Poster with a Central Image

The old idea in advertising was that a poster should hit you
in the eye, and even today many people would agree. Itisa
way of getting information across to the average passer-by,
who might well be thinking about the transformation of a
caterpillar into a butterfly: a violent transformation, and
everyone knows that violence has to be opposed with equal
violence.

But joking apart, what did these old-fashioned advertising
men mean by hitting you in the eye? They probably meant.
that a poster must stand out a mile from the other posters dis-
played around it in the street. It must jump out at you, sur-
prise you, capture your attention by an act of banditry. The
same thing goes for all the other posters nearby.

A poster for soap, for example, or for some detergent,
must be quite different from any other poster for soap. We
already know that a certain detergent washes white, that
another washes whiter, that a third washes whiter still, that
a fourth washes whiter than the first and second put together,
that a fifth washes easily twice as white, and that a sixth
(which is in fact the same powder as the one which started the
whole idea) washes so white that it makes things look black.

It usually happens that when someone cannotkeep his end
up in an argument he begins to shout. Inthis wayhe doesnot
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add anything new to his argument, but atleast he makes him-
self heard. Many posters want to make themselves heard at
all costs, and so they shout with their colours, yell at you with
strident shapes. And the worst thing of all is that there are

Basic pattern of a poster in the form of the ]apa;ucse flag. Theeyeis
attracted by the dark disc and hasno way of escaping. Ithastotear
itself away. The space around the disc isolates the image from any
other near-by forms. .

thousands of them all bellowing at you insatanic discord. Not
having studied the exact techniques of visual communication,
advertisers fall back on commonplace images which they
multiply a4 nauseam and without thinking whether the forms
and colours they are using could not equally well be applied to
tyres, soap or apéritifs. But the designer’s experiments have
taught us that it would be enough to employ an unusual
colour, a different form, and to give the passer-by exactand
immediate information instead of assaulting him time and
time again until he is battered senseless.

On the other hand one sometimes sees posters so jaded
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they seem to have been deliberately camouflaged, and it is
incredible that they could have been accepted and printed.
It probably happens like this. The painter (not a graphic
designer) makes a rough sketch of the poster and takes it
along to the advertising manager’s office. This sketch is full
size, say three feet by five, and done on canvas orstiff paper.
It is propped up opposite the advertising manager’s desk for
his approval. Now his office is furnished with exquisite taste,
as befits the head of a department : for one must not only be
the head of a department, but must be seen to be such. The
colours are muted, the furniture of a classical restraint. There
is nothing in the least gaudy about it. In these surroundings
the poster, evenifitisugly, hasan explosive force. The picture
hanging on the wall beside it looks like a washed out photo-
graph. The poster is accepted and printed, and only thenisit
realized that surrounded by a mass of other posters it is barely
noticeable. But what’s done is done, and all we canhopeisto
do better next time.

There is one basic kind of poster that graphic designers
often use, because it is so visually compelling. This is the
Japanese flag, a red disc on a whitebackground. Why is such
a simple design so effective ? Because the white background
isolates the disc from everything around it, from the other
posters, and because the disc itself is a form that the eye finds
it hard to escape from. The eye is in fact accustomed to mak-
ing its escape at the points or corners of things, at the head of
an arrow for example. A triangle offers three escaperoutes, a
square offers four. A circle has no corners, and the eye is
forced to go round and round in it until it tears itself away
with an effort.

How is this basic pattern used in a poster? The disc may
represent or become a tomato, a plate of soup, a clock, a foot-
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ball, a shell, a steering-wheel, a cooking pot, a round cheese, a
button, a champagne cork, a gramophone record, a flower, a
roadsign, a wheel, a tyre, a target, a ball-bearing, a Gothic
rose-window, an open umbrella, a cogwheel . . . and last but
not least the globe. A photo of a globe, the globe painted with
bold strokes of the brush, a globe made of strips of paperor
torn paper scraps, in black and white, in colour. . ..

Even today you will find this basic design used for count-
less posters.

On the other hand it is a mistake to divide the surface of a
poster into different blocks of colour or print, Such a poster
fades too easily into its surroundings, and each part of the
composition flows off into the poster next door, confusing the
public and absolutely nullifying the effect of the message.

Basic pattern of a poster cut up into separate sections. The eye
wanders over the surface and is continually forced to follow the
dividing lines between the light and dark sections. These lead it
out and away from the poster. Besides this, the sections themselves
may casily seem to belong to the posters next door.




Poster without End

Is it possible to make a poster of unlimited dimensions, 2
poster as longor high as you care to make it? A poster three
foot by five, twelve foot by two and a half, six foot by
ten...?

Posters are usually designed as single entities, enclosed
within their particular dimensions, and then pasted up on
walls and hoardings three or four together and sometimes
more. Now it often happens that a poster is simply not de-
signed to be displayed side by side with its twin, and some
very odd things mayhappentothe formifitis sodisplayed. If
(as in a recent example) two faces in profile are looking into
the poster from right and left, sniffing at the soup or exclaim-
ing over the apéritif that occupies the centre of the design,
when several of these posters are put up together the resultis
a series of strange Janus-faced creatureslooking both waysat
once, an image that was far from the mind of the designer.
Every figurative element of the poster thatis cut by the right-
or left-hand edge will inevitably combine in some unfore-
seen way with the poster next door. This never happensto
posters with a central image, as described in the last chapter.

But there is a way of getting round this problem, and this
is the method already used for designing wallpaper and
materials for clothing and furnishing. Here the lefthand side
must know what the right hand is doing, the top must know
the bottom. If some form is cut in half by the right-hand
margin, then the left-hand margin musthave a corresponding
form for it to link up with, for the right of one poster joins on
to the left of its neighbour.
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It is therefore in certain cases possible to design posters
on the same lines as wallpaper, posters with no set limits, that
can be pasted up on a wall by the dozen to form one great
poster of any size you like.

An Ttalian example of this —but of a product sufficiently
well known to English readers — is the Campari advertise-
ment displayed in underground stations. It is hard to say for
sure whether it is one poster or many. The red background
holds the whole thing together, while the name of the product
is cut to pieces and put together again in such a way as to
make an endless game for the eye. Meanwhile the impression
of depth is conveyed by printing the word cAMPARI inbigger
or smaller letters. The eye is attracted by this interplay of
various combinations, and runs easily back and forth (often
in the malignant hope of finding a mistake somewhere). This
poster gets across its message even if you just catcha glimpse
of it, if people are standing in front of it, orif you pass it ina
train at speed. In this particular case the series can only run
horizontally, but clearly it is also possible to make posters
combine vertically as well. The motif which links one poster
with its neighbour can also be quite distinct from the thing
advertised. For example, one might putared apple onaback-
ground of black and white check or horizontal lines, or have
a coloured band running right through the series of posters
and bearing the overprinted name of the product.

The edges of a poster are therefore worthy of special con-
sideration. They may serve as neutral areas to isolate one
poster from the others around it, or as calculated links ina
series. In any case one can never ignore them when one
designs a poster, and certainly not if one wants to avoid the
unpleasant surprise of seeing one’s work come tonothing the
moment it goes up on a wall. '
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stages are visible in this sketch, as well as tests of legibility. The
Trademark of the ‘Nobel Prize’ editions, devised withreferenceto = graphic form is contained within two squares, Sucha mark mustbe
old Byzantine, Christian and Greek writing. Various working = legible even if reduced to the smallest proportions,
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Children’s Books

Knowing children is like knowing cats. Anyone whodoesn't
like cats will not like children or understand them. Every
day you see some old woman approach a child with terrible
grimaces and babble idiocies in a language full of booesand
cooes and peckiweckies. Children generally regard such
persons with the utmost severity, because they seem to have
grown old in vain. Children do not understand what on earth
they want, so they go back to their games, simple and serious
games that absorb them completely.

To enter the world of a child (or a cat) the least you must
do is sit down on the ground without interrupting the child
in whatever he is doing, and wait for him to notice you.
It will then be the child who makes contact with you, and
you (being older, and I hope not older in vain) with your
higher intelligence will be able to understand his needs and
his interests, which are by no means confined to the bottle
and the potty. He is trying to understand the world he is
living in, he is groping his way ahead from one experience
to the next, always curious and wanting to know every-
thing.

A two-year-old is already interested in the pictures in a
story. book, and a little later he will be interested in the
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story as well. Then he will go on to read and understand
things of ever increasing complexity.

Itis obvious that there are certain events that a child knows
nothing of because he has never experienced them. For
example, he will not really understand what it means when
the Prince (vefy much a fictional character these days) falls
in love with the equally fictional Princess. He will pretend
to understand, or he will enjoy the colours of the clothesor
the smell of the printed page, but he will certainly not be deep-
ly interested. Other things that a child will not understand
are: de luxe editions, elegant printing, expensive books,
messy drawings, incomplete objects (such as the details ofa
head, etc.).

But what does the publisher think about all this ? He thinks
that it is not children who buy books. They are bought by
grown-ups who give them as presents not so much to amuse
the child as to cut a (sometimes coldly calculated) dash with
the parents. A book must therefore be expensive, theillustra-
tions must use every colour in the rainbow, but apart from that
it doesn't matter evenif they areugly. A child won’tknow the
difference because he's just a little nincompoop. The great
thing is to make a good impression.

A good children’s book with a decent story and appro-
priate illustrations, modestly printed and produced, would
not be such a success with parents, but children would like it
alot.

Then there are those tales of terror in which enormous
pairs of scissors snip off the fingers of a child who refuses to
cut his nails, a boy who won't eat his soup gets thinner and
thinner until he dies, a child who plays with matchesis burnt
to a cinder, and so on. Very amusing and instructive stories,
of German origin.
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A good book for children aged three to nine should have
a very simple story and coloured illustrations showing whole
figures drawn with clarity and precision. Children are extra-
ordinarily observant, and often notice things that grown-
ups do not. In a book of mine in which I tried out the
possibilities of using different kinds of paper, there is (in
chapter one, on black paper) a cat going off the right hand
edge of one page and looking —round the corner, asit were—
into the next page. Lots of grown-ups never noticed this
curious fact.
~ The stories must be as simple as the child’s world is: an
apple, a kitten (young animals are preferred to fully grown
ones), the sun, the moon, a leaf, an ant, a butterfly, water,
fire, time (the beating of the heart). “That’s too difficult,’
you say. ‘Time is an abstract thing.” Well, would you like
to try? Read your child the following paragraph and seeif
he doesn’t understand:

Your heart goes tick tock. Listen to it. Put your hand on
it and feel it. Count the beats: one, two, three, four. . . . When
you have counted sixty beats a minute willhave passed. After
sixty minutes an hour will have passed. In one hour a plant
grows a hundredth of an inch. In twelve hours the sun rises
and sets. Twenty-four hours make one whole day and one
whole night. After this the clock is no good to us any more.
We must look at the calendar: Monday, Tuesday, Wednes-
day, Thursday, Friday, Saturday and Sunday make one
week. Four weeks make one month: January. After January
come February, March, April, May, June, July, August,
September, October, November, December. Now twelve
months have passed, and your heart is still goingtick tock. A
whole year of seconds and minutes has passed. In a year we
have spring, summer, autumn and winter. Time never stops:
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the clocks show us the hours, calendars show us the days, and
time goes on and on and eats up everything. It makes even
iron fall to dust and it draws the lines on old people’s faces.

After a hundred years, in a second, one mandies and another
is born.



with four books

Variations on the trademark of the Club degli Editori (Publishers’
Association), the emblem being a fish. These sketches were made
to see how far it can be changed and still remain recognizable. In
some kinds of advertisement or in setting up stands at exhibitions,
for example, the trademark is sometimes 2 wooden construction
several yards high. Will it still be recognized as such? In what
ways can it be varied without essential change ? At the bottom left
is a photo of four books stood on edge and opened insucha wayas
to form the trademark. This idea was actuallyused inan advertise-

ment.
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Exercises in altering and deforming a well-known brand name until
it reaches the limits of legibility.



