A. Art Project, 1939.
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‘Handle with care’ poster, Missouri W.P.A. Art Project, 1943.
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‘Mass communication of complicated issues’ poster design for MIT, Dietmar R. Winkler, 1970.


Thankfully, graphic design remains a human pursuit for now; the best graphic design involves creativity, ideas and concepts, requiring a mixture of heart, soul, brain and taste, not just eyes. Some elements of graphic design will inevitably be taken out of our hands – it has already become far less labour-intensive, and much faster than it was a few decades ago – but, if anything, this just makes the use of the intellect, a knowledge of ideas and theory, and a critical mind more important for designers if we are to stay necessary, relevant and, above all, gainfully employed.


The Graphic Design Bible is made up of five chapters, covering History, Theory, Practice, Typography and Mediums, each of which is split into smaller sections, ranging from two to eight pages in length, and illustrated with varying amounts of images. Typography is arguably a separate discipline from graphic design, but the understanding and use of type are of such importance to graphic designers that it would be remiss not to include it. The boundaries surrounding graphic design are porous, even fuzzy at times, and this is particularly true of graphic design and typography.


Although the history of graphic design constitutes only one of the five chapters (which is more of a whistle-stop tour than a complete chronology), much of this book is concerned with historical explanations, something partly suggested by the implications of a ‘bible’. To understand where contemporary design is, it is important to be aware of how we got here, what has changed, and what has stayed the same. Removed from the zeitgeist concern with trends, and with the benefit of hindsight, understanding the why of graphic design is easier from a historical perspective. In studying design history, we can learn skills that help us better understand the present along with ideas and approaches that we can bring to our contemporary work. The downside of history is that it is overwhelmingly homogeneous, particularly the dominant narrative of graphic design’s development: its figures are mostly white, male, American or European, reflecting who dominated the 20th-century society from which the discipline emerged. This does not mean that students and young designers should dismiss history, but it is important to acknowledge that this dominant history is only one potential story of many, and much valuable work is being done to highlight and unearth more diverse alternatives. As the architectural historian Sigfried Giedion wrote: ‘History is not static but dynamic. No generation is privileged to grasp a work of art from all sides; each actively living generation discovers new aspects of it,’ adding that one must be ‘permeated by the spirit of his [sic] own time’ to ‘detect those tracts of the past which previous generations have overlooked’.5


There are sections of this book – those on race, gender, sexuality, politics and appropriation – that would appear out of place to some graphic designers of previous generations, raised on ideas of neutrality and form over content (Paul Rand wrote in 1992: ‘A student whose mind is cluttered with matters which have nothing directly to do with design[…]overwhelmed with social problems and political issues is a bewildered student’).6 However, they reflect not just my own views, but wider societal changes that have impacted graphic design in recent years, and will rightly continue to do so.
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Broadside 5, Alan Kitching / The Typography Workshop, 1992.








[image: illustration]


‘Dgtl fmnsm — Lab #disconnect’ poster, Anja Kaiser, 2019.
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Detail from A London Street Scene, John Orlando Parry, 1835.






Graphic Roots


Where does the history of graphic design begin? The term itself is often attributed to the American book designer W.A. Dwiggins (1880–1956), who used it in an article in 1922.1 Dwiggins, however, surely was not the first to combine ‘graphic’ – whose etymological origins lie in the ancient Greek graphikós (pertaining to drawing, painting, writing, etc.) – with ‘design’ – a word derived from the Latin designare meaning to ‘mark out, point out; devise; choose, designate, or appoint’.2 ‘Graphic design’ was not widely used until the latter half of the 20th century: ‘commercial art’ had been dominant before, while ‘graphic art’ was also used.


In educational settings, commercial art started to become graphic design around mid-century. In 1948, London’s Royal College of Art (RCA) switched its course title from Publicity Design to Graphic Design. It was a visit by RCA staff to Yale in the fifties that encouraged the American university to change its degree programme (the first in the country) from Graphic Arts to Graphic Design.3 This was indicative of the evolving role of the designer in a rapidly changing world. Any connection to ‘art’, still widely thought of as having a primarily decorative role, was unhelpful for designers. Nor was being wedded to ‘commerce’ – designers were interested in how their skills could be put to use beyond publicity and advertising. More recent course name changes in higher education from Graphic Design to Graphic Communication or Visual Communication point to the ever-expanding scope of the practice today.


The semantics of whether ‘graphic design’ is a suitable label aside, there have been considerable debates about where to begin its origin story, particularly with the growth of graphic design history as a scholarly discipline. As Italian designer Massimo Vignelli (1931–2014) said in his keynote speech at The First Symposium on the History of Graphic Design at the Rochester Institute of Technology (RIT) in 1983, ‘Graphic Design has been kept in the dark, we need a little flashlight, if not a floodlight, cast on history.’4 For some, such as Josef Müller-Brockmann (1914–96), Philip B. Meggs (1942–2002) and Paul Rand (1914–96), this history begins with prehistoric cave paintings. Another popular starting point for the history of graphic design is in the 15th century, with the printing, in Mainz (in present-day Germany), of the Gutenberg Bible, the first full book printed in Europe using movable type and a printing press (moveable type had been used earlier in China and Korea to print both paper money and books).


A key difference between the Gutenberg Bible and an earlier illuminated manuscript is the fact that it was perfectly mechanically reproducible, with a metal-cast typeface allowing for a consistency impossible for scribes to match. The ability to mass-produce exact copies is often seen as a key factor in differentiating graphic design from craft. However, does this mean that a 19th-century printer setting a block of text for a poster is more of a graphic designer than an ancient Roman shopkeeper combining text and image when painting a sign on a terracotta tablet? The use of both text and image together was widespread in the pre-industrial age when literacy was rare, and is commonly seen as a key factor in differentiating graphic design from more purely pictorial disciplines like illustration or painting.


One aspect that seems to tie together disparate creative pursuits under the umbrella of graphic design is the goal of communication. A work of graphic design has to transfer some kind of meaning to the audience; it has to have been produced with a specific functional aim, be it to promote, to inform, to identify, to attract or to direct. Defining graphic design is a slippery task, like deciding exactly when it was invented, while disentangling its history from that of related disciplines, such as printing, advertising or media, is nigh-on impossible. As US designer and writer David Reinfurt (b. 1951) notes, graphic design has ‘no real subject matter of its own’; it is ‘always working with outside content. It’s a method applied to working with other subjects.’5


Many historians of graphic design agree that it was in the printed poster that the discipline first truly emerged. Posters of the early 19th century were dominated by typography, printed mostly using big woodblock typefaces and perhaps a single-colour woodcut illustration. The invention of full-colour lithographic printing took posters from being the exclusive realm of printers, allowing artists to produce work that is closer to today’s idea of graphic design. Colour lithography, perfected by French artist Jules Chéret (1836–1932) in the 1860s and enabled by advances in ink technology, required artists to separate their work into three differently coloured layers, which were each etched onto stone and then overlaid through the printing process.
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Bill posters on the cover of Gebrauchsgraphik, 3, by Michael Engelmann, 1956.





This approach, utilized on posters (often advertising night-life-related events) by artists like Chéret, Henri de Toulouse-Lautrec (1864–1901), Alphonse Mucha (1860–1939) and Aubrey Beardsley (1872–98), became emblematic of the Belle Époque era, epitomizing a highly decorative art nouveau style. The lithographic process required flat blocks of colour, giving images a highly ‘graphic’ look, an approach partly inspired by the popularity of Asian art. Although they would have considered themselves artists rather than designers, the creators of these posters utilized a mixture of technical know-how, conceptual thinking and artistic prowess in works that integrated text and image and were communicative and mass-reproducible.


Colour lithographic techniques soon spread around the world, and an increase in the volume and quality of posters was reflected in the growth of publications dedicated to the subject, such as Art in Advertising (American, 1890–9), Les Maîtres de l’affiche (Masters of the Poster; French, 1895–1900), The Poster (British, 1898–1900) and Das Plakat (German; 1910–21). Further developments in printing technology, combined with rapid growth in commerce, led to posters becoming increasingly common by the early 20th century. Meanwhile similar techniques were being applied in other areas, such as on magazine and book covers, in an ever more visual world.


Further Reading →


Sara De Bondt & Catherine de Smet, Graphic Design: History in the Writing (Occasional Papers, 2014)


Richard Hollis, Graphic Design in the Twentieth Century (Thames & Hudson, 2021)


Philip B. Meggs & Alston W. Purvis, Meggs’ History of Graphic Design (Wiley, 2016)
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‘Moulin Rouge: La Goulue’ poster, Henri de Toulouse-Lautrec, 1891.
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Poster for Dutch camera company Capi, Johann Georg van Caspel, c.1899.
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Poster for The Chap-Book, Will H. Bradley, 1894.









The Avant-garde



‘We intend to sing the love of danger, the habit of energy and fearlessness.’
Filippo Tommaso Marinetti, Manifesto of Futurism, 1909


‘The time of destruction is at an end. A new age is dawning: the age of construction.’
De Stijl: Manifesto V, 1923


The flowing and expressive art nouveau, dominant during the early days of commercial art, was fading by the time World War I began in 1914. However, it had helped to popularize the concept of a Gesamtkunstwerk (a German word meaning ‘total artwork’) – the synthesis of various areas of art, design and crafts under a unified aesthetic – which would inspire the majority of movements that followed. Many important art nouveau figures, such as Charles Rennie Mackintosh (1868–1928) and Henry van de Velde (1863–1957), developed styles that could be applied as easily to graphic design as to buildings or furniture.


The organic forms of art nouveau were replaced by a more angular and streamlined approach, which has been labelled retrospectively as art deco, an early modernist aesthetic that celebrated technological innovations and speed. Graphic designers working in this mode included the French Cassandre (Adolphe Jean-Marie Mouron, 1901–68) and American Edward McKnight Kauffer (1890–1954), who, in 1938, wrote that ‘the artist in advertising is a new kind of being’.6 Their influences came mainly from the movements causing shock waves in European art, notably Cubism, which rejected traditional conventions of perspective, and Surrealism, which mined the imagery of dreams and the unconscious.


Such movements, which were marked by new international networks enabled by print media and improved communication technology, were part of what would be labelled the avant-garde, from the French term for the soldiers first into battle. The avant-garde was a label applied to any form of art that broke new ground and challenged the status quo, whether in terms of aesthetics, ideas or even politics. The influence of radical political ideas such as socialism, communism and fascism were often influential on artists who saw their work at the vanguard of a force reshaping society. The avant-garde movements forged in early 20th-century Europe would form the crucible of what would become known as the Modern Movement, or modernism, as artists, designers and writers sought to experiment with new forms of expression appropriate for a time of rapid modernization and intense social change.


One of the earliest movements originated in Italy: Futurism was launched by poet Filippo Tommaso Marinetti (1876–1944) in 1909 with a manifesto celebrating industry, speed, technology, youth and even war, while calling for the destruction of museums and libraries to free Italy from the ‘gangrene of professors, archaeologists, tourist guides and antiquaries’.7 While some modernist movements’ calls for extreme measures was merely provocative rhetoric, Futurism had strong connections with Italy’s ultra-nationalistic movement, fascism, and truly celebrated the destructiveness of war and Italian colonialism. Marinetti and other Futurists, like the painter and designer Fortunato Depero (1892–1960), were outright fascists who supported Italy’s fascist leader, Benito Mussolini. Futurist designers’ embrace of capitalistic progress meant that they were particularly suited to work in commercial design fields; Fortunato Depero designed posters for Campari and covers for Vanity Fair. One of the best examples of Futurist graphic design was Marinetti’s book Zang Tumb Tuuum, inspired by his experience at the Battle of Adrianople in 1912. Published in 1914, it used varied typefaces in different sizes and dynamic, anarchic layouts to convey the overwhelming chaos of mechanized war. A short-lived British take on Futurism, Vorticism, inspired by Ezra Pound’s (1885–1972) concept of ‘the vortex’ – defined by the American poet as ‘the point of maximum energy’8 – was launched by painter and writer Wyndham Lewis (1882–1957) in 1914 through the magazine Blast, whose magenta cover and heavy sans-serif typography in asymmetrical layouts shocked England.
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Advertisement for Gilbey’s Invalid Port, Edward McKnight Kauffer, 1933.
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Cover for Harper’s Bazaar magazine, Cassandre, 1938.
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‘Keep Clean’, poster for the Federal Art Project, Erik Hans Krause, c.1936–9.
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‘Il pleut’ (It Rains), poem from Calligrammes, Guillaume Apollinaire, 1918.
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Book cover for Zang Tumb Tumb, Filippo Tommaso Marinetti, 1914.





Marinetti’s use of text as a visually expressive element in its own right, as well as the embrace of machine typography, was particularly influential on other avant-garde movements’ experiments with text. Similar techniques would be used by French poet Guillaume Apollinaire (1880–1918) in his poetry collection Calligrammes (1918), visual poems where the arrangement of words aided their meaning.


While the predominantly right-wing Futurists embraced war as ‘the world’s only hygiene’,9 World War I left much of Europe looking on in horror. One group formed with strong anti-war, anti-bourgeois, left-wing tendencies was Dada, a nonsensical name chosen by German poet Hugo Ball (1886–1927) and applied to a small circle of pan-European artists and poets who met at his satirical Zurich nightclub Cabaret Voltaire.


They shared an interest in anarchy, nonsense, irrationality and nihilism as a response to the senseless brutality of war. Key Dada techniques included collage, assemblage (the seemingly random combining of objects), the clash of text and image, the use of typographic symbols and eclectic typefaces in chaotic compositions that emulated the spirit of Dada’s energetic cabaret nights. Dada ideas were disseminated widely through printed journals, giving impetus to artists, such as Tristan Tzara (1896–1963), Raoul Hausmann (1886–1971) and Kurt Schwitters (1887–1948), to experiment and develop a distinctive Dadaist graphic aesthetic marked by an anti-establishment disregard for convention. Schwitters’s Merz, which featured modernist layouts, acted as a meeting point for various European movements. Schwitters later became a key component of the ‘New Typography’, designed an experimental typeface that aimed to replicate phonetic sounds, and was a founding member of the Ring Neue Werbegestalter (Circle of New Advertising Designers), a group of pioneering European designers applying avant-garde techniques to late twenties publicity.
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DADA Phone no.7 cover, Francis Picabia, 1920.
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Merz matinéen event flyer, El Lissitzky, 1923.
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‘Kino Glaz’ (Film Eye) poster for six films by Dziga Vertov, Alexander Rodchenko, 1924.
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Cover, Merz magazine, Issue 1 (January 1923): ‘Holland Dada’, Kurt Schwitters.





One of Schwitters’s collaborators was Theo van Doesburg (1883–1931), a founder of the leading art faction in the Netherlands, known as De Stijl (The Style) after a journal of the same name founded in 1917. Other key figures in the movement were painter Piet Mondrian (1872–1944) and furniture designer and architect Gerrit Rietveld (1888–1964), both of whom are best known for geometric work that made use of vertical and horizontal lines in a limited colour palette of black, white, red, blue and yellow. De Stijl, also known as Neo-plasticism, was far more rational and minimalistic than either Futurism or Dada, and this was reflected in the group’s approach to graphic design, as mostly developed by Van Doesburg. The limitations imposed by the prevalence of right angles led to innovative blocky typography and abstract geometric compositions, inspired by a rejection of the excesses of Dutch Expressionism. Many influences on De Stijl came from Russia, a country where avantgarde ideas and radical politics came together during the 1917 Revolution which overthrew the monarchy, instigating a socialist republic. One early development in Russian modern art was Kazimir Malevich’s (1897–1935) Suprematism, which represented perhaps the first attempt at pure-geometrical, non-representational abstract painting, beginning in 1915 with a black square on a white background. Malevich’s inspiration was ‘the supremacy of pure feeling or perception in the pictorial arts’ and a rejection of merely replicating ‘the visual phenomena of the objective world’.10 This celebration of new possibilities went hand in hand with the revolution, and in a reorganized educational system Malevich became an influential teacher. One of his acolytes, El Lissitzky (1890–1941), developed a Suprematist approach to graphic design, using ample white space, limited colour and dynamic angles.


In the early Soviet days, artists were keen to make their work socially and politically useful, so graphic design was a logical area for exploration. This idea was summed up in the Russian journal LEF in 1923, where theorist Osip Brik (1888–1945) wrote: ‘You must go into real work, carry your own organizational talent where it is needed – into production.’11 Brik was writing about artist and designer Alexander Rodchenko (1891–1956), who in 1915, with architect Vladimir Tatlin (1885–1953), had founded Constructivism. Although visually similar to Suprematism, Constructivism was less concerned with ‘sensations’ and aimed to be utilitarian, taking inspiration from modern industrial production and embracing the camera.


Further Reading →


Jeremy Aynsley, Pioneers of Modern Graphic Design (Mitchell Beazley, 2004)


Johanna Drucker, The Visible Word (University of Chicago Press, 1997)





The Bauhaus


‘Let us strive for, conceive and create the new building of the future that will unite every discipline, architecture and sculpture and painting, and which will one day rise heavenwards from the million hands of craftsmen as a clear symbol of a new belief to come.’
Walter Gropius, 1919


Opened in Dessau, Germany, by architect Walter Gropius (1883–1969) in 1919, the Bauhaus (which translates as ‘house of building’) was the most influential art and design school of the 20th century thanks to its innovative staff and multi-disciplinary approach which cut across various traditional discipline boundaries in an attempt to unite the arts. The school’s founding values were utopian, building on proto-modernist and avantgarde principles, as well influences from the Arts and Crafts movement in Britain, particularly William Morris (1834–96) and John Ruskin (1819–1900).


The Bauhaus was inherently political: Gropius’s founding manifesto spoke of creating ‘a new guild of craftsmen […] free of the divisive class pretensions that endeavoured to raise a prideful barrier between craftsmen and artists’.12 Although the school’s staff did not necessarily share their politics, their theories often had clear socialist overtones, proposing that creativity, technology and radicalism would bring beauty to the masses, break down class barriers and create an equal, modern society. Unity in all things was the goal, whether that was between societal divides, art and technology, art and industry, and across art, architecture, crafts and design. Despite being progressive, the Bauhaus upheld widely held sexist views: women (whom Gropius collectively described as ‘the beautiful sex’) were allowed at the Bauhaus, but were pushed towards crafts in the traditionally feminine decorative and domestic spheres, such as ceramics and textile weaving.


While it is often assumed that the Bauhaus had a distinct, consistent modernist aesthetic from the outset, this was not the case, and it took time and experimentation for the characteristics now associated with the school to develop. Many early Bauhaus tutors still experimented with Expressionism, and the school was far from being a bastion of science and reason: mysticism and spirituality were of great interest to staff such as Paul Klee (1879–1940), Wassily Kandinsky (1866–1944) and Johannes Itten (1888–1967), the last the original tutor on the school’s mandatory first-year ‘foundation’ class where students studied across disciplines. Writing in the catalogue for a Bauhaus exhibition at the Museum of Modern Art, New York, in 1938, Alexander Dorner wrote: ‘to speak of a cut and dried “Bauhaus style” would be to revert to the cultural paralysis of the 19th century […]. Its integral part, namely the functional foundation of design, was just as full of changing possibilities as our own technical age.’13


Graphic design and typography were not among the subjects initially taught at the Bauhaus but soon became important, particularly once László Moholy-Nagy (1895–1946) joined in 1923. Other important figures in the growth of Bauhaus graphics were three students turned teachers: Herbert Bayer (1900–85), Josef Albers (1888–1976) and Joost Schmidt (1893–1948), who all helped to translate the school’s principles into a graphic visual language. Albers was particularly interested in colour theory, and Bauhaus design was dominated by the use of bright flat colours, particularly the primaries – blue, yellow and red. This triad was joined by another, the three basic shapes – circle, triangle and square – which when rendered in the primary colours became emblematic of Bauhaus principles. It was Kandinsky, a trailblazer of abstract art, who cemented the use of primary colours and basic shapes as key to the visual language of the Bauhaus.




[image: illustration]


Catalogue cover for the European Applied Arts Exhibition, Herbert Bayer, 1927.
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Bauhaus Exhibition poster, Herbert Bayer, 1923.
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Bauhaus Exhibition poster, Joost Schmidt, 1923.
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Drawings for Universal Type alphabet, Herbert Bayer, c.1925.





Bauhaus layout designs developed by Moholy-Nagy, Schmidt, Bayer and their students were characterized by utilitarian asymmetry, rational minimalism, absence of ornamentation, generous negative space, limited colours, and geometric shapes as organizational devices. Influences came chiefly from earlier avant-garde movements such as Constructivism and De Stijl, and a desire to find a suitable and efficient visual language for the machine age.


Bauhaus typography was dominated by bold, geometric sans-serif typefaces. Serifs were considered an unnecessary ornament, and any connection to typographic tradition was avoided. Developing appropriate new typefaces was a concern for Bauhaus designers, Albers created experimental stencil alphabets from modular elements, including ‘Kombinationsschrift’, made by combining squares, triangles and quarter-circles exclusively. The best-known Bauhaus typeface is Bayer’s Universal Type (1925), a purely rational, geometric sans-serif that eliminated uppercase letters and was used on signage at the Gropius-designed Dessau campus. Exclusively lowercase type became a hallmark of the Bauhaus, with capitals seen as unnecessary. Bayer wrote in 1926: ‘Doesn’t one say the same thing with one alphabet as with two alphabets?’14 Neither Bayer’s nor Albers’s fonts became commercially available, but they were influential and spawned imitations and revivals in the late 20th century.


Abstraction and geometry were promoted over illustration, which was seen as anachronistic, and machine-produced ‘objective’ photography was promoted as the realm in which Bauhaus graphic designers should experiment with imagery. Moholy-Nagy was particularly innovative in the use of photography: he experimented with photograms created in the darkroom, integrated typography and photography through his ‘Typophotos’, and created graphic design entirely through the camera, such as his prospectus and book cover for Bauhausbücher 14.


The Bauhaus burned bright in its 14-year lifespan, but the political situation in the Weimar Republic forced the school to leave conservative Weimar for Dessau in 1925, then for Berlin in 1930, where it lasted three years in a reduced capacity amid the uncertainty caused by the rise to power of Hitler and the Nazis. Gropius resigned as director in 1928 and was replaced by architect Hannes Meyer (1889–1954), whose political focus on social needs made him unpopular with Dessau’s right-wing local government. He was replaced in 1930 by Ludwig Mies van der Rohe (1886–1969). While it remained open, the Bauhaus’s influence was spread through students’ work and various exhibitions and publications. Upon closure, most staff emigrated to the United States, where they further spread the Bauhaus modernist ethos through both their work and teaching: Breuer and Gropius taught at Harvard, Albers at Yale and Mies van der Rohe at the Illinois Institute of Technology, while also designing its campus buildings. Herbert Bayer did not teach in the United States but was prolific and influential there.


The Bauhaus has boasted of many spiritual successors, notably Moholy-Nagy’s New Bauhaus opened in Chicago in 1937, and the Ulm School of Design (HfG), founded in Germany in 1953 and led by Swiss designer and former Bauhaus student Max Bill (1908–94), who took inspiration from his alma mater, instigating a progressive, theory-rich cross-disciplinary approach.




[image: illustration]


Bauhausbücher 14 prospectus cover, László Moholy-Nagy, 1928.
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Bauhausbücher 14: From Material to Architecture cover, László Moholy-Nagy, 1929.
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‘Bauhaus 50 Years’ exhibition poster, Herbert Bayer, 1968.





Further Reading →


Bauhaus Typography at 100 (Letterform Archive, 2022)


Magdalena Droste, Bauhaus (Taschen, 2021)


Ellen Lupton and J. Abbott Miller, The ABCs of the Bauhaus (Thames & Hudson, 1993)






The New Typography



‘The essence of the new typography is clarity. This puts it into deliberate opposition to the old typography whose aim was “beauty” and whose clarity did not attain the high level we require today. This utmost clarity is necessary today because of the manifold claims for our attention made by the extraordinary amount of print, which demands the greatest economy of expression.’
Jan Tschichold, 1928.15




[image: illustration]


Cover of a special issue of Typographische Mitteilungen on ‘Elemental Typography’, Jan Tschichold, 1925.





Jan Tschichold, The New Typography (University of California Press, 2006)


The European avant-garde movements of the early 20th century had key aspects in common: a desire to develop new, modern forms of expression and a rejection of outmoded traditions. However, they did not share all of the tenets now associated with modernism, such as utilitarianism, rationality, minimalism, denigration of ornament and the abandonment of historical references. In architecture, the modernist approach became particularly clear, with maxims like Louis Sullivan’s (1856–1924) ‘Form follows function’ and Mies van der Rohe’s ‘Less is more’ becoming explanations of what it meant to think like a modernist.


In graphic design, certain tendencies shared across movements crystallized a modernist approach, particularly in typography where it could be best described as logical, asymmetrical layouts with ranged-left sans-serif type. Jan Tschichold (1902–74) would eventually codify this modernist typographic approach with his coinage of the term ‘die neue Typographie’ (the New Typography) in his influential 1928 book. Tschichold had trained in traditional calligraphy and book layout design, but had his worldview challenged at the first Weimar Bauhaus exhibition in 1923. Two years later, in a special supplement titled ‘Elemental Typography’ published by the trade journal Typographische Mitteilungen, Tschichold put forward his ideas about functional modern typography alongside work by Herbert Bayer, El Lissitzky and Moholy-Nagy. Tschichold’s design for ‘elementare Typographie’ (elementary typography) was clear and striking, especially in comparison to contemporaneous issues of the same journal.


Tschichold’s impetus was not rejection of tradition for its own sake, but was rather about striving for maximum clarity in communication. As he put it in Die neue Typographie: ‘When in earlier periods ornament was used, often in an extravagant degree, it only showed how little the essence of typography, which is communication, was understood.’ He argued that asymmetry and standardization would better ‘express the diversity of modern life’. However, Tschichold was not advocating for a one-size-fits-all approach: the typographer’s role was to ‘give pure and direct expression to the contents of whatever is printed’.16 Forced to flee Germany during Nazi rule, Tschichold later denounced his restrictive modernism and reverted to a classical style, notably for Penguin books, and would reflect that he saw parallels between the New Typography and fascism.


Further Reading →


Paul Stirton, Jan Tschichold and the New Typography (Yale University Press, 2019)






Mid-Century Modern



Although not a term used at the time, ‘Mid-Century Modern’ found currency by the late 20th century as a label for a loose set of tendencies found in art and design in the middle of the century. Difficult to pin down exactly, Mid-Century Modern is generally categorized as a softer, more relaxed and more playful evolution of harder-edged, formalist modernism. Designers took ideas developed by the European avant-gardes and tried to make them appropriate for a public that was sceptical about the radical, austere nature of many expressions of modernism. In the United States at least, the postwar economy was booming, and there was optimism and a desire for positivity in the wake of conflict. The focus was less on creating a utopian future through radical prescriptive measures or on emulating outmoded traditions, and more on celebrating the present. As American magazine House Beautiful told its readers in 1955: ‘to be contemporary, is to relax in the 20th century, to avoid completely the modern strain of straining to be modern.’17


The emigration of European modernists to work and teach in the United States was vital in the development of Mid-Century Modern, as was the dissemination of avant-garde art and design through books and magazines. Paul Rand (1914–96), who as a young American graphic designer produced archetypal Mid-Century Modern work, credited his interest in design to a chance teenage encounter with two European journals (Commercial Art and Gebrauchgraphik) in which he ‘learned about contemporary commercial design and its kinship to the arts and was introduced to the Bauhaus notion that good design was an integral part of everyday life.’18


The Mid-Century Modern style in graphic design can be characterized by a moving away from the anonymous, objective ‘machine aesthetic’ of much interwar modernism and back towards a more individualistic, expressive approach, that shared much with the creativity of modern art pioneers like Pablo Picasso (1891–1973), Paul Klee (1879–1940) and Joan Miró (1893–1983), with dashes of Dada anarchy and Surrealist whimsy.

OEBPS/images/f0021-03.jpg





OEBPS/images/f0021-02.jpg





OEBPS/images/f0006-02.jpg





OEBPS/images/f0021-01.jpg





OEBPS/images/f0006-01.jpg
BOTH BARRELS _





OEBPS/images/f0012-01.jpg
ROSEBER ““-'“‘"'QMAET T Selton Louthezcy

W aters, Trees, Gardens,

= = Orchards, Ficlds, Bow/
z“\\\l“ % ing greens. o] Feveltry, Hor-
3’;1 ' B ol Bsthindity ™ Printing.

; E o posraphy worshop 55
’ EI\R‘!"G g“[ '& 2






OEBPS/images/f0009-01.jpg
ULYSSES

JAMES JOYCE






OEBPS/images/f0031-02.jpg





OEBPS/images/f0031-01.jpg





OEBPS/images/f0031-03.jpg
Ausstellung
5.Mai- 28.Juii
1968






OEBPS/xhtml/nav.xhtml




Contents





		Title



		Contents



		How to Use This Ebook



		Introduction



		Chapter 1 – History:



		Graphic Roots



		The Avant-garde



		The Bauhaus



		The New Typography



		Mid-Century Modern



		The Swiss Style



		The Creative Revolution



		Design Agencies



		The International Style



		Counter-cultures



		Postmodernism



		Digital Graphic Design



		The Canon







		Chapter 2 – Theory:



		Semiotics



		Aesthetics



		Gestalt



		Colour Theory



		Logo



		Ornament



		Defaults



		Vernacular



		Propaganda



		Design Politics



		Ethics



		Gender



		Race



		Sexuality



		Appropriation



		Design as Art



		Designer as Author







		Chapter 3 – Practice:



		Grids



		Hierarchy



		Proportion



		Style



		Problem Solving



		Graphic Wit



		Pictograms



		Visual Language



		Chance & Accident



		Illustration



		Photography



		Art Direction



		Abstraction



		Collage



		Accessibility



		Protest



		The Environment



		Clichés



		Retro



		Pastiche



		Trompe-l’oeil



		Type as Image







		Chapter 4 – Typography:



		Typographic Lexicon



		Typographic Origins



		Serifs



		Sans-serifs



		Display Typefaces



		Scripts



		Non-Latin Fonts



		Lettering



		Postmodern Typography



		Digital Typography



		Typeface Psychology







		Chapter 5 – Mediums:



		Posters



		Advertising



		Book Covers



		Books



		Editorial



		Album Covers



		Brand Identity



		Packaging



		Wayfinding & Signage



		Infographics



		Motion Graphics



		Websites



		UI / UX Design



		Social Media







		Sources



		Bibliography



		Picture Credits



		Acknowledgements



		Copyright













Guide





		Cover



		Contents



		Start















		1



		2



		3



		4



		5



		6



		7



		8



		9



		10



		11



		12



		13



		15



		14



		16



		17



		18



		19



		20



		23



		21



		22



		24



		25



		26



		29



		27



		28



		30



		31



		32



		33



		34



		36



		35



		37



		38



		39



		40



		41



		42



		43



		44



		45



		46



		48



		47



		49



		50



		51



		52



		53



		55



		54



		56



		57



		58



		59



		60



		61



		62



		63



		64



		65



		67



		66



		68



		69



		71



		70



		72



		73



		74



		75



		76



		77



		78



		79



		80



		81



		82



		83



		84



		85



		86



		87



		88



		89



		90



		91



		92



		93



		94



		95



		96



		97



		98



		99



		101



		100



		102



		103



		104



		105



		106



		107



		108



		109



		110



		111



		112



		113



		114



		115



		116



		117



		118



		119



		120



		121



		122



		123



		124



		125



		127



		126



		128



		129



		130



		131



		132



		133



		134



		135



		136



		137



		138



		139



		140



		141



		142



		143



		145



		144



		146



		147



		148



		149



		150



		151



		152



		155



		153



		154



		156



		157



		158



		159



		160



		161



		162



		163



		164



		165



		166



		167



		168



		169



		170



		171



		172



		173



		174



		175



		176



		177



		178



		179



		180



		181



		182



		183



		184



		185



		186



		187



		189



		188



		190



		191



		192



		193



		194



		195



		196



		197



		198



		199



		200



		201



		202



		203



		205



		204



		206



		207



		208



		209



		210



		211



		213



		212



		214



		215



		216



		217



		218



		219



		220



		221



		222



		225



		223



		224



		226



		227



		228



		229



		230



		231



		232



		233



		235



		234



		236



		237



		238



		239



		241



		240



		242



		243



		245



		244



		246



		247



		248



		251



		249



		250



		252



		253



		254



		255



		256



		257



		258



		259



		260



		261



		262



		263



		264



		265



		266



		267



		268



		269



		270



		271



		272



		273



		274



		275



		276



		277



		278



		279



		280



		281



		282



		285



		283



		284



		286



		287



		288



		289



		290



		291



		292



		293



		294



		295



		296



		297



		298



		299



		300



		301



		302



		303



		304



		305



		306



		307



		308



		309



		310



		311



		318



		319



		320











OEBPS/images/f0009-04.jpg





OEBPS/images/cover.jpg
Pictograms
Posters
Postmodern Typography
Postmodernism
Practice
Problem Solving
Propaganda
Proportion
Books Protest

Brand Identity Race

Chance & Accident Retro

i Sans-serifs

Scrjfpts. .

Semiotics

Designer as Author
Digital Graphic Design
Digital Typography

The reative Revolution

Display Typefaces
ial

Hierarchy
History
Illustration
Infographics

ent
Packaging
Pastiche
Photography

The Environment
%e International Style
e New Typography

es

eo

o]

PE 2

pe ! OQY

Typography
UI /UX Design
Vernacular

Visual Language
inding & Signage Theo
Inglis
The definitive guide to

contemporary & historical
graphic design





OEBPS/images/f0009-02.jpg
Mﬂfﬂ‘"“,x

N
‘1

NOAETE
‘iﬂll/lllll(( .
TEPMAHUH

E 'l’:Aﬁll





OEBPS/images/f0022-02.jpg
UTURISTA

F.T. MARINETT!

ADRIANOPOL! OTTOBRE 1912






OEBPS/images/f0009-03.jpg
& THE HYDE PARK GOUDEN JUBILEE CONMITTEE .

3 s o A o






OEBPS/images/f0022-01.jpg





OEBPS/images/f0015-01.jpg
Chapter 1:
History





OEBPS/images/f0019-01.jpg
E CoNCERT
: BAL
s s SOIRS

LA Gouuu:






OEBPS/images/f0032-01.jpg
P

mitteilungen

sonderheft :;
elementare
typographie g

typographische






OEBPS/images/f0019-02.jpg
=EOTO=
ARTIKELEN.

8w

2>

L2 =
KALVERSTRAAT IS-ADAM






OEBPS/images/f0019-03.jpg





OEBPS/images/f0023-01.jpg





OEBPS/images/f0027-01.jpg
AU ss TE LL UN G

EUROPAI
-SCHES
KRUNST-
GEWERBE
“1927|

B LEIPZIG nnnnnnnnnnnn






OEBPS/images/f0023-02.jpg





OEBPS/images/title.jpg
The
Graphic
Design
Bible

Inglis

ilex





OEBPS/images/f0014-01.jpg
I8 WELSH OQAT! -
10 COWS I3 HOGS

TEMALE
Wun 7






OEBPS/images/f0010-01.jpg
/8SUEs O oW
MASS

MASS
COMMUNICATION
OF COMPLICATED
ISSUES






OEBPS/images/f0024-01.jpg
"OCKWHD @  T'OCKMHE






OEBPS/images/f0028-03.jpg
abcdefghi

jkKImnopqr

s tuvwxyz
a dd





OEBPS/images/f0024-02.jpg
BIoL N HOLIND KOX: EBENT. BONSET.GEOT, A kSO

FLCARIA m0MNG AR AN HOCH: ZO0MING; WEBAGOERTE TITE
B

MERL

DA DA

HOLLAND &
DADA

JANUAR 1923
HERAUSGEBER: KURT SCHWITTERS
HANNOVER - WALDHAUSENSTRASSE 5°







OEBPS/images/f0028-01.jpg
HAUS
AUSSTELLUNG

T
S






OEBPS/images/f0028-02.jpg












OEBPS/images/f0013-01.jpg





OEBPS/images/f0017-01.jpg





