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INTRODUCTION

DESIGN DEFINED ellent example of a visual
solution. How the letters are arranged is an essential part of

The poster shown in A is an exc

\Slohat do you think of when you hear the word “design”
> you associate fiesign with fashion, architecture, or auto-
otive style? Design has a more universal meani

communicating the idea. Math Rules
@ NEW pos

(B) demonstrates the
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This design solution 18 simple, like Shaker design, but the

FORM AND FUNCTIO N form expresses & sense of visual delight and humor as well,

Meaning and utility are least ambiguous when the relationship " '  Wexner Center ey e st The G
between form and content is clear and uncluttered. This is true Peter !-‘nnbnn.\n,\ L\ITU l_ 4 ' l.\{ he Ohf
of both images and objects. When such clarity is achieved, we Srate University (C) is a site spectiic arc \‘.u design solu-
sav that form follows function. In this case form is determined tion, which takes into account the histor e setting and
the context of the surrounding campus p he solution for

by content and function is a priority. This relationship is often . 3 ] | ;
the form of this arts center was influend ese factors.

casiest to see and acknowledge in utilitarian design, such as cto
Eisenman's design includes brick tower § reminiscent

the furniture design of the American Shaker movement. :
of & former armory building that had be ipus landmark

The interior presented in A reveals a simple, straightforward arf
attitude toward furniture and space design. All the furnishings on this site. These new towers actas ay inder of the
are functional and free from c\n.mmux.dc\nr.\liun The l»ld\icr past integrated into an institution that h on to l‘L‘Spnnd
back of the chair exhibits a second utility when it is hung on to art of the present In this case the for wrchitecture
the rail. Everything in this space communicates the Shaker attempts to respond to several functiona \ents:
value of simp

The B “l“":"; ekt e € R ursniicnl l!(!lll\L‘ and exhibit \‘.nmcm]mr.lr_\' art,
but in a playful and surprising way This ‘.[;i(«:('\ l'n\nn l: e fit into a given setting,
dictated by a strict form- tull.;\\\ function desig : o} Sl i hhh":‘ of the \n}" and

gn approach. convey A sense of dyn.umc future puwl.‘

Shaker interior. American Museum in Britain, Bath UK
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Bookworm Shelf. Ron Arad.
Thermoplastic technopolymer,

75"H X 126" W X 8"

[

Peter Eiseniman, Eisenman: Trott Architec

The Ohio State University, Columbus, 1

D

ts, Inc. Wexner Center for the Arts,
989

13




mife Edge. 1961. Bre

OURCES: NATURE

the pris education of any artist

soth nature and human arts

ommonplace objects, Most
world around them and

P examining other art

gions, and cultures introduce

ol creations, better equipping you 1o

1
design solutions i
fit of an abundance

gh a variety of media,

y We are treated to

1 to travel to see, On the

ry Mowre, Standing Figur

284 m). Reproduce:

minus side, it 18 casy 1o Overi
limited (or altered) aspect ol t

we see it in ytlvf’r!!']"l'lh

Source versus Subje
Sources in nature .mt! culture
works of some artists, while le
others—perhaps only reveales
preparatory work. In any case

between source and subject, T

image or idea, For ('xdlhph', a bone car

work of sculpture, The subject, a

|

ire often seeing a
artwork by the tima

dentifiable in the
n the works of
ce drawings or
n should be made
a stimulus for an
1 be the source for a
joned |:vt:vmun|y, 1

tied to the content of the work or to the artist’s ideas and
s ideas 4

way of seeing

B

Henry Moote's collection of bones
Reproduced by permission of

I'he Henry Moore Foundation
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The ¢ u||;|ur lll'my Moore noted that he had a tendene y
to pick up shells at the beach that resernbled his corrent work
in progress. In that way be recognized in nature a resemblusice
1o forms he was already exploring in the studion His sculpture
of a mother embracing a child, for example, resembled the
protective wrapping form of a roken shell he found, In tum
the forms from nature he collected came 10 saggest porssibilities
for new figurative pieces. Moore's Standing Figure (A) bears a
resemblance 10 various bones in hix collection (B), but it is not
i copy of any of them,

C

Grumman HU=16 Albatross, post-WWII
atility and rescue amphibian.” Bill Gunston,
consultant editor, The Encyclopedia of World
Air Porwer, Aerospace Publishing Lamited,
1980, page 165

D

Martinn Carrrn, illnoranor. Pygmy Right
Whale, Caperna marginuta. S, heovsughuse,
15-21112" (5,565 m), I Cawedine,
Mark, and Martn Camnen,. Whates, Delpibing,
and Porporses (Landens; Doslimg Kindarley,
1995, p, 48

Sometimes the relationship between a rrodled seen i natare
and & desijen it inspires may s be ay direstly revealed @ 1t
i i the case of Henry Moore's seulpture. We can probabdy
aseume that the destggness of the seaplane shicsern i C did nat
copy the form or light-dack pstieemn of the whale (D). Simila
problems led to similas solutions, howeves, Both are steeam-
lined fos easy movesment theoogh the water. It s sale 10
assume that the engineers and designees did lowk at wadels
from nature, and this influenced their solition.




SOURCES: HISTORY AND CULTURE

We expect artists and designers to be visually sensiive pwsk
who see things in the world that others might overlook an
who look with special interest at the history of art md dcsll:ff‘»

Jennifer Bartlett's series entitled I the Garden consists of
dozens of works in a variety of media, including drawings
such as A and mixed media studies such as B. The source =
imagery is clearly a garden pool. The subject is )
of seeing the garden and thinking about p.timing. A variety
of styles is presented in this series, which reflects both the
process of looking at the original source and looking at art
from various periods.

Visual Training and Retraining
The art of looking is not entirely innocent. Long before the
, We are

training in seeing we get in art and design cla
trained by our exposure to mass media. Television, film,

internet, and print images provide examples that can influence
our self-image and our personal relationships. The distinction

Jennifer Bartlett. In the Garden Drawing #64. 1980. Pencil on

66 X 49.5 cm). Courtesy Jennifer Bartlett

paper, 26 X 19'/2
New York

ews” and sdocudrama” is nﬁct} .1.‘l\|l~ll‘l‘.\' one, and
en absorbed into the “reality” of a movie,

hat visual training demands a retrainip,
ynscious terms. “Look again” o

between “new:
viewers are often
At times it seems €
of looking on sln\\'cr,“morc o ol
“see the relationships” are often hearc in a beginning el
| art of this looking l‘f“t‘¢>>_ll1\“l\'t‘> examining works of
‘ ages of mass media that shape gy,

address these issues in fhcir e

class. P: :
art and considering the im
any artists actively ]
iliar images or “quoting” past artworks. While .
cise to the beginning student,
amiliar images is fundamentg)

culture. M
by using fam ,
nav seem like an esoteric exe
; of

ma’
an awareness of the power nilia
to understanding visual communicati
Certain so-called high art images 1
monly known, or vernacular, rhrmp
In the case of a painting like Washin
the image is almost as universally re
once was. There is a long tradition ¢
to the masters, and we can understar
study this or other paintings in an art learn R‘ChniunS.

e to become com-
ent reproduction,
ssing the D:'/aware,
15 a religious icon
paying homage
n artist might

Jennifer Bartlerr. S!m/'\ Sfor In the Garden (detail: 54 of 270

:2;11:<;11?8()). Pcnal..mk gouache on paper, 24 X 36"
cm). Commission, Institute for Scientific

Information, Philadelh: :
New York. ladelphia, Collection of the artist,

C
Robert Colescott. George Washington Carver
Crossing the Delaware. 1975. Acrylic on
canvas, 54 X 108", Phyllis Kind Gallery,
New York.

D

James R ist. Pushb 1961. Oil on canvas, diptych:

James Rosenquist. Pushbutton. 1960. Magazine advertiseme:
with tape, pencil, paper, and colored paper mounted on paper,
11'/2 X 13'/2" (29 X 34 cm). Collection of the artist.

However, George Washington Carver Crossing the Delaware (C),
by the African American artist Robert Colescott, strikes a
different relationship to the well-known painting we recognize
as a source. Colescott plays with the familiarity of this patriotic
image and startles us with a presentation of negative black
stereotypes. One American stereotype is overlaid on top of
another, leading the viewer to confront preconceptions about
both.

James Rosenquist looks at billboards and advertising images,
which form a significant part of our visual environment. He

82%4 X 1051/2” (2.1 X 2.68 m). The Museum of

Contemporary Art, Los Angeles. .

uses the process of collage to combine such images (D) as
a process of discovery and preparation for his painting (E).
Looking, then, can be influenced by commercial images, which
are as real an aspect of our lives as the elements of nature.
Looking is a complex blend of conscious searching and
visual recollections. This searching includes looking at art,
nature, and the vernacular images from the world around us,
as well as formal research into new or unfamiliar subjects.
What we hope to find are the elements that shape our own

visual language.



THINKING WITH MATERIALS l

Doing starts with visual experimentation For most artists an

designers this is thinking with the materials
tem 18 sel mnto

Trial and emor,

intuition, or deliberate application of a §ys
motion. At this point an idea starts to take form, whether
in a sketch or in final materials. The artist Eva Hesse got
right to the point with her observation on materials

1. Materials are lifeless until given shape by a creator

)
Materials by their own potential created their end

I'he work of Eva Hesse is known for embracing apparent
contradictions. The studio view (A) presents a number of her
sculptural works that embody both of the preceding points
of view |.l«‘~\« gave shape to materials such as papier miché,
cloth, and wood. There are also elements, such as the hanging,
looping, and connecting ropes and cords that reflect the
inherent potential of the materials

"!:"’“;t'.«}‘)\\ of the sculptor David Smith at work (B) show
”-’.\ playful side of doing. We can see the degree to which he
allowed the materials to create their own end. Just as a child
slocks becoming a castle, Smith

-
might delight in building
let the forms o i i

\ e forms of cardboard boxes define the proportions of
scuipture O

,’ ire he would later complete in steel (€). Smith stacked
the boxes ¢ \ 1

es on a windowsill and taped them to the window as

he assembl 1
nbled each study. The influence of the window as a
it shows througt he y | S
\r zh in the predominantly two-dimensional
composition of the final preces

.zﬂ;lzriwi”ﬂ iﬁiﬁli

g and Redoing

a record of their drawings, we are able
, see them doing their work. This is the case wig)y rl‘-
drawings for Loewy's logo design for Shell (D)“
ut the defining geometry of ”“:

poin

\ cgners leave
When desig in

effect ®
u\lMHMlnn
The four ste
llop chell, and t

scal
the underlying form
final version (E).
yored before this one W
se would pln‘ul\l\ b

ps de )\uml lay o
e first step shows that a circle p
¢ I provides
These four drawings provide the map to
o but undoubtedly other possibilities weh
¢
- as settled on. Today, xh‘l\\mu\ such
¢ i\
done on a computer, which can

s the
»‘n.uﬂ\ ~|‘u\l up the viewing of alternative l‘“‘\llnhlw\
The doing mn process obviously involves
ooking and thinking, yet mor¢

1s observed that doing takes over with

y step in the desig
\l‘l\“(\\l\'“\l lll‘l” one ‘".ll\('

writer, or composer h
An artwork takes shape through you, and as

a life of its own
vourself wondering whe & ;
1 ye ( re the time went

it does you may fin

or what you were thinking of when a work session ends. This
lements of risk

experience 18 exhilarating but in ludes

and failure
A wonderful film of the painter P!
W ¢ to begin again

1y as normal and

uston at work ends

with him covering over his picturc

Guston accepted such a setback alc
even necessary. His experience told | revision would

allow an idea to grow beyond an ol umiliar starting

}‘l\l"(
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as models for his sculptures

(o

Cubi IV and Cubi V.

Raymond Loewy. Steps in
the development of a new
Shell logo, 1971.

David Smith assembling liquor boxes

David Smith with completed sculptures

E
Raymond Locwy. Rev
of Shell logo, 1971
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CONSTRUCTIVE CRITICISM
an - ynon for art

cach other’s work

- A constructive m xdel for ¢ R : ool
ng
A va P ; 2
Description: A verbal aco s there
Analysis: A discussion of & re presented with

“bigger than®

1
plications,

Inm};trnti\m: A sense of

effect of the prece

wor ~: 2
s ncludes a snake
= appm I
5

the case of 2 critigus
m A\I\K he »

;\‘.\\.I‘!;:

any

etan

ar the viewer) see othe y

i alongside a serpent woul

F o
R > 4
C

Mark Tansew. 4 Sher
38 X 120" overall. Collects
permussion trom ‘\c estare of Mark Tansey

(Triporch). 1952, Ol en canvas, SN L
New York, wath

of Madermsst
on Steve and Maura \ru,'\"\ Courtesy Gagosaan Gallery,

Future theory and crinasm s pushed along by acw Jeugy

and artworks.
Ona h;h'rx note, the critique provess c

of responses suggested by Mark Tansey's pamnt

The manv sections devoted to principles and elements of
art and design in this text are each a potential component for
critique. In fact the author’s observation about an image could
be complemented by further critical analysis. For c,umplc, the

xJe the ramge

shown m C

text may point out how color brings emphasis to a composi- s e =
) You may feel your work has been subgected to an aggressive
don. and further discussion could reveal other aspects such 4
cleansing process.
as size, placement, and cultural context. e 2
A Th § You may feel you are burnng your head
¢ critique process is an introduction to the cntcal NP e
And donY forget that what someone takes from an mmage
context in which artists and designers work. Marure artworks " R g
ot ‘.\\ ol i 2 product of what they bnng to &

ubiect to cnitical review, and professi




The End



