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Frank Lloyd Wright, title page for The House Beautiful, 1896-97. An underlying
geometric structure imposed a strong order upon the intricacy of Wright'’s

textural design.

HOUSE BEAUT]FUL

WILLIAM F GAMNET




Margaret and Frances Macdonald with J. Herbert McNair, poster for the Glasgow
Institute of the Fine Arts, 1895. The symbolic figures have been assigned both

religious and romantic interpretations.
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Pablo Picasso, Nude with Raised Arms, 1907. The seeds of cubism are contained
in the fragmentation of the figure and background spaces into abstract geometric

planes.




Lege African mask, from what is now the Republic of Congo, undated. Abstracted

geometric forms showed European artists a different approach to art and design.




Juan Gris, Fruit Bowl, 1916. Cubist planes move forward and backward in shallow

space, while the vertical and diagonal geometry of a grid imposes order.




Carlo Carra, “Parole in liberta” (free word composition), 1914. The futurist poets
believed that the use of different sizes, weights, and styles of type allowed
them to weld painting and poetry, because the intrinsic beauty of letterforms,

manipulated creatively, transformed the printed page into a work of visual art.

LACARRA

[ ITI I PR TR 1t S O ITERR TR g
HEEELY

heare crrielln

cDZlO; Mziacn krm

gl pooml :u.-.- ta hinea

EM0T2

amnls oo pRo s LiERtd

1)

VoKD

1 11K

. Al P
CONTESNO DI, FORE v vuey,

i ETT

b {35

T
E

¥

LR TTEN
f i inw wl
LR WL TRLTERR TN [ W

CHBRERTI o1 rumeori da Bud w MNord
12217q Anoy OwWrssn|

webr adrand
Adrmimtrialicn Al Healevard

- g
Saat Maoan |
PN e AR T PV (1
s Lled Linpes f_rllt_K!'[Ih:' slerben 1l w-aliale Mul-

Tintnbiey
i pelomne

AR OTEALENT <

I=E HIZEUNT b gy ngs Miggente hal-
oty Andreccinle Ulanes 91 Gondln eeleale b

D
MONTROUGE % §$
&

&£
Uopad delle cumpoene primoevers

el neve A Traba
St e

Bl epesar
dvirurgiemani
eoide ulaste

LRt B RO, o
vodure colaee
worliaernlar hieelet bees
GARY i Ik leqiege
St e

FRIMATO

FT ’
| resane

Tosforescrenla
LILPTTEY]
RLan g
farure
intranyiganty
arcuale

e wTine me L
minerr e tarin
neele b ean®™tin

milirTa b it per Qg

VITTORIA

L ST RO

PR
LITTO

a1 PROPRIO

A
o

balani
'I"(."
"”":

T
\\‘\"“ B

-_ry R |

famond =

Zlgrnts e i
o titali haneAri gt et parln s

otz i Bor-a Bonamal -

nella 'I-GUEITE e M.lumi. e

weskrde mai

Toad Wt H] B

YN0 RL FhENeRMT.
Ed ] Nrp o,

lbenplarate ma i sisc i

TR DA ]y et ok v

ArEA orrbmeBr kL

rieeheres el e -pii-
GR AVI
Ta
RE Ty IRsae e pa b

relati fol piann aszsontale ded mie IA“O'

LIiMND 9 marmn
RiLITH B2 A% il oostre voliats

$FTE EnENRaLE LUSSO
B elari i ] Temimine jaensfanal e cromre.
traie rastrellvnisy - & rilin - LUS S1-
LURI A htare ehitare

shitiare sul preosiern

DOMINANTE

delln
Mik

TOVERTY
funza COMMERCTIALE o prs

wnalita Aadea A gueeey capuilasar oL

A
]H‘fn';’t
mereaty nottwnn F1ERRA [ AE TR TRN ia | Y

glastrnnte (Tumlnm fesima ot nnante)

L f] l‘i- \-T() C () ells ke

arcicheritalith inchroo e

wph
B
L e s b

avehmenta vwicoe (amlilgies sprezzade In-




Guillaume Apollinaire, poem from Calligrammes, 1918. The typography becomes
a bird, a water fountain, and an eye in this expressive design.
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Fortunato Depero, cover for Depero futurista, 1927. Bound by massive chrome

bolts, this book expresses its status as a physical object.




Marcel Duchamp, The Fountain, 1917. When an object is removed from its usual
context, we suddenly see it with fresh eyes and respond to its intrinsic visual

properties.




Kurt Schwitters, pages from Merz 11,1924. Ads for Pelikan tusche and inks

demonstrate Schwitters’s growing interest in constructivism during the 1920s.
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John Heartfield, anti-Nazi propaganda poster, 1935. The headline, “Adolf, the
Superman: Swallows gold and talks tin,” is visualized by a photomontage X-ray of

Hitler showing an esophagus of gold coins.




John Heartfield, poster attacking the press, 1930. A surreal head wrapped in
newspaper appears over a headline: “Whoever reads the bourgeois press turns

deaf and blind. Away with these stupidity-causing bandages!”
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Chris Piascik, Fox Spews, 2010. One of Piascik’s Daily Drawings series drawn in
response to the channels misrepresenation of factual information. You can see

more of Piascik’s work at www.chrispiascik.com




Max Ernst, collage from Une Semaine de Bonté (A Week of Kindness), 1934.

Photomechanical printing techniques obliterate cut edges, unifying the image.




Paul Klee, Fish Magic, 1925. Images are reinvented into potent signs; color, form,
and texture are delicately balanced into a cohesive composition; and the whole

transmits a quiet poetry from a world invented by the artist’s imagination.
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The Beggarstaffs, poster for Harper’s Magazine, 1895. The viewer brings closure

by combining fragments into a symbolic image.
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Lucien Bernhard, poster for Priester matches, c. 1905. Color became the means

of projecting a powerful message with minimal information.
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Lucian Bernhard, poster for Stiller shoes, 1912. Against the brown background,

dark letterforms, and black shoe, the inside of the shoe is intense red and the
front of the heel is bright orange.
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Lucian Bernhard, poster for a war-loan campaign, 1915. A sharp militaristic feeling
is amplified by the Gothic inscription, “This is the way to peace--the enemy wills it

so! Thus subscribe to the war loan!”




James Montegomery Flagg, poster for military recruiting, 1917. Five million copies
of Flagg’s poster were printed, making it one of the most widely reproduced

posters in history.

FOR U.S.ARMY

NEAREST RECRUITING STATION




Ludwig Hohlwein, fund-raising poster, 1914. A graphic symbol (the red cross)
combines with a pictorial symbol (a wounded soldier) in an appeal with emotional

power and strong visual impact.

/AMMLUNG ZUGUNSTEN DER FRE
WILLIGEN KRANKENPFLEGE IM KRIEGE




Ludwig Hohlwein, recruiting poster, early 1940s. In one of Hohlwein’s last Nazi

posters, a stern and somber soldier appears above a simple question, “And you?”

HERMISSERER: DER STAHLHELM RUMD D=3 FRONTSOLJATEN



Schulz-Neudamm, cinema poster for Metropolis, 1926. The art deco idiom often
conveyed unbridled optimism for machines and human progress, but here it turns

darkly toward a future where robots replace people.
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A. M. Cassandre, poster for Dubonnet, 1932. DUBO (doubt): the man eyes
his glass uncertainly; DU BON (of some good): the beverage is tasted; and
DUBONNET: the product is identified as the glass is refilled.




El Lissitzky, Beat the Whites with the Red Wedge, 1919. The Bolshevik army
emblem, a red wedge, slashes diagonally into a white sphere signifying A. F.
Kerensky’s “white” forces. The slogan’s four words are placed to reinforce the

dynamic movement.
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Théo van Doesburg and Laszlo Moholy-Nagy, book cover, 1925.

The essence of De Stijl is conveyed.

BAUHAUS

EUEN GESTALTENDEN KUNST

BUCHERG




Lyonel Feininger, Cathedral, 1919. This woodcut was printed on the title page of
the Bauhaus Manifesto.




Joost Schmidt, Bauhaus exhibition poster, 1923. Echoes of Cubism,

Constructivism, and De Stijl provide evidence that the Bauhaus became a vessel

in which diverse movements were melded into new design approaches.




Laszlo Moholy-Nagy, typophoto poster for tires, 1923. Letterforms,

photography, and design elements are integrated into an immediate and unified

communication.




Walter Gropius, Dessau Bauhaus building, 1925-26. This architectural landmark
has a series of parts—workshop (shown here), classroom, dormitory, and

administrative structures—unified into a whole.
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Herbert Bayer, cover for Bauhaus magazine, 1928. A page of typography joins the

designer’s tools and basic geometric forms in a photographic still life. Composed

before a camera instead of at a drawing board, this cover achieves a rare

integration of type and image.




Herbert Bayer, universal alphabet, 1925. This experiment in reducing the
alphabet to one set of geometrically constructed characters maximizes

differences between letters for greater legibility.

abcdefghijkl
mNpqQrstuvw

xy2ag dd




Théo Balmer, poster for an office professions exhibition, 1928. Traces of the grid
of squares used to construct this poster remain as the thin while lines between
the letters.

inrernarionale
burofachaussrellung
basel

29, sepl.—Is. oHL. 1928
musrermessgebaude




Max Bill, exhibition poster, 1945. Diamond-shaped photographs form a wedge;
some photographs are placed on the white ground to equalize the figure and

ground.

kunstgewerbemuseum zirich

9.september -7.oktober 1945




Steff Geissbuhler, Geigy brochure cover, 1965. Legibility is sacraficed in favor of

dynamic visual organization.







