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· Lecture, 10/5

· The notion of design, however broadly or specifically its defined, always exists under restriction. I’ve heard design defined as “art with parameters,” and though I don’t find the description entirely appropriate, I think it illustrates an important difference between the realms of art and design.

Where “art” is tied to the complete freedom of expression, “design” must act in response to certain circumstances, boundaries, and tensions. Where it’s an artist’s choice to respond to these same forces, it’s a designer’s obligation. For me, the discussion of design as “structure” or “counter-structure” called this distinction to mind. If we consider the forces or “tensions” that act upon design, we see that certain designers choose to act within their realm, while others reject them. 

Design we see as building upon convention, dealing with “tensions” in a way that we’re accustomed to seeing them resolved, falls under the category of “structure.” Design we see as deliberately rejecting past customs and embracing unbalanced tension falls under the category of “counter-structure.” Both forms can effectively further a goal or communicate a message.

While I think the same sort of principles may apply to art, the designer must make an entirely deliberate motion to embrace either structure or counter-structure. I think the notion of “tensions” within design can extend past simple compositional elements (space, size, color). I think the discussion of tension is just as accurately applied to things like social climate or technological restriction.

· Reading, 10/12
Design worked towards embracing and celebrating new forms of technology and its effects on our lives in the early 1930’s. Today, many designers aim for an aesthetic that looks down upon technology, and embraces the natural. Perhaps something of a reactionary force to the “digital revolution” of the 1980’s and 90’s, many of today’s designers look negatively upon an over-investment in technology.

· This tension in modern design probably has a lot to do with the nature of the tools we use to design. Artists like Ruth Reeves, who embraced modern achievement in textile designs like “Electric,” (Fig. 10.7) tended to celebrate technology, but not insofar as it was actually responsible for the production of their work. Technology was not so heavily embedded in the production of art at this time—the process of screen-printing was no grand revolution, and similar methods of printing had existed long prior to its development.

· Today there exists a bit of insecurity in the design community over who deserves credit for work created with the aid of a computer. Community colleges and “certificate-awarding” institutions have long advertised training towards creative professions for which creative talent is not pre-requisite. This sect of designers often rely heavily on software to produce work that’s capable of impressing onlookers, often compensating for lack of vision with technical proficiency.

· So, as where technology was once embraced in design, today it takes on something of a negative connotation. This reactionary tide has resulted in the increased integration of purely hand-made imagery in digital design. The crisp, textureless, minimalist style of the late 1990’s is on its way out, making room for more natural forms that don’t smell so heavily of Photoshop.

· Lecture, 10/12
· I rarely have to deal with anything involving the third dimension. Most of the work I do exists in width and height, on paper, on a screen. The dimension of depth is not involved. Surely I’ve contended with the forces and tensions involved in creating a “structure,” but not often in any tangible way, as I was forced to with this project.

· Greg and I have a lot of sprinkles. We thought it would be cool to see if we could construct something solid from a lot really tiny little elements. We thought clear gelatin would work as a good adhesive and tried a bunch of different processes in order to create some sort of new sprinkle/Jello mold. 

· A lot of different adverse “forces” or tensions came into play when we were trying out different processes. You can’t put sprinkles in Jello solution when its too hot otherwise the sprinkles dissolve. You can’t put sprinkles in Jello solution when its too congealed or the sprinkles won’t sink. You need to grease the sides of the mold you’re using or else the Jello bonds, and you can’t destroy the mold without destroying the “structure” (this was the step we botched.)

· What I learned from my peers’ presentations (as well as my own) is that its rather difficult to bring one’s creativity from the second dimension to the third. It’s obviously not something we’re accustomed to. However, I’m beginning find it helpful to think of my own two-dimensional creations as being acted upon by the forces at work in the physical world.

· Reading, 10/19
· The fields of art and design certainly have a somewhat odd friendship. In the first half of the Design History curriculum, most of the figures we discussed were variously artists or illustrators who engaged in design. Its funny to think that the key players in the history of graphic design are described primarily as designers only within the past few decades.

· Its only natural that the tenets of various movements in fine art inform the course of graphic design’s history, as well as that of design in a broader sense. Many purists might view the integration of art and advertising as somewhat bastardizing, but I always find myself interested in art’s “applications,” be they for better or worse.

· I think Austin Cooper’s collage-inspired tourism posters are a wonderful example of the tenets of an art movement informing design. Cooper borrows some moves from the contemporary Cubism movement to create a truly intriguing composition (Fig. 14-51). Cooper seems to have compacted many different elements of the Parisian landscape, as perceived from multiple vantages, onto a single plane.  The poster pays homage the movement without while avoiding imitation or perversion.

· I’d have a difficult time believing that Cubist sensibilities could be effectively applied to the field of type design had I not seen Cassandre’s Bifur typeface. The letters, though deliberately left “incomplete,” still hold blurred suggestions of their missing components. Their “incompleteness” reminds me of Picasso’s early work in the style of Analytic Cubism. A lot of Cubist painting is described as a sort of patchwork, in which an artist combines vignettes of numerous “perceptions.” In the case of Cassandre’s Bifur, one might put forth that these half-value fields represent a blurred or “averaged” portrayal of the alphabet’s features.

· Lecture, 10/19
· I think the fact that nearly everything I learned in my introductory typography class might as well have come out of Tschichold’s mouth itself is a true testament to his genius. So many of Jan Tschichold’s ideas regarding typography are still taught within so many different design curricula as fundamental tenets, that its nearly impossible to ignore his influence

· To have taken the Bauhaus’ truly radical typographic theories, formalized them, and put them into practice must have been no small undertaking. The “new typography” effectively freed typographic design from the strict conventions it had bared since the medieval era. The quality of his work led to the adoption of radical changes by the global design community with striking enthusiasm.

· The stated aim of typography to be the “delivery of a message in the shortest, most efficient manner” has certainly resonated with designers since Tschichold’s era. I myself have a something of a habit to “decorate” in design, and my typography professors have never retreated from an opportunity to denounce such a tendency.

· Tschichold’s method emphasizes that type be set in motion rather than at rest. The kinetic quality of his design adds an extra dimension of expression to otherwise stagnant forms. The dynamism of his typographic gestures was, if not impossible, strictly prohibited under old conventions of design.

· Perhaps what I like best about Tschichold’s work is that it does so much to celebrate the inherent beauty of letterforms. The rigidity and density of what one might call the “old” typography suffocates letterforms and strips them of their full expressive potential. Tschichold’s designs treat type with a much higher level of esteem, embracing white space, and in turn, allow the beauty of sans-serif type to breathe and flourish.

· Reading, 10/26
· This reading was one of our longer assignments, but I can say with confidence that it had the highest concentration of work that excited me in “Meggs” thus far.

· The “International Typographic Style” is still, for lack of a better word, quite fashionable. Flush-left, ragged right, Helvetica Medium — these are some of modern day graphic designer’s favorite typographic ingredients. “Experimental Jetset” is a typographic design firm based in the Netherlands quite famous for their modern approach to what could otherwise be identified as the International Typographic Style, which seldom comprises more than these elements.

I think few graphic designers illustrate the concept of “structure” in design more aptly than Rudolph DeHarak. By adopting the style of European Modernism in his cover designs for McGraw-Hill in the early 1960’s, he creates a unified template that not only creates a powerful sense of cohesion among the publisher’s books, but also communicates these books’ content with clarity using simple type and minimalist imagery.

Further advancing this notion of structure is the information graphics system implemented for the 1984 Olympics in Los Angeles. Some of the signs and things of the sort are still scattered about Drake Stadium here at UCLA, so it was a real trip to read about. The design guides and templates that were capable of unifying an entire city into a single consistent, cohesive environment left a lasting impression with me.

The fact that our readings seem to be pressing further and further into modern times really made me stand back and marvel at the cumulative nature of design history—everything seems related, and everyone’s work seems to build on one another’s.

Lecture, 10/26
Paul Strand’s Manhatta and Fritz Lang’s Metropolis could not share more conflicting opinions on the nature on the nature of industrialized society. If only for the fact that I agree with Metropolis’s warnings, I found the different opinion of Manhatta’s directors a bit more interesting.

I forget who exactly pointed this out, but a classmate of mine noted that Manhatta treats the facets of urban living in a manner that’s strikingly similar to what one might see if watching a nature documentary. Few people in their right mind would tell you they find Wall Street “relaxing.” However, Paul Strand’s film presents us with a Manhattan he sees to be as serene as untainted nature itself. Manhatta fawns over lower Manhattan’s towering structures as if they were redwoods. It treats human beings as a beautiful, yet curious swarm of insects.

One might expand upon this idea in saying that the film treats New York City as a work of art in itself. While much of the film’s framing is rather straightforward, in gentle pans of buildings and skylines, some shots are far more daring. The shot I find myself coming back to sets a bulbous looking pillar directly in front of the camera. Hundreds of stories below we can make out the commotion of pedestrians, albeit almost completely obscured by the pillar. Shots like these seem to suggest that art is scattered throughout urban environments, waiting to be discovered.

The same sort of sentiments are echoed by futurist designers and artists who seem to praise the creations of man above those of nature. Around the time of Manhatta’s creation, America is a society infatuated with the machine, enthralled by the implications of new and developing technologies. These ideals are clearly expressed in both their graphic work and films like Paul Strand’s Manhatta. 
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