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FOREWORD

WHY THEORY?

ELLEN LUPTON, DIRECTOR
GRAPHIC DESIGN MFA PROGRAM, MARYLAND INSTITUTE COLLEGE OF ART

This book is an introduction to graphic design theory. Each selection, 4
written in its own time and place across a century of design evolution,
1_-1]111:11'::5 the aesthetic and social purposes Dfn_{u:-;ign practice. All of these
Writers were—or are—visuial pmd ueers active in the field, tngagcd with
Mo, Wby Qi they panss fum gy
making their work and building their carcers to write about what they do? |
W]:}r should a young designcr tuda}l stop and read what L]:lc].' wrote?

Theory is all about the question “why?" The process of becoming a
designer is focused largely on “how”: how to use software, how to solve
problems, how to organize information, how to pet clients, how to work

with printers, and so on, With so much to do, stopping to think about why

we pursue these endeavors requires a momentary halt in the frenetic flight
plan of professional development. Design programs around the world have
rtcngnized the need for such eritical mﬂecﬁnn, and countless desigucrs
and students are ]:Lu.llgr}r for it. This book, ca.tcﬁ.l]l}r curated '|.1:.- emerging
scholar and designer Helen Armstrong, is designed as a reader for history
and theory courses as well as an approachable volume for general reading.
Armstrung dmlupcd the book as grac]u.ate research in the Gral:lhin: Design
MFA program at Maryland Institute College of Art, which has produced
a series of collaboratively authored books. Hers is the first book from our
program edited independently by a graduate student. Presented within its
pages are Passiunalr:, i.ulel].igr_'m texts created b}« Pcn]:rlc who hc].Pcd build
their field. These writers used their practical understanding of living pro-
cesses and problems to raise philosophical, aesthetic, and political questions
ahout -.f--fign, and ihey used those quﬁtiuus. in turn, to inspin: their own
"-'i:ile.I wUI‘lL as 'l.-'l;:H as l].‘l:: ".'-'UI‘I-L UFFEUPIE d.IEJl.L]:I.l] l]]l;:n'l.

Design is a social activity. Rarely working alone or in private, designers

respond to clients, audiences, publishers, institutions, and collaborators.
While our work is E:Pnscn:l and lzughl}' visib]e, as individuals we often remain
anonymous, our contribution to the texture of daily life existing below

the threshold of public recognition. In addition to adding to the commeon
beat of social experience, :lesigners have Prnduceud their own subculture, a

olobal discourse that connects us across time and space as part of a shared




Ouch this is very true. I
oringinally thought that
the word triggered was
a negaftive assocaition
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the guy who created
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cannot remember his
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endeavor, with our own heroes and our own narratives of discovery and
revolution. Few members of the general public are aware, for example, of
the intense waves of teeling triggered among designers by the typeface

Helvetica, generation alter generation, yet m:.u'l}r anyone livi.ng in a literate .,

urbanized part of the world has seen this typeface or characters inspired

=5 by it. Design is visible everywhere, yet it is also invisible—unpoticed and
unacknowledged.

Creating dcﬁ[gn thu:rrvl.- is about build ing one's own community,
constructing a social network that questions and illuminates everyday b‘]
practice—making it visible. Many of the writers in this book are best known

for their visual work: others are known Prim.-lrﬂj- as cTitics or educators.

But in each case, a liviug. active connection to prac tice informs these

| dont really understand In the mid-

this connection.

Very, very true.

They want you to know
how to code, animate,
use programs that

| never heard of

Just for a position that says

you'll be going
digital ads for
socall media nowadays

writers’ ideas. Each text assembled here was created in order to inspire
Practice, moving designers to act and experiment with incisive principles
in mind. El LiESitEl[}r, whose posters, huu]u., and exhibitions are among
the most influential works of t'l.ll.rz:min:1.]1-.:1:1:|l_l.1_r3,|I llcsign, had a hugl: impact
on his peers through his work as a publisher, writer, lecturer, and curator.
twentieth century, Josef Miiller-Brockmann and Paul Rand

*..- {ﬂﬂ.ﬂftt'ﬂd l:I.CSig -EIJ]UI:I.OIDEIE’S STk l:l.['awl.l:lg on t]].f."il'
own professional Sxperiences. Wollgang Wcmgart Lorraine Wild, and

Katherine McCoy have inspired generations of designers through their

ti:.-u:hiug as well as thmugh their visual work. Kenya Hara has hel]_::ned build
a glﬂ]]a.l consumer brand (Mup1) while Eti]]ll]].ai_i]lg invention and inquiry
through his work as a writer and curator.

A different kind of design theory reader would have drawn ideas from
outside the field—from cugn.itiw: Ps}rchnlog}r, for EmmPlf, or from ]jtern.r].r
criticism, structural I.IIIgLI.lSL'l{j_. or pu].ili-:al P]:l.ilusuph}-. Dtsiguﬂs have much
to learn from those discourses as well, but this book is about learning from
ourselves. Why theory? Designers read about design in order to stimulate
gmwth :.um their own work. Critical writing also inspires new lines
of questioning and opens up new theoretical directions. Such ideas draw
people together around common questions. Designers entering the field 1o-
t{w must master an 'lHtI.'I'T]L'i['I.lT]b range of te r]’mnlnbu g and prepare themselves

Vwe fior 2 career whose terms and demands will constantly change. There is more
for a designer to “do” now than ever before. There is also more to read, more
to think about, and many more opportunities to actively engage the discourse.
This book |.11,rs the gruu.ndwm'll: for Plunging into that discourse and getting
l'l:m:]}l Lo 13]!:1! ]J:I‘L

Ly
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INTRODUCTION
REVISITING THE AVANT-GARDE

The texts in this collection reveal ideas L::.r to the evolution ul"gr.iphja_- 1.1::::1.:_{1‘1.

Together, they tell the story of a discipline that continually moves between
extremes—anonymity and Juthnrﬁhlp- the pr.-rmm] and the universal, social

detachment and social engagement. T‘hmugh such uppusitiuns, d:siguers '&".‘h
position and reposition themselves in relation to the discourse of design and

the broader society. Tracing such positioning clarifies the radically changing

It really is

but | think itisin a
more positive than

negative way

this i1s what | want to

mainly do

whole paragraph
Is very true and

my future in design.
It has become more
possible to break

INspires me regarding/‘

away from companies

bosses and work for
yourself because

of technology and
social media and
social networking

What is intresting is that |
actually know some names
of designers and their work
s something that | heavily

P:.l':u':]lgl‘l] in 'I'hl.l:h we TNow E.'ﬂ.d DUISEI.'UEE TL-L'.E'.I ]-.I-I.-.Il'l.':l]:_""'r 15 rL'l.TLL:['lmL nhH'.r
..IJ.lLl'lﬂ#_ our LLl] ture. But lE'E]].ﬂ.D].Dg? “l'l.'ﬂl.lg]ll'. I'a.d.ll:ﬂl C]]Bﬂ.gﬂ in T.]:l.E E-E.['I.'}I' 100
as well. Key debates of the past are reemerging as crucial debates of the
present. Authorship, universality, social responsibility—within these issues
the future ﬂrgral:lh.ic n:le-slgn lies.

COLLECTIVE AUTHORSHIP

TRodcheukn,m?ﬂ, and Laszlo Hﬂhﬂlrﬂam viewed the anthored

Some grap]]ic l:[[‘ﬁi.g'l'.ll'l'!': have n*n*nl]t,r invi H{‘r]‘ntrﬂ their field 1‘11.. P-T‘m{l]r[ng
their own content, si gning their work, and bran Jin;.; themselves as makers.
Digital technology puts creation, production, and distribution into the hands
of the designer, enabling such bold assertions of artistic presence. These acts
of graplli:: authﬂrship fit within a broader nu]vin.g model of collective author-
sh.iP that is f'undamcntzﬂ].r changu]g the Pmc]ucer--:nnmmer rrlatinns]lip.
I.':d.l'].':.- models of .grap]lid. Ll'l:"_'-jﬂ!'l were built on ideals 1.1|E-d.1]U]“]j.'['EliL':h nok l i

anthorship. In the early 1900s avant-garde artists like El Lissitzky, Aleksandr

]r work of the old art world as sllamcﬁl]]? elitist and cgo driven. In their minds

Oh wow |
didn't know

such bourgeois, subjective visions corrupted society. They looked instead | 41,04 1,1t ¢
to a future of form inspired by the machine—functional, minimal, ordered, figures.

rational. As graphic design took shape as a profcasion, the idcal of objoctivity

m that nfsuch: tivity. Ne LlLI:..-IJ.ll.} re PLLul emotion. The a\'ant—garcl: | DID know

effaced the artist/designer through the quest for impartial communication.  this lol
After wwn Swiss graphic designers further extracted ideals of objectivity

and neutrality from the rtm]utiuua.r}- roots of the avant-ga.n:le. Designers like

Max Bill, Emil Ruder, Josef Miiller-Brockmann, and Karl Gerstner converted

these ideals into rational, systematic approaches that centered on the grid.

Thus proponents of the International Stjrle sul:uugated Persnn:l Perspemvt / i

follow and that is possible because
of the technology that we have such as Youtube n Instagram etc. They are usually people of the newer
generations rather than the founders of design from another century

Introduction | 9



to “clarity” of communication, submitting the graphic designer to their

programmatic design system. Miiller-Brockmann asserted, “The withdrawal

of the personality of the designer behind the idea, the themes, the enterprise,
1 Josef Milter Brockmann, The or the Product is what the best minds are all striving to achieve Swiﬁ-st}rle

Graphic Arfisl and Hrs Deskpn

prosiems (Zurcn: wiggh, wez) 7. design solidified the anonymous working space of the designer inside a frame
of objectivity, the structure of which had been erected by the avant-garde.

Tndn:; SOINE grnphic des]gnen; continue to -:l‘mrnplcm ideals Dfneufralit}-
.J.l'.I.I_I 1:|I|:|_i ::::tivil‘.:; IJ'I.'J.t wiere L':-;Sl;:nli..i] to 1I1L' ::arl}r formation l:lrL]'u.'iI F;LIK] 51.[1:]]
d:slgntrs see the client’s MESSage as the central component of their work.
They strive to communicate this message -:le;.r]yi although now their post-

impossibilivy of neutrality and obiectivi

Intresting | can't wait
fo see where this

[ 5 iy o

In contrast to the predominate modern concept of the designer as

point goesl

neutral transmitter of information, many designers are now producing
their own content, t].rpi-:allr}r for both critical and entre pren elTial purposes.
This assertion of artistic presence is an alluring area of practice. Such work I
includes theoretical texts, self-published books and magazines, and other
consumer products. In 1996 Michael Rock’s essay “The Designer as Author”
critiqued the graphic anthorship model and became a touchstone for

2 Michael Rock, “The Designer cunti.uuing debates * The controversial idea Drgmphic dutllGI'S]JiP, .-a]Lhnugh

T;.;Etﬂ_géﬁ .20 Sy still not a dominant ]Jrurcssiundl OF ¢cONOMic ]:ldr.ad.i].;m for dcsigntr:;, has

seized our imagination and permeates discussions of the future of design.

And, as an empowering model for practice, it leads the curriculum of many
3 T DIY (D 10 Yoursedl) movemsenl

ENCOUrages peopie fo produce thindgs Eral:.'r]:l.lc dl!ﬂg‘ﬂ gl‘.‘u:lu:h! ngnms'
themsetves rather than depend Out of this recent push toward authorship, new collective voices hearken-

Of Mass-produced goods and Lhe

corporations that make them. ew  img back to the avant-garde are emerging. As a result of technology, content

'ﬂ:ﬂif;m: - generation by individuals has never been easier. (Consider the popularity of

rather han st consumers. For an

erphanation of the Free Cullure the pry and the “Free Culture” movements.)? As more and more designers, b{
mavement, see Wit fimecufnas. 3long with the rest of the general population, become initiators and produe-

This mowemant seeks Lo develop

3 culture in which “all members ers of content, a leveling is occurring, A new kind of collective voice, more
ame free to participate in its transmis- ) )
sion and evolution, without artificial  ANONYMOUS than ml:l.mclu.zL is b:g-inning to emerge. This collective creative
hmits on whd C3an MCaD=ate o - = "

in what way™ B vouoe I::ilf_'i_'ts a :.Ll.llul't_' t}mt |l.=15 as s u:nerJ pﬂddlgm L].]T.' 1_1:::.1_'I1t1_'l1:1_1 power

_ structure of the network and that promotes a more open sharing of ideas,
4 For adsoussion of the netwoark

structure and our society, see Pierre 1‘1.'.!-1.'.!'5., and intellectual prope Tiy.*
Lévy, Cybercutture, trans, Robert -

Bononno {Minneapolis: University Whether this levt]_mg of voices is a positive or negative F]:ennmenun

e s for graphic designers is under debate. Dmitri Siegel's recent blog entry on
5 Dmitri Siegel, “Designing Dur Own s . 5 : s - - .

e Design Observer, included in this collection, raises serious questions about | —

http/ fwrww.designobservercomy where dggigneﬁ fall within this new P.u-ad;gm of what he terms “prosum- ] .

archirves OESEZ htmil (acoessed

April 28, 2008). erism—simultaneous Produ-:tiun and :nnsumptjun." Sicgd :uilm, “What : ]



services and expertise do designers have to oller in a prosumer market?”

The answer is, of course, still up for grabs, but the rapid increase in autho-
True and | really appreciate this rial voices and the leveling of this multiplicity of voices into a collective drive
its like our peers are teachers suggest the future of our wﬂrl:'u:lg environment. Mrmd}- :]usigncrs increas-
of their own. The 'leSiQI'I___....-} j.ugl}- create tools, l.l:EIJ.P].d.ll:.':ir and resources for their clients and other users
community is very collaborative to implement. Graphic designers must take note and consciously position

and helpful to the ones with themselves within the prosumer culture or run the risk of being creatively
less exprience. You can find so sidelined by it

many resources on instagram,

dribble, deviantart, google searchigiversaL SYSTEMS OF CONNECTION
youtube tutorials galor and s@ . . . .
much more. Knowlege is lite FEI||‘_I.FM the same time that technology is empowering a new collectivity, it is also

at our fingertips in this time and [edefining universality. To understand how this crucial design concept s \
lave it. evolving, we need to take a look at how it initially emerged.

Members of the influential Bauhaus school, founded in Weimar in 1919,
mught a Pu.nfymg ub_ieﬂivt vision. Here, under the influence of constructiv-

| learned about the ism, futurism, and De Stijl, a depersonalized machine aesthetic clashed with
Bauhaus through the subjective bent of expressionism, ultimately becoming the predominant
multiple classes through model for the school. Artists like Moholy-Nagy equated objectivity with truth
my college career and ll'J.i.l'.i.l}-‘. To express this truth artists had to detach L-mq:utiumﬂ}.- from their
& Fora more complete discussion work in favor of a more rational and universal appr-:-aLh."'
:."m':a:;::.:rfﬂr::q]. Objective detachment spurred on other Bauhaus teachers, including

SRS S — S — Herbert Bayer and ]userh]bers, who suught to uncover ideal forms for

Moholy-Nagy, IS0 7-Mida (Chicago
Unlaty f Qg o WA, ___ commmumicating eleutly and peecisehy, clesnsing visual langrmge of sebicopn
i Fora more complete discussion tivity and am]:lig uity.” As Mnholr—NaﬂI 9Ptiﬂ]j5ﬁca].lr claims in his cssay

of the Bauhaus quest fior visual . . - = - .
angusge, 368 Ellen Lugton and “Typophoto,” in this new universal visual world, “the hygiene of the optical,

L Aokt Mler, eda, The ARCS the health of the visible is slnwl'jr Eltering l:]:lmugl:l.”‘ In the 19708 and 1980s,

of friangle Sguare Circle: The

_________________________________________

Bauhaus and Design | heary Pusimndurnlsm challenged the notion of universality by asserting the end-

(Mew York: Princeton Architec - - - -

tural Press, 2000), 22. less d Iversity of individuals and communities and the -;un.smmlg.- ~:|||.-mg|il:'|.g
B Liszié Moholy-Nagy, “Typophota™ meaning of visual forms.

in Painting, Photography, F im, - - 3

. Jamet Sufipman (Camiridae The te:]:mulug}r IJ:lmugh which demgn:rs tu::'l.:}- create and communi-

MIT Press, 1973), 38-40. cate has quicd}- thrust univcrsalit}l back into the foundation of our work.

Designers currently create through a series of restrictive protocols. Software
Very true as you are REQUIRED & " 5 4 I
:IPP]JL'.1‘|: 10TS mnH md |1.'Lr.|1:|.1| creative "1” Lrl:!; into 5ta I'Il'.‘l.i'l"!’.']]?lf‘l’.{ tﬂ-n-l:; .ﬂ'u‘l

Epgﬁg:tgﬁj Wn P.ﬂci tes. The n:quLi.l:lg aesthetic transformation, as Lev Manovich e:]_:llures /
9 Lav Manowich, Import/Export, in his essay “Import/Export,” is monumental.s Specifie icc]m.iqu:s, artistie

or Design Workflow and

Contemporary Austhelics= languages, and vocabularies previously isolated within individual professions
m;"ﬁ:ﬁﬁ;‘l are heing "impnrtcd" :.111:] "Exparted’ acToss software nPP]icatinm aud Prn-ﬁ:s-

sions to create shared “metamedia " Powered IJ',' ttd’.u:m]og), un.iurs:].it]r has

Intraduction | 1
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| don't really understand
this section

L1

This is like

moved far from the restrictive models of the past toward this new common
language of, in Manovich's words, “hybridity” and “remixability” unlike
anything that has come before.

This ruum[:rr:-l |1:r-|:hrid universal 1.1_1'1!-_1!_1:11-_11_' crosses boundaries between

disciplines and individuals, between countries and cultures. In their essay

Lupton, Ellen and Julia, " Univers
Strimes Back ™ 2000 An edited
form of this essay was published
as "l Together Mow,™ Print 61,
no. 1 (Jamusny-February 2000 ¢
£8-30

“Univers Strikes Back.” Ellen and Julia Lupton note it is “a visual language

enmeshed in a l:e:l:mn]ugu:a]l]r em]vmg cOMmMunications environment

stretched and tested by an unprecedented range uFPcuPlc."'

local, the mass of work emerging from this Tnivers
hlun‘in-g of singuhr vision would bﬂggle the minds of even the mnt—gnrdn:-
The universal svstems of connection emerping today are different from the
lm..nlj.;.:ing uniw;r::ulii}- of the avant- E.n.n.]c. which so I.LE_hL O create a ::inglr:.
utopian visual |.mgu.dgv: that could unite human culture. ’I'uda}r. countless
designers and producers, named and unnamed, at work both inside and
outside the Fruﬁﬂsi-:m, are mutrihul:ing to a vast new visual commons, often
using shared tools and technologies. Through this new “commonality” the
paradigm of design is shifting,

SOCIAL RESPONSIBILITY

the main point

This is very important

and releve

going on in the design

comunity

This whole

paragraph

s basically a recap
of information that

was state
earlier

nt to what is

d

The same Ji_g_iL.aI tttlanIUg:r' that em pOwers a collective authorshi p and
enables a new kind of universal ]anguagt' is also INSpiring a h]"l.ll'[ll:‘]']t't] critical
voice within the c{cmgn community. Designers are n:tivel-y engaging their
socicties Pnl.iticaﬂ}r and cultll.l'all}r, increasingl i]lu:\lu.ug glﬂbau}r inside a /l
tightly networked world”A% more and more designers, enabled by technology
produce both form and content, issues like sustainability and social justice are
mnﬁng to the forefront. Deugners are ]uuhng I:le}rnnd successful business
and aesthetic practices to the broader effects of the culture they he
though currently recontextualized within the digital world, design-
driven cultural critique, like issues of authorship and universality, is rooted l

in the amt-g:.n:lc. Rndrj:ltn}.u, Li_li:i.'il:?k}-J MUI]DI.}I‘-NIE}', and Ba}ner atl-.eml:lr.n:l
to actively reshape their societies through design, pruning the chaos of life
into orderly, rational forms. Both their language and their designs, included
in this collection, portray the power of their societal visions. Beginning in
the 1g20s, Russian constructivists like Rodchenko and Lissitzky, in particular,
helped enact a revolutionary avant-garde agenda. In the new Soviet Union,
they transformed individual artistic intent into a collective utopian vision,
huPing to achieve a I:letter, mnrejust, more eg:]ita.ri.-m snciet}-. The fine artist

became the unnamed wu::r]su:r, the “constructor”

Introduction | 13



The detached neutrality of the International Style, particularly as practiced
in the United States in the 19505 and 1960s, distanced designers from revolu-
tionary social ideals. American designers like Paul Rand, Lester Beall, and

Bauhaus i.m.m.igr:nt Herbert Ea}-tr used the almost scientific n-]:l_i:rl.'trit}r of
Swiss design systems to position graphic design as a professional practice of
value to corporate America. Rather than immerse their own identities within

a critical :wntag:u'de Pal':dlgl‘l] of social ch:nge, these ﬂuigners suught to efface
their identities in service to the total corporate image, bolstering the existing

N For & discussion of avant- power structures of their da_',r."
::::1 e In the late 1960s, the tide began to turn, leading to a renewed sense of
S —— social responsibility in the design community. A postmodern backlash against
e S, modernist neutrality broke out. Wolfgang Weingart, trained as a typesetter
micago: University o
Chicage Press, 1994). by typographic luminaries Emil Ruder and Max Bill and later a teacher at
Basel Kiinstgewerbeschule, led a movement termed New Wave design in Swit-
2 Mew Wave design is also zerland ™ He Pushen:l intuition to the forefront, SI‘.I‘E‘L:]:I.i]lg and maILiPulating
;ﬂnw,:,ﬁ; - modernist forms and systems toward a more self-expressive, romantic approach.
s In the United States Katherine McCoy, head of Cranbrook Academy of

Art in Bloomfield Hills, Michigan, led her students from the 19705 to the
l!a.l']'_y' 19gos 10 engage more su]:jccl_i\rd}r with their own work. While uplc:-ri.ng
poststructuralist theories of openness and instability of meaning, McCoy 2
destabilized the concrete, rational design of the International Style. She

This as well basically emphasized the emotion, self-expression, and multiplicity of meaning that
cannot be controlled within the client's message. And, in so u:lm.ug, she shifted
the user's gaze back to the individual designer, instating a sense of both
voice and agency.

In the 19QOS such rebellious fnnj-s into emotion and selfﬂpressiunjﬂiucd

an i_ur_rcasing glubal awareness and a new concentration of Fmdul:l.i-un methods

B — in designers’ hands. Together, these forces motivated more and more graphic
Steven Heller and Veronique designers to critically reengage society. As the field shifted toward a more -
.-::;m:; an ign .- su]:nje:tiw demgn :PPI".‘.I:.:I], a social rEEFJDElbI]il:}r movement emerge& in the 2
sl il 199os and 2000s.” Graphic designers joined media activists to revolt against U/~
- the dangers of consumer culture. Kalle Lasn launched Adbusters, a Canadian
(Wew Yoric Picador, 2002). magazine that co-opted the language and strategy of advertising, Naomi Klein -
15 Rick Poynor, “First Things wrote No D)gn, an influential mﬁglo]:aliz:ﬁun, anti]:lrand.ing LI‘I!aLlSl!“'I']lI.l‘L}f-
P ——— three prominent graphic designers signed the “First Things First Manifesto
S 2000" protesting the dominance of the advertising industry over the design
Eﬂ?ﬁ;::?:::ﬂim Pruﬁ:ssiun_ Designers ]:neg:m generating content both inside and outside the
by Ken Garland. designer-client relationship in the critique of society”
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Mo Kenya Hara, Designing Design,
trans. Maggie Kinsar Hohie
mnd Yulkiko Marto (Baden: Lars
Mililar, 2000 ), 42%-431.

As the new millennium unfolds, graphic designers create within a vast
pulsating network in which broad audiences are empowered to produce and
critique. Within this highly connected world, designers like Kenya Hara,
creative director of muy1 and managing director of the Nippon Design Center,
dcv:lnp innovative models for suc].a]l}' rtapunsﬂ:llc dtﬁlgn For Hara, as for the
avant-garde, the answer lies in the rational mind rather than individual desire.
This new rational aPPrunc]L however, incurpﬂrates a strong environmental
ethos within a quest for business and deij.gn models that ]Jruducf "g]-ubal
harmony and mutual benefit.”* Issues of social responsibility, like graphic
authorship, have also entered graphic design educational curriculum, encour-
aging students to look ])er:mcl formal concerns to the g]uba] impact of their
work. No lﬂﬂgﬂ: P.['i.lfl:l.aril]r led I:l:,r restrictive modern ideals of l:u:utl‘a], -:r]:l_iccl_iv:

communication, the design field has expanded to include more direct critical
engagement with the surrounding world.

THE AVANT-GARDE OF THE NEW MILLENNIUM
This book is divided into three main sections: Creating the Field, Building
on Success, and Mapping the Future. Creating the Field traces the evolution
ufgraphic clesign u:lu.rmg the e.u']}- 1§O0S, m:luc'.mg influential :vanl-.-g:m:le
ideas of futurism, constructivism, and the Bauhaus. Building on Success
covers the mid to latter part of the twentieth century, looking at International /2 ;
Style, Pop, and postmodernism. Mapping the Future opens at the end of the
twentieth century and nlﬂ-urcs current theoretical ideas in grap]lic d:sign that
are still unfolding.
Looking back across the history of design through the minds of these
influential designers, One can idenij.ﬁ.r Pfl‘\':lsjvf themes like those discussed
in 'l]ll.s m‘l‘.mt:]u-:l‘.mﬂ. Issues ].Ikt aul']:ll:lr'&-]:u[.':l-, uﬂ.l\'fl'ﬂ-ﬂ].l.l'.}"_.. iIl.'d E-EH:.IB]. I'EEPH:FHEI l 9
bility, so key to avant-garde ideology, remain crucial to contemporary critical
and theoretical discussions of the field.
Jessica Helfand, in her essay “Dematerialization of Screen SPare," r]::u'ges
the present design community to become the new avant-garde. This collection
was put together with that charge in mind. Helfand asks that we think beyond
technical practicalities and begin really “shaping a new and unprecedented

universe.” Just as designers in the Eal'l}r twentieth century rose to the chauenges
of their societies, so can we take on the complexities of the rising millennium.

Delving into theoretical discussions that engage both our past and our
present is a g:n:-c] start.
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