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College-aged students are unaware of the rich history of women in graphic design due

to their work being omitted from the accepted graphic design history textbooks, leading

to a perception that women did not have significant contributions. The research has a
multifaceted goal of investigating the inception of graphic design history, the representation

of women, and what methods would help Generation Z become invested in this topic.

How was the subject of Graphic Design History and its “canon” established?

What does the Represenation of Women in Graphic Design History look like?

What common themes do the stories of Women in Graphic Design History present?

What is the importance of Role Models and Inclusion?

What does Gen Z Value regarding this topic?

Are Zines an appropriate medium with which to spread information about history?
In addition to this research and literature review, a visual analysis and content analysis were
conducted on three relevant projects. Informed by the findings of the research, a solution
of creating a visually appealing collection of zines with short-form content of the stories of

women in graphic design was created in order to educate Generation Z about women in

graphic design history.
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Introduction

The effect of design on culture and how culture
effects design is fascination of mine. My love for
graphic design history can be traced back to my
first typography class, where I learned about the
wonderful and antogonitic Dada movement. It
was interesting to see how people used design,
typography, and art to create discourse and call
into question the values of society before and
during WWI. I was able to see a direct cause and
effect between society and design. I often hear
that art history is where you can see what a culture
values, but what makes graphic design history

so special is that through it you can discern how
people desired to communicate at that moment in
time. There is no better window into how people

want to see, connect, and share information.

Post-undergrad, my interests led me to amass a
small collection of design history books that I
would reference frequently during branding or
design projects. With each new book, a question
began developing in the back of my mind, where
were the women? I understand that the same
opportunities were not afforded to everyone, but
there must have been more diversity in the story
than what was offered. I googled the question
and found an absolute wealth of information and
sources. I read Baseline Shift: Untold Stories of
Women in Graphic Design and found stories that
I was looking for. Stories that, on my worst days,

when I'm discouraged or wrestling with whether
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I should continue graphic design at all, encourage
me the most. Once I began teaching and saw a
much higher demographic of women verses men
in my classes My goal became to find a way to
bring thse stories to a new generation of students.
With this increase of women in the program, there
needs to be a more inclusive and representational
history because the demographics have shifted. To
best provide them with the knowledge I wish I had
before I entered into the professional workforce

these were the questions I asked:

1. How was the subject of Graphic Design
History and its “canon” established?

2. What does the Represenation of Women in
Graphic Design History look like?

3. What common themes do the stories of
Women in Graphic Design History present?

4. What is the importance of Role Models and
Inclusion?

5. What does Gen Z Value regarding this topic?

6. Are Zines an appropriate medium with which

to spread information about history?

In the following chapters, a literature review, case
studies, and visual analysis have been conducted.
I specifically reviewed these to better inform my
understanding of the structure design history as
well as the reality of the women in it in order to

find a format of my solution.

Research Problem:

Celebrating the contributions of women in
graphic design allows a more comprehensive
view of history and alleviates the assumption
that women did not have significant role in
graphic design history. It also provides a more
diverse, and honest representation of role
models to help inspire a new generation of
designers. Graphic design history is a relatively
new field, and much of it is still being written
and researched. While there were women in the
field throughout the history of graphic design, it
can be difficult for new generations of students
to find this information. Currently there are
several articles, books, and websites dedicated
to informing people about the female role in
graphic design history. Still, this wide-breadth
of information from multiple sources can be
challenging to navigate for young students as
the materials are outside of what is considered

the standard for course resources.

Knowledge Gap:

Many new sources of information have been
published about women in graphic design
history within the last five years, as it is becoming
increasingly relevant. In addition to this, the
creation of the “canon” of graphic design history
has been critiqued since its inspection in the late
1970s and 1980s. However, there is a lack of
research on how to make the subject of history
appealing to Gen Z; therefore, new avenues of

disseminated information should be reviewed.

Problem Statement

College-aged students are unaware of the rich
history of women in graphic design due to their
work being omitted from the accepted graphic
design history textbooks, leading to assumptions

that women did not have significant contributions.

14
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Introduction

There is a common misconception that women
have fewer contributions or significant works to
the graphic design field because they were not
there at all. This view is not only wrong but a
dangerous assumption, as it negates the work
that does exist but is not presented clearly to the

everyday student.

In Natural Enemies of Books: A Messy History of
Women in Printing and Typography, a collection of
articles centered around the publication of a book
titled Bookmaking on the Distaff Side discusses
various aspects of women in the printing industry.
The article Women’s Work in Europe 1789-1950;
Gender, Power, and Division of Labor by Ulla
Wikander focuses on the women who worked in
the printing industry during the latter half of the
nineteenth century. Contrary to popular belief,
there were many women who worked in the
printing industry, primarily because they typically
asked for lower pay despite still performing the
same work as men (Fanni). As the population

of women working in printing grew, so did the
men’s concern about how that would affect their
own positions by lowering the salaries for all print
workers (Fanni). They began to gradually try and
force women out of the field by claiming that
women within the printing industry would lead
towards lower wages for men, and women’s morals
would be ruined as they were meant to be at
home, not at a printing press (Fanni). Their female

coworkers found out about the opinions their
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male counterparts had of them publicly, as their
concerns were printed and distributed. However,
the shop owners did not see these arguments as
sufficient reasoning to exclude women, so they
remained (Fanni). This story is an example of the
history of female experience in a male-dominated
field. They experienced unwelcome environments,
lower wages, and active discrimination, and in
order to challenge the assumption that they were
not there when graphic design history was taking
place, it’s essential to look at the context in which

they worked.

Natural Enemies of Books: A Messy History of
Women in Printing and Typography, and a
multitude of others, prove that despite imposing
restrictions, women carved out paths for their
aspirations. These stories have value and should
be told to upcoming generations of designers so

all people can

see themselves If we I()Ok at Only

reflected in design’s the most common

legacy. If students

e sources for

and designers can

see themselves information’ We,d

reflected within -~ think there were

the lens of very few notable

history, it can . ”
women designers.

inspire a sense
of confidence,
leading to more
success within the field. The issue is that if a
student only gains knowledge using the required

textbook for a design history course or even

does a quick Google search, the results would
largely be from the same viewpoint, producing
overwhelmingly male results. This ultimately
limits a young designer's knowledge to a narrow
worldview, causing them to miss out on those
potential role models. As Briar Levit said in the
preface to the book Baseline Shift: Untold Stories of
Women in Graphic Design History, “If we look at
only the most common sources for information,
we'd think there were very few notable women
designers (Levit).” The stories of women in
graphic design history need to be brought directly
to new students and packaged in a way that
reflects how exciting the information is in order to

inspire and give them the role models needed.

The research seeks to understand and discover
ways to make this information more easily
attainable. This would give new generations of
designers a foundation of knowledge that is more
inclusive and a clearer picture of the History of
Graphic Design. In order to better understand
the structure of design history, the research will
overview its inception and the purpose behind it
as an academic subject, as well as the criticisms
that came with it. There will also be an analysis
of the values of Gen Z from an educational
perspective, the importance of role models, and
look into the format and history of zines in
order to explore the structure behind how they

disseminate information.

Regarding Megg’s
History of Graphic Design

Megg’s History of Graphic Design is one of the most
common classroom textbooks for graphic design
history and, often, the only source of information
that students will refer to when learning the
subject. Throughout
the research for this
thesis, Megg’s History
of Graphic Design

is referred back to
frequently. At the
time of its creation,
this textbook was revolutionary in establishing
design history as a respected academic subject.
Without this book, there would be less of an
understood “canon” to criticize. Megg’s himself
understood that graphic design had a “ephemeral”
nature and “combined with its link with the

social, political and economic life of its culture
(Meggs).” The history of human expression can be
better understood through design history. In the
introduction of Megg’s History of Graphic Design,

he writes, “History is in large measure of myth...
Oversimplification, ignorance of causes and

their effects, and the lack of an objective vantage
point are grave risks for the history (Meggs).” It is
impossible to create a perfect picture of the history
of graphic design, but it can certainly be expanded
on to correct the underrepresented groups of
women and BIPOC (Black, Indigenous, and people
of color). The goal should be to inform people of
the causes and their effects to create a clearer and

more complete picture of history.
18
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Female Representation
in Design History

In 2019, a discovery of Lapis Lazuli was found

in the teeth of a 1000-year-old woman. During
the time of the skull, Lapis Lazuli was a pigment
that was highly sought after and very rare, and
the mineral being found in the teeth likely meant
that it was being used repeatedly, suggesting that
they were the teeth of a illuminated manuscripts
painter (Cuttry). Since the pigment was so
coveted, it was only given to the highest level and
most trusted of scribes (Cuttry). The discovery

is significant because it is widely believed that
illuminated manuscripts were painted primarily
by men. The
archeological
BIPOC find challenges
the previous
perception of
the demographic
of those trusted
to create
illuminated
manuscripts,
and shows that
women were
present during the creation of these significant
works. History can be updated to hold more
accurate information as more recent research

comes to light.

The first edition of Meggs History of Graphic
Design, published in 1983, said the names of 15
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women designers, and only nine of them had

the honor of having their work on the printed
page (Levit). The most recent edition, published
in 2016, featured 62 women and 82 black,
indigenous, and people of color out of a total of
594 designers and artists, meaning that just over
10% of the designers featured were women and
were often included only in lists with no historical
detail (Levit). It took thirty-three years for an
additional 47 names to be mentioned, taking up a
small portion of a textbook that spans thousands
of years. The abysmal statistic calls to question
why there is such a gap between the representation

of men and women from a historical perspective.

The superficial answer is that women were not
present because of the societal bias and cultural
roles they were expected to hold up. According
to Pamela H. Simpson, an Art Historian who
taught at Washington and Lee University, in

the article Reviewed Work: Women Designers in
the USA, 1900-2000: Diversity and Difference

by Pat Kirkham, the path to working within

the graphic design field for women was not
without difficulties. Women were not able to

“go to school, own businesses, join professional
organizations,” or be a part of societies that
allowed for networking and mentoring (Simpson).
Women within racial minorities had significantly
more hurdles to overcome. For Native American
women, their “authentic” work was often valued
and even popular, but the makers of the crafts
were often anonymous (Simpson). Designers like

Willi Jones, also known as Madame Posey, had a

successful career designing for black clientele, but
her contributions remain unrecognized (Simpson).
Despite being present and contributing to the
design field, their names were not recorded
because they were outside of what was considered

to be the standard.

Many women in the design field, in spite of

the cultural obstacles they faced, held coveted
positions, attended prestigious schools, were a part
of influential design movements, and formed their
own guilds within the industry. These stories are
now being shared in books like 7he Baseline Shift,
Natural Enemies of Books, HerStories in Graphic
Design, and Natural Enemies of Books: A Messy
History of Women in Printing and Typography, all
of which were released between the years of 2020
and 2023. The topic of representation in graphic
design history is increasingly relevant, and as
knowledge expands, so does the accessibility of
the material. Graphic Design history is new, and
much of it is still being shaped. Understanding its
origin will provide clarity on what foundational
characteristics should be reformed in order to

provide accurate representation.

A Brief History of
Graphic Design History

Graphic design as a field developed alongside the
cultural needs and the technological advancements
of the 1800s during the Industrial Revolution. The

title of Graphic Designer evolved as a necessity

for compositors, printers, typographers, artists,
illustrators, and engravers to have a term that
more closely described their craft (Thomson). It is
from these roots that the graphic design profession
was built, and thus it is these professions that the

industry recognizes as its history.

Graphic Design History as an academic subject
began gaining traction in the late 1970s when

an administrator at the British Design Council
named John Blake wanted design to move from
“a kind of coagulation of ideas” to “a recognizable
body of knowledge which can be unequivocally
labeled ‘design history (Margolin).” The goal
became to make the field of graphic design
something that was distinctively separate from the
art field. While graphic design has a clear relation
to art, the field had become so developed that

it constituted separating it from things like art,
architecture, or technology. Since this was a new
field of study, it borrowed its makeup from the
study of art history, borrowing both its makeup
and academics, as many design history teachers
were drafted from the history of the art field in
order to develop the curriculum (Margolin).

The author of the article Design History of Design
Studies: Subject Matter and Methods argues that
“Design history has not developed on the basis

of a well-understood subject matter or a set of
methods and principles to guide research. Instead,
it has grown as a response to initial literature in
the field, first celebrating it, and then criticizing

it (Margolin).” Literature on Graphic Design

History has a tendency to live a short life from
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the time that it was created to the time that it is
criticized. There is an ever-changing discussion on
Graphic Design History that is a direct reflection

of the constant change in the nature of the graphic

design field itself.

Ellen Mazur Thomson in the article Alms for
Oblivion: The History of Women in Early American
Graphic Design criticizes the approach of using

art history as the foundation of Graphic Design
history. Thomson argues that women have been
left out of Graphic Design History largely because
of how the academic structure of this history was
created to mimic that of Art History (Thomson).
Art History often revolves around the stories

and works of great men as individuals without
considering the cultural contexts or a broad sense
of their influence (Thomson). Using an art history
model for the history of graphic design ignores
the concept of design as a reflection of cultural
needs. The presentation of the individuals in this
manner leaves little room for the societal nuances
that do exist. Graphic design does not exist in a
vacuum. Cultural context is needed in order to
fully understand each piece, the audience, the time

period, and the cultural context.

Teal Triggs in the article Designing Graphic Design
History, also criticizes the approach to graphic
design history. Triggs discusses the issue of a
“patchy output” for graphic design literature
because of its ephemeral nature and the field
being so broad characteristically (Triggs). Because

this field is so wide, it wasn’t until Meggs History
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of Graphic Design, published in 1983, that there
came to be the established ‘canon,’” or authoritative
history, that we accept today (Triggs). Teal Trigg’s
publication helped to define a clear history of
graphic design, but even Megg’s himself was aware
of how there are gaps within any history that is
presented. Meggs is quoted as saying, “History
becomes a reflection of the needs and sensibilities
and attitudes of the chronicler’s time as surely as

it represented the accomplishments of a bygone
era (Triggs).” The quote from the creator of the
textbook, suggests that he understood that the
nature of history would change based on the
present world. The ‘canon’ of graphic design

history can and

should change to HiStOI’y becomes
be more diverse and areflection of
inclusive. Using the needs and
“;er:ture “‘l’umde sensibilities and
of the usual scope ]

of design histo:; attitudes of the
often illuminates chronicler’s time
important aspects of ~ AS SU rely asit

the graphic design represented the

position (Thomson).”  gccomplishments
If that literature is of a bygone era

not acknowledged
or shared, then there
becomes a missed

opportunity to show a more complete history.

Expanding on the
Design ‘Canon’

A key criticism to the established design history
canon is the concept of Messy History vs. Neat
History. Messy History is a concept that has
been acknowledged by many scholars and is

a cornerstone in thinking for Graphic Design
Historians. Messy History, as discussed in an
article by Martha Scotford in 1994 titled Messy
History vs. Neat History, casts a critical eye on the
established canon. Neat History, or conventional
History, is a presentation of the cleanest idea

of history. In Scotford’s words, Neat History is
the “simple packaging of one designer, explicit
organizational context, one client, simple
statements of intent, one design solution, a
clearly defined audience, expected response
(Scotford).” Questions are easily answered, and
much of the work is well documented because it
“served the establishment well (Scotford).” There
is a significant risk to presenting history in this
manner, the first and foremost being that it’s often
exclusionary in nature, and it removes design
from its context. Much of design history revolves
around counter-culture, and there are many
movements and designers whose stories are not

explored because of the Neat History concept.

Messy History, on the other hand, includes
“designers who do not work alone but in changing
collaborations; design works which are not
produced for national or large institutions but

for small enterprises or local causes; design works

which are not produced in great numbers and

may even be at the scale of a “cottage industry”
(Scotford).” Messy history is a much less black-
and-white picture of what history can be. It allows
room for all stories to be told. Messy history not
only includes what has been deemed as significant
in the past but to places significance on art that

was previously overlooked because it was created

on the outskirts of society. Scotford goes on

to state that these conditions are often more
accurate of a woman's cultural position (Scotford).
However, the Messy History concept would

also allow room for more stories from BIPOC
individuals, expanding

the canon to tell a more deSig ners who do
complete story of what not work alone

graphic design history butin Changing

is. Victor Margolin, in

o , collaborations;
Deszgn sttory or Deszgn i i
Studies: Subject Matter deSIQn WorkS WhICh
and Methods, discusses are not prOduced
the importance of for national or large
recognizing thatdesign  jnstitutions but for
hasan ever-changing  gmg]| enterprises or
canon. Margolin argues

local causes;

that design itself is

constantly growing, and

there cannot effectively

be an established and fixed body of knowledge
within a field that has no “fixed identity
(Margolin).” Margolin’s perspective supports both
the idea of Messy history and the criticism of
basing the foundation of graphic design history

on art history. Designers have historically crafted
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behind the work;
by gathering their o conjure up a sense
stories and making of the individuals
proper space for
female graphic
designers toshare pac for female
their experiences,  graphic designers to
we may further
their legacy.”

graphic design into whatever it needed to be
within that given time period. It is a field that is
constantly changing and growing, just as one's

understanding of its history should.

Meggs History of Graphic Design would fit nicely
into the description of ‘Neat History.” Making

a clear and concise view of different eras, but

not necessarily an inclusive one. Having this
textbook be the primary source of information for
undergraduate students creates an assumption that
it contains all there is to know about design when,

in reality, the canon

Itis our duty to can be expanded

Conjure up asense beyond that. Briar
. . . Levi , he edi f

Ofthe InleIduaIs evit, the editor o

Baseline Shift, believes

that “It is our duty

behind the work; by
gathering their stories

and making proper

share their experiences,
we may further their
legacy (Levit).” This is
a stance that supports
Martha Scotford’s idea
of “Messy History” and Margolin’s argument

that the identity of design is constantly changing.
Sharing the experiences of the figures that are a

part of history expands on the purpose and nature
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of the work. In Natural Enemy of Books: A Messy
History of Women in Printing and Typography,

the writers discuss the dangers of focusing on
adding just names to the canon, saying that it has
a way of overshadowing the unnamed worker's
collectives and trade unions (Fanni). A concept
that supports Messy History as well. It opens up
the opportunity for stories to be told in different
and often incomplete ways; especially since the
underrepresented people groups in history were

frequently underdocumented.

Ruth Sykes, a UK graphic design educator,
presents an alternative view that criticizes the
simple addition of adding names to the canon.
Sykes is more critical of the structure of how the
canon itself is created, encouraging historians to
rebuild the system instead of adding more to it
(Resnick). In support of this, Silvia Sfligiotti, a
graphic design educator based in Milan, also feels
as if adding more “masterpieces” by women would
only be part of the process to fix the canon; the
true way to achieve this would be to talk more
about how the canon itself is created (Resnick).
The criticism presented by Sykes and Sfligiotti,
alongside the concept of “Messy History,”
supports the call for change to what is understood

to be the standard.

In addition to the discourse surrounding the
content, there are also arguments being made
for how graphic design history should be
visually represented. Graphic Design Historian

Paul Rennie argues that the standard academic

presentation of graphic design history does not do
the subject justice. He called to light that graphic
design history books are not designed in a way
that “fully exploits the power of graphic design to
move minds (Sykes).” Paul encouraged designers
to design their own histories with passion and a
sense of pride, something that cannot be done

with the typical layout structure of textbooks.

That call for change has been around since the
inception of Graphic Design History. Since

the first international convention for Graphic
Design History in 1985, there have been
researchers advocating for expanding the canon

to include the female role in it. In 1986, feminist
writer Cheryl Buckley wrote an article titled,
Made in the Patriarchy: Theories of Women

and Design, within which she wrote, “We risk
disempowerment and marginalization, particularly
at the hands of postmodern theorists who pay
scant attention to women (Attfield).” It’s clear that
the ‘canon’ of Graphic Design History has been

a point of contention among academics since its
beginning. Having a variety of criticisms of the
format of history is not a negative concept but

an encouraging one. Graphic Design History

is such a new field and began around the same
time as many other social movements, such as

the civil rights movement, which contributed
essential and influential pieces of design. The
discourse surrounding the ‘canon’ allows room for
previously forgotten or unrecognized stories to

be told. It is with this background and from this

point of view individual stories will be overviewed.

Select Stories of Womenin
Graphic Design History

Frances and Margaret Macdonald
Frances and Margaret Macdonald enrolled in

the Glasgow School of Art in the late 1880s
(Simpson). At the time, it was not rare for a
woman to attend an art school before marriage,
but it was for them to take their craft seriously
(Simpson). The Macdonald sisters had a style

of work that pulled from the Celtic revival but
had a distinct sense of mysticism and ethereal
nature that made their pieces feel magical. Frances
and Margaret often co-signed their work and
collaborated to the point where even they had
difficulty remembering who contributed what
(Simpson). Before they even graduated from
school, they established their own studio, creating
advertisements and posters and even metalwork
and fabric design (Simpson). For five years, they
worked independently and exhibited their designs
regularly (Green).

The two sisters met their future husbands at

the same school they attended. Frances married
Herbert McNair in 1899 when she was 27, and
Margaret married Charles Mackintosh in 1900
when she was 35 (Simpson). The two couples
together became known as the “Glasgow Four,”
or simply, “The Four.” In 1900, during the
Vienna Succession, the four were invited to
exhibit together in Vienna (Green). The show
was an absolute hit; every piece sold, and Gustav

Klimt himself said he was inspired by the work
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of Frances Mackintosh. Their pieces became
incredibly influential during the Art Nouveau
movement (Simpson). In 1921, tragedy struck,
and Frances Herbert died of a cerebral hemorrhage
at just 48 (Green). Her husband, Herbert, was

overwhelmed with

Art Historians have grief and destroyed
traditionally valued m“i‘ of Frances’s
. work. Leavin
the architect(male) . '°
it impossible to
over the designer know the full
(female) jUSt as impact her work
they have valued had today (Green).
the husband over
. . o Instead of
the wife in artistic remembering
CO||ab0rati0nS." them as they were,

a collaborative

group of artists,
history dubbed the 4-piece the “Mackintosh
Four.” Bringing to the forefront the contributions
of Charles Mackintosh, the works of Frances
and Margaret became overshadowed by their
husband's accomplishments. This is something
that can be traced back to a comment by the
critic P. Morton Shand in 1933 when he stated
that Margaret's work was “of a decidedly inferior
artistic caliber.” As his comment reverberated
through time, it was repeated in 1990 when
Jocelyn Grigg said that Charles Mackintosh
himself “may have exaggerated her role in his
work.” The danger of these comments is that
they contributed to erasing the legacy the

Macdonald sisters had and is not an accurate

25

picture of their many contributions to the Art
Nouveau and Vienna Succession movements.
According to Pamela Simpson, “Art Historians
have traditionally valued the architect (male) over
the designer (female) just as they have valued the
husband over the wife in artistic collaborations
(Simpson).” Pamela Simpson’s position has been
proven as accurate in this story and many others,
resulting in a design history “canon” that is a result

of bias instead of accuracy.

Sophie Taeuber-Arp

Ruth Hemus, in The Interventions of Five
Women Artists, writers and Performers in the
European Dada Movement, described Sophie
Taeuber-Arp as a multifaceted artist who was also
a part of the Dada art movement. Tauber was an
artist who did not restrict herself to any specific
medium. She danced, designed costumes, painted
with watercolors, weaved textiles, and created
puppets (Hemus). She was also one of the few
artists within the Dada art movement who had

a job. She taught at the Kinstegewerbeschule
(Applied Arts and Crafts School) in Zurich for
thirteen years (Hemus). She was described as
having a “gentle quietness” by her fellow Dadaists.
Referring to her personality In a preface to an
exhibition catalog from the 1970s, Ruth Hemus
wrote, “Cleverly using, with great tact, the
mischievous aspects of her nature (confirmed

by all who knew her) Sophie bour with a smile
her most bitter attacks on the architectural and
decorative ugliness of her time (Hemus).” Her

work within textiles and watercolors can be

described as having a “controlled and geometric
approach,” in a similar vein to Piet Mondrian
(Remus). Taeuber frequently blurred the lines
between both ‘art’ and ‘craft’; however, she was
not interested in whether or not her work should
be elevated from ‘craft’ to ‘art’ (Hemus). She was
more focused on the work she created than on

which category the work fit into.

It would be difficult to speak about Sophie
Tauber-Arp without mentioning her husband

and frequent collaborator, Hans Arp. Hans Arp
was also a Dadaist and a successful abstract artist.
Together, they frequently collaborated on collages
and sculptures, and Sophie did the tedious work
of making his designs into tapestries (Hemus). Arp
himself often acknowledged Sophie’s influence on
his own work and uplifted her, saying, “like the
leaves of a tree in a fairytale, her luminous works
descended on my existence (Hemus).” Hans Arp
left a very poetic account of Sohphie, suggesting
that he genuinely cared for his wife and supported

her work.

Despite Hans Arp viewing the creative partnership
as an equal, Sophie Taeuber-Arp is labeled as ‘the
wife of Arp.” Reducing her contributions to the
Dada movement and art in general to being a wife
of an artist dismisses the high value of her work.
She both contributed to the art and contributed
to the family financially. Her story shows that
women were integral to design movements and
even openly praised during their time, but they

were still not included in the canon.

Fanny Palmer

Frances Flora Bond Palmer, also known as Fanny
Palmer (1812-1876), was a full-time lithographer
at Currier & Ives. While she was “all but forgotten
in her death, modern feminist art historians

have revived her memory (Thomson).” Palmer
emigrated to New York from England in the
1840s and then used her talents to create over
200 Currier & Ives lithographs (Thomson). She
created lithographs on a wide range of subjects,
such as landscapes, cityscapes, hunting scenes,
and still lifes. She even created prints from
subjects that would typically not be considered
the more “feminine,” like trains, steamships, and
Civil War battles (Thomson). One of her prints
became so popular that it could easily be found
in homes throughout the country. Titled “Rocky
Mountains, Emigrants Crossing the Plains,” it
became one of Currier & Ive's bestselling prints.
She also developed new methods for the technical
aspects of lithography for commercialism and,
with Charles Currier, improved lithographic
crayons (Thomson). It’s clear through Fanny
Palmer’s accomplishments that she was a gifted
artist who was able to produce a large volume of
work that brought a level of success to herself and
to her employers, which begs the question, why
wasn’t she remembered? Other than the typical
fate that befell most female artists throughout
time of simply not being written down. She was
also an employee of a large company, so most

of her work fell under the name Currier & Ives
instead of her own (Thomson). She supported

an alcoholic husband and her children with her
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artistry, and yet her headstone simply reads “a
relic of Edmund S. Palmer of Leicester, England
(Thomson).” Edmund, being her husband's name.
Part of the goal of ‘Messy History’ is to revive
stories such as this. To bring Fanny Palmer to

the forefront of the conversation when she easily
regulated to work unnamed for the success of
others. Telling her story of how she defied the
odds of the time, worked a full-time position,
created successful work, and supported her family

is incredibly important.

Women of the Bauhaus

There were also groups of women who made

an impact on history. The Bauhaus school and
movement was incredibly influential on almost
all forms of art and design. It also allowed

“any person of good repute regardless of age or
sex,” a very modern position during the 1920s
(Katsarova). Since educational institutions

were rarely open to women during this era,

the Bauhaus received more applications from
women than men, which caused a “concern”
that a too high attendance of women would, in
turn, lessen the school’s reputation (Katsarova).
In the beginning years, the Bauhaus decided to
solve their women's issue by only placing them
in areas that were appropriate for their gender
from their point of view. The head of the school,
Walter Gropius, also believed that women did
not have the capacity to think in 3D (Katsorova).
Because of this, women were regulated to just
the textiles section of the Bauhaus, with very

few of them ever breaking into the architecture,
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painting, or sculpture sections (Katsorova). It

can be simple to assume that women did not
create significant works of art because they were
not there, but during the Bauhaus era, they were
overwhelmingly so. The issue is that the work that
most of the women were regulated to was deemed
insignificant by nature. Even though the textile
weaving department became one of the school’s
“most successful fields, with fabrics from the
weaving workshop being successful commercially
(Katsorova).” Despite the difficulties these women
faced, there were still notable female artists from
this era whose resilience and works deserve to be
celebrated. Of those are Gunta Stolz, the only
female master teacher, Ani Albers, who later
became the first women textile artist to have an
exhibition at the MOMA, and Lilly Reich, one
of the only studies to venture into the metalwork
side of the school, Marianne Brandt, a metal
worker, painter, sculpture, and industrial designer
so later replaced Laszlo Moholy-Nagy as a studio

director, to name a few.

Common themes

While there are many more stories of women in
graphic design history, from these select few, there
are throughlines in the treatment of women in the
graphic design profession. In the cases of Fanny
Palmer, Sophie Tauber-Arp, Frances, and Margaret
Macdonald, their work was overshadowed by

their husbands. Though the story of Fanny Palmer
differs significantly from Sophie Tauber-Arp in
terms of the support they received from their

partners, Fann’s having alcoholism, and Sophie’s

being supportive and recognizing her influence
in his work, the end result of how they are

remembered by history is the same.

Women printers and typographers, and women
of the Bauhaus school were actively discriminated
against. In both instances, the reason for that
discrimination was that men had deemed it
inappropriate for women to be involved in the
design practice or actually believed that they were
incapable of performing it because of their bias. In
both of these cases, women persisted in the field
and went on to create influential works of design

and art.

Despite their accomplishments and the hurdles
they overcame, acknowledgments of their
contributions were not without the attachment
of a male partner. History writes them down as
wives, regulating them to the margins of history
or leaving out their names and contributions
entirely. In order to correct this, their stories
should be elevated with nuance and pride, and
many books, articles, and sources today are doing
just that. However, finding these sources takes an
intentional search that requires a base knowledge
of graphic design history, making their stories less
accessible to young or aspiring graphic designers.
The knowledge should be made more accessible
and brought to aspiring graphic designers.
Allowing them to see a broader and more accurate
portrayal of design history that goes beyond
“Neat History.”

The Importance of Role
Models and Inclusion.

Now that the creation of the ‘canon’ and its
exclusionary nature have been discussed, as well as
women's representation in the text, the question

becomes, why should the representation be

balanced out at all?

Studies have shown that just the presence of

a female role model can significantly help a
woman’s performance on math tests, and seeing
women in a position of leadership can improve
a woman’s performance in
stressful leadership tasks
(Foos). Tereze Bettinardi, in
her article overviewing the life
and work of Bea Feitler, put
this concept into perspective,

“As a female designer, I often

feel like I am running a relay

race with no knowledge of

what is being passed from one

runner to the next (Levit).”

According to a poll by the

Special Eurobarometer, 35%

of respondents believe that

“women are not as ambitious

as men,” and are not qualified

to hold leadership positions (Bierut). The article
Design History Has Conveniently Excluded
Women mentions a crucial statistic while female
designers make up over half of all designers in the

industry, only 11% of people in a leadership role
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in the design field are women (Bradon). In a study
done by AIGA in 2019, 61% of designers working
today are women, but only 29% of creative
director positions are held by women (Bolt). The
U.S. Department of Education reports that more
than 60% of graduate graphic design degrees are
completed by women (Bolt). According to both of
these statistics there is still a long way to go before
equality is reached. Min Lew, creative director

at Base Design in New York, has a fascinating
insight into this, “I didn't see the gender difference
in a school setting. It’s only in the professional
world that you start to see leadership roles mostly
represented by men (Bolt).” If there is any way

to encourage that gap to close, it is necessary to
take action on it. Role models are said to “have

a statistically significant impact on women’s
performance in all fields (Brandon).” Bringing
these stories to the next generation helps to
provide those role models for women and make
leadership positions feel more tangible, especially
when the current demographics of students in the
United States are increasingly female, at 50.2%

women and 49.8% male (Zippia).

The Makeup of Gen Z

The majority of students today are Generation

Z. A unique generation raised in an environment
that was constantly changing technologically. This
generation is one that holds distinctive values,
learning preferences, and aesthetic expectations.

Gen Z tends to think about diversity, inclusion,
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and social justice frequently (Sudermann). They
also place importance on “trust and fairness,”
authentic connections, and entrepreneurial and
self-sufhicient tendencies (Schweiger). This helps
to define them as a generation who wants to be
intentionally welcoming to people and, would
likey would be interested in the gap of women
represented in graphic design history. A study
done by Adobe in 2016 reported five overall
insights into this Gen Z. Two of those five insights
were that “tech and creativity as important
intersecting aspects of their identities, and that
“creativity will play a critical role in the future
workforce (Schwiege).” From these studies, it can
be concluded that members of Gen Z see the
value in both creative fields and the representation

within them.

An article published by the Information Systems
Education Journal went into detail about how to
best educate Gen Z within Higher Education.
Their findings elaborated on how Gen Z values
the importance of “Immersive Storytelling

and that they like to approach education in a
collaborative way (Schwieger). A study that came
out of North Macedonia, conducted by the faculty
of Tourism and Hospitality, brought up that Gen
Z’s attention span has been noticeably shortened
(Cickovska). Students often read less than 20%

of text and only spend 4.4 seconds for every 100
words on a page (Cickovska). The statistic suggests
that the readers are not necessarily absorbing the
information as much as they observing it. The

question then becomes, how do educators make

the content more accessible? A solution that was
presented to counter this was to use the method
of “chunking” as a way to communicate in a
style that aligns with the generation (Cickovska).
Presenting information in this way during a
lecture is feasible, but when it comes to how
textbooks are formatted, it could easily make the
information less interesting and, therefore, easily
skipped over by the younger generation. Gen

Z has “increased cognitive functions in visual
learning ability,” they’ve become accepted to
high-quality visual imagery, and as a result, visual

forms of learning have become more effective

(Cickovska).

Generation Z also has specific preferences to how
they consume content. In a surprising study by
The Pew Research Center in 2016 discovered that
age groups 18-29 had the highest percentage of
readers who would prefer a printed book over a
digital one at 72%. While this study is seven years
old, it still provides information within a younger
demographic. The World Economic Forum
released statistics that 68% of Gen Z readers prefer
a printed book, and 80% of books bought by
13-24-year-olds in the UK are printed (Gen Z).
The preference for printed books for a generation
that was raised alongside many technological
advancements suggests that they appreciate
alternative forms of media that are tangible. This,
combined with the knowledge that “chunked”
information can be beneficial in educating Gen Z,
starts to form a direction as to how printed text

should be formatted. As far as the actual aesthetic

expectations that Gen Z has, current trends within
the marketing world can provide an excellent
insight into what appeals to this generation. The
article Generation Z: How
to Design for the Internet
Generation provided a
look into what inspires this
group of people. The trends
listed are Nostalgia, Hyper-
Visuality, The Metaverse,
Inclusivity and activism,
and Gothcore (Fussel).

For Nostalgia, Gen Z can

be seen romanticizing
designs used by previous
generations, mainly two
decades before(Fussel). The
article mentions that this
could be because we are “attracted to designs that
feature styles that surrounded us in our youth
(Fussel).” For Gen Z, that time period is the ‘90s
and early 2000s; this, along with Gen Z’s access

to the internet, makes the aesthetic a blend of all
things vintage and retro. Graphic design pieces
and marketing campaigns can be seen using

gritty textures, torn paper, or even Polaroid-style
images. Suggesting that Gen Z has an appreciation
for things that feel “authentic,” as opposed to
designs that are presented as perfect. This aesthetic
and appreciation for nostalgia fit well with the
narrative approach to history. It could also be
related to a preference for printed books rather
than digital ones. The Article Design Trends

and Aesthetics Aimed at Gen Z, posted by the
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University of Bolton, stated that Gen Z gravitates
towards bold and vibrant colors (Design Trends).
The colors mentioned were neon greens, vibrant
pink, and electric blue (Design Trends). These
bright and oversaturated colors, combined with
the use of Hyper-Visuality and Nostalgia, lend
themselves well to creating a variety of designs that

can capture attention.

Zines asaWayto
Spread Information

The preference for Gen Z is a printed book,
“chunked” information, and nostalgic graphics
with a feeling of authenticity, which suggests the
format of zines to be a potentially successful way
to spread information. Zines have a long history
of disseminating information about counter-
culture. Zines are often a low-cost, small format
publication that throughout history, have been a
to “represent the voices of people on the fringes
(Kero).” Given that zines have presented this
pocket of people historically, having them be a
format that tells the story of previously overlooked
or underacknowledged aspects of history fits

within its ethos and pays homage to its legacy.

As far as the history of zines, In the 1970s and
1980s, zines were a large part of the “punk” or
underground counter-culture, and in the 1990s
and 2000s, they were used in a political sense for
the spread of a feminist manifesto (Kero). Zines

have a long history of spreading information that
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advocates for the equality of both genders. The
book HerStories in Graphic Design by Gerda
Breuer, Zines have an entire chapter dedicated
to them and is described as a way to “resist the
political mainstream, the advertising industry, and
capitalism in general (Breuer).” There are several
women-based zines that popped up throughout
the 20th century, such as Spare Rib, Chrysalis,
Courage, and Riot Grrls (Breuer). These zines
tackled topics that magazines as Vogue, Harpers
Bazaar, or Elle shied away from; topics like
women’s issues, domestic violence, class, race,
and gender (Breuer). These cut-and-paste and
often chaotically designed publications were able
to create a community that was based on topics

outside of the mainstream.

Understanding this background of Zines can
further inform how the medium may present
historical information and the heritage that this
format brings with it. This, combined with the
knowledge that Generation Z likes designs that
have a sense of nostalgia, increases the possibility
of zines being a successful format for this
audience. Since zines have historically held the
voices of those who felt marginalized, using this
form has the possibility of matching the content

from these stories.

Conclusion of
Literature Review

History, as well as design, is not created in a
vacuum. A turning point in this research was
Martha Scotford’s concept of Messy History vs.
Neat History and the various critiques on the
canon of graphic design. In support of Martha
Scotford’s concept of Messy History and Paul
Rennie’s argument that the standard presentation
of design does not do the subject justice, a new
structural form of history must be established.
The traditional design and structure of textbooks
can be pushed. Design History is unique and,

by nature, ephemeral. A new way to present that
information that pays homage to its nature while
furthering the concept of Messy History both in
form and content is possible. It should approached
with a passion that translates to its visuals. The
structure fits well based on the history of zines,
their temporary nature, and their long-established

ability to communicate stories.

Bringing the stories and significant works by these
women to the forefront aligns with the ethos
behind the inception of Graphic Design History.
Graphic History as an academic subject began
partly as an effort to establish the legitimacy of
the field as something separate from other visual
or artistic studies. That same line of thought

can be applied to creating a more accurate
representation of the diverse groups involved in
making the field. By informing and celebrating

the accomplishments of underrepresented

people groups, their place in the field today

can be further legitimized. There is power in

the stories of these women, and many of them
have commonalities with what women face

in the workplace today. Frances and Margaret
Macdonald, Sophie Taueber-Arp, Fanny Palmer,
and the women of the Bauhaus all deserve to have
their stories told with context to provide young
designers with the role models they need to make

success within the field feel more attainable.

In addition to the validation that closing the gap
in representation would provide, targeting the
audience of Gen Z allows for this solution to be
brought to them during the beginning of their
careers. Gen Z values inclusivity, trust, fairness,
and social justice, priming this generation to hear
these stories. Combine these values with current
trends that are pulling inspiration from historical
eras, and what Gen Z expects visually can be met
through the Zine format. They are effectively
highlighting the contributions of women in
graphic design history while providing inspiration

to a new generation of designers.
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BEYOND CURIE

Case Study

This project was initiated and created by
Amanda Phingbodhipakkiya, a creative
director and design strategist interested in
using design to connect science and society.
The project, Beyond Curie, highlights and
celebrates the contributions of 40 women
in STEM, including those who won Nobel
Peace prizes. The information began as an
instagram series, but now currently takes
the form of a website, poster series, and

a museum exhibition that’s been shown

in North Carolina and the Netherlands.
The project itself has been featured in Fast
Company, Quartz, Forbes, Smithsonian
Magazine, and Glamor, proving that the
topic is very relevant and of public interest.
Beyond Curie hopes to change the bias
and perception of women in STEM by
emphasizing women and their contributions

to the field.

The ethos behind this project is similar to
my proposed solution for telling the stories
of women in graphic design, which makes
this project incredibly relevant to analyze

both in form and function. The primary

home of the project is the Beyond Curie
website. The Beyond Curie website has a
simple navigation featuring sections for
March for Science Posters, The Women, AR
App, and a Shop.

The “March for Science Posters” provides
select downloadable posters created in the
same style as the project with the intention
that they would be used for the Women’s
March for Science. These posters not

only celebrate the women but provide an
interactive “freebie” for the audience that
can generate interest. The project also boasts
an associated AR app, allowing users to

see the free downloadable posters in a 3D
animated form. This is another free element
to the project that can generate interest and
excitement in the stories

of women,

“The Women” page is the primary page

of the project. Here, a user can find the
information on the 40 women. The content
is designed on a Squarespace website,

with each individual woman’s design as

the banner. Once a name and image are

selected, it takes you to an individual page

to show information about the woman and her
contributions. The content for each woman

is typically between two and five paragraphs.
Formatting information in a way that is short and
digestible without removing key contributions
supports my idea to “chunk” information so it
appeals to a younger demographic. Information in
these paragraphs typically says where the woman
is born, the reasons why her contributions have
been overlooked, and any restitution that has been

applied recently.

Lastly, the project has a store where the audience
can purchase posters, wall decals, and cards. The
site also mentions that a Beyond Curie book is
currently in the works. Having products for sale
adds another element of interaction with the
audience, providing a way for the impression

of the project to live beyond an exhibition or
website. The largest drawback of this section of
the project is the price point. A single print is
priced at $49.00, a set of 35 scientist wall decals
is sold for $125, and the full 42 posters can be
purchased as a digital download for $210.00.
These price points are inaccessible for the average
person. With the target audience of Gen Z, a zine
allows for a lower price point, which helps the

information to be more accessible.

The way this project expands on its initial form of
a social media series into this large website, poster
series, and museum exhibitions could provide a
potential way for my proposed solution to grow

beyond is initial medium. The information and

visuals are the same throughout each project, they
are simply being repurposed and reformatted into

new and exciting mediums.

Visual Analysis

For the visual analysis, I will be analyzing
the same project Beyond Curie, as it was
researched and created by a graphic designer. The
project’s primary draw is the individual designs
highlighting each woman. Each of the designs
features a photo of the
woman as the primary focal
point. The compositions rely
on asymmetry, collage styles,
and bold colors to draw the
audience’s attention. The

use of asymmetry in these

designs could speak to the

imbalance in how women

(Phingbodhipakkiya)

were represented in history I will analyze three of

the designs and then discuss the relationship of

images and content, and the audience.

The design for Jocelyn Bell Burnell is created with
a limited but bright color palette of red, pink,
beige, black, and tea, with the primary color being
red. The colors contrast well with one another
and create an overall passionate and exciting
design. The primary feature is the photo of the
scientist herself, but surrounding her are different
elements related to her discoveries, as well as

primary shapes such as circles and rectangles. The
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elements are assembled together in a collage that
sits somewhere between a DADA-style photo
collage and the Bauhaus use of primary shapes and
colors. The type used in this particular design is

a condensed sans serif, which pairs well with the

scientific elements featured in the collage.

The design for Lise Meiter uses a bright cyan,
yellow, red, white, and dark blue to create a
composition that looks reminiscent of David
Carson’s compositions. The photo of Lisa is the
most significant portion of the design design, with
a secondary photo of her working just below her
bust. The images have a color overlay or gradient
map overtop to make them the unified color of
dark blue, increasing the contrast between the
photo and the lighter background. Yellow is

used to highlight critical elements of the design,
such as the word “Nuclear” and her right eye.
The designer used a mono-style type inspired by
typewriters letterforms. The use of this particular
style plays well with the scientific theme of

the project.

The design for Chien-Shiung Wu has the stand-
out feature of animation. Instead of being static
like many of the other designs, this one has the
element of movement to draw the audience’s
eye. The colors are simple black, white, yellow,
and beige, keeping the design minimal. The type
featured in this design is a sans-serif paired with
an italic serif. This, combined with the white
background and simple colors, give this design a
more sophisticated feel.

Opverall, each of the designs is fairly different, and

specific to each woman. They are tied together
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simply by their related design styles. The designs
are set to square proportions, with the content
written out underneath. I believe this is because it
began as an Instagram series. The posters for sale

in the shop feature the same designs.

I does not appear that a specific audience was
targeted, but rather a specific goal of using design
to place emphasis on these overlooked women

of history. The style of the designs themselves

is consistent with other pieces that are shown

on her social media during the time this project
was created. It was showing that the project

was more derived from the creator’s internal
motivation to create art that could have an
impact. Once the project expanded, the posters
were specifically geared toward the people
marching in the Women’s March for Science.
When the exhibitions were shown in the North
Carolina of Museum of Natural Sciences, and the
3 Second Gallery in the Netherlands, the designs
are content were reformatted to appeal to a more

general audience.

The project shows that when design principles

are applied to stories in order to highlight
underrepresented groups of people, it can be
successful. The design works to draw the user in,
and the content is formatted in a simple and easy-
to-understand way, making both the visuals and

content digestible, memorable, and exciting.

L p— BEYOND CURIE

— Beyond Curie is a design
project that highlights badass
women in science, technology,

engineering + mathematics.
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Source
Phingbodhipakkiya, Amanda. “Beyond Curie-a Design Project Celebrating Women in Stem.” Beyond
Curie-a Design Project Celebrating Women in STEM, www.beyondcurie.com/. Accessed 28 Oct. 2023.
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HER STORIES In
GRAPHIC DESIGN

Case Study | Visual Analysis

Case Study

Written by Gerda Breuer, HerStories in
Graphic Design is a textbook-style book
that shares the impact that women have
had on the field. The subtitle to the book,
written both in English and German, states
the purpose as “Dialogue, Continuity, Self-
Empowerment, Women Graphic Designers
from 1880 until today.” The inclusion

of these stories being self-empowering
matches well with the research that I have
done on the impact of role models and
representation. The title of this book is a
reminder that history is just as much about
the present impact as it is a record of

the past.

In 2012 Gerda Breuer wrote a textbook on
the same project with another academic,
Julia Meer. The book was titled Women in
Graphic Design 1890-2012. Its difficult
to find a copy of this book today, as it

is out of print. The cheapest price to
purchase on Amazon is $162.00, making

this information reasonably inaccessible

and outdated as it is over a decade old.
HerStories in Graphic Design serves as an

updated version.

In the preface, the author discusses how
“new knowledge about design and its
history is finding its way into digital
encyclopedias; geographic peripheries and
ethnic marginalization are being explored;
and the idea that there is one authoritative
canon s being questioned, along with the
exclusion of women this has often entailed
(Breuer)” The author also touches on
Martha Scotford’s idea of “messy history,”
and uses that as support for adding this
stories to the official “canon.” The book’s
goal is to show the “unbroken presence

of women in design history (Breuer).”
find the use of the word “unbroken” here
to be a powerful one that sets the tone of
the information as fact that’s simply been
overlooked. The author mentions that
despite this new research, it will not be
until the information is integrated into
the official canon that the assumption that

women were not present during design

history will change. The purpose of this book
relates directly to the motivation behind my
project. The key difference is that while this book
calls for an integration of information on the
academic side, the goal of my project is to directly
appeal to a younger audience to change the

perception of the younger generations first.

In the acknowledgments section, I can gain
information on how the rights to images were
obtained. For some of the images, the artists could
be approached directly since this book features
work up until the present. For other historical
images, the author had the help of multiple people.
Those people worked at museums, archives, and
universities. The approximate total of people and
organizations thanked for obtaining the images
was 60. Seeing how many people it takes to gain
these credits allows me to understand the reality of
what my proposed project may be. For those zines
where I intend to feature the work of the designer,
it can be an option to explicitly say the image is
pending approval and only show those specific
zines as a proposed solution with no intention to
sell or share beyond the thesis project. Another
solution could be to have a QR code on these zines
that links to a social media video where the art can

be shared with fewer accreditation limitations.

‘The content of the book is formatted as a textbook
but reads much more conversationally than typical
textbooks. The language feels warm and less

sterile than my experience with official textbooks.

This would be a great element to bring into the

content writing of the zines as it creates a sense of

relatability that keeps the audience engaged.

Visual Analysis

The level of detail and intention that has been
put both into the design and physical form of this
book clearly indicates that the intended audience
is those within the design community. The book
was published by Jovis, an independent publisher
of Architecture, Design, and Society based in
Berlin. The cover of the book is made out of a
thick bookboard, bound together by a marbled
interior page that’s black
in color and can be seen
on the spine, and bright
red on the interior. The
pages of the book are

flush with the cover,
PHabeps. Mottt e, Aelistevrads bl piemgrn
el amle Brwer ‘¥

suggesting that the i wmeian ey
pages were cut after
the book was bound.
The type on the title of
the page is left aligned
and set in a geometric

sans serif. The subtitle

is much smaller in (Breuer)
proportion and is set in a serifed typeface, pairing

well with the title text. The color of the title is

an incredibly bright neon pink, and with the

focal point of the cover design being the title, the

pink plays a key role in creating a very noticeable

design. The use of red, black, and neon colors has

been seen in each of the projects on which I have

40



performed visual analysis. I believe this is because
the information is something that is fighting to
be seen. Therefore, when it comes to applying any
visuals, bright, strong, and almost intrusive colors
are used to further the message of expanding

the canon.

The first few pages of the book are entirely black,
with on image from a woman artist on each page,
serving the purpose of introducing the reader to
the work and setting the tone for the content.
Each chapter section of the book has a full divider
page set in a bright color with flushed text running
vertically up the composition. The page numbers
and section titles run
vertically on the right
side of the page, and the
colors of these change
according to the color
theme of each chapter.
This encourages a sense
of cohesion for each

chapter. While these

layout and design

(Breuer)

choices may not be as
extreme as those that
would be considered relevant to zines, they still

show a break from the norm, which feels necessary

when presenting information that is just that.

The design should match not only the tone of
it but the nature as well. When presenting ideas
that are against the mainstream, the design should

follow suit.

4

The text is set in two columns. The column on

the left is in full black, while the column on the
right is in English and is set in gray, suggesting
that English is the secondary language for this
book. Having been published in Germany, this
makes sense, but it also could be another element
making the information of the book inaccessible
or intimidating to members of Gen Z, which is the

target audience of my project.

On the cover of the book, the designer is credited
on the bottom left-hand corner. It’s very rare to
see a designer credited on the front cover of a
book. Often if they are credited at all, it can be
found on the first interior
page alongside publisher
and edition information.
This accreditation speaks
volumes about the booK’s
commitment to bringing
women’s contributions

to light. In a sense, the
book practices what it
preaches and breaks the
norms of what is typically
expected when it comes
to crediting designers. This is an element that
would like to bring into my own proposed project
by crediting the type of designers and any images
used throughout the design. It’s also consistent
with what I've seen in other projects like Women

in Type.

Dlalage, KentinuilAten, Selbitermbchtigienor
Graflkderignerinnen 1
[ Lt el

Katia Lhs [Tmtagn)

Source

Breuer, Gerda, and Katja Lis. Her Stories in Graphic Design: Dialoge, Kontinutititen,
Selbstermichtigungen: Grafikdesignerinnen 1880 Bis Heute: Dialogue, Continuity, Self-Empowerment:
Women Graphic Designers from 1880 until Today. Jovis, 2023.
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WOMEN In TYPE

Case Study

The Women in Type project is a three-year
research project from the Department of
Typography & Graphic Communication

at the University of Reading in the UK.
The project took place between the years

of March 2018 and November 2021.
Funded by a research project grant from the
Leverhulme Trust, there are several people
who had a hand and bringing the project to
life. Prof. Finona Ross led the project, Dr.
Alice Savoie was the principal researcher,
and lastly, Dr. Helena Lekka was the post-
doctoral student. The primary “home” of
the research found during the project is the
Women in Type website, which was created
by Alice Savoie and designed by Mathieu
Triay, so that people would have an easy

way to access and share the research found.

The project exists to support the act of
“Rediscovering women’s contribution to
type history.” It emphasizes the importance
of typeface creation and the role that it
plays in how we communicate culturally
and then goes on to say that design histories
have often overlooked many of those who

created typefaces during the industrial era.

The reasoning the project states is that it’s
often assumed that typefaces are created
by the work of one singer creator, whereas
in reality, it’s usually a collaboration and
multi-step process that involves a variety
of people. This line of thought supports
Martha Scotford’s idea of “Messy History
vs. Neat History,” in that “Messy History,”
is a way to show that many design projects
were collaborations. The project notes

that many women were employed by type
manufacturers and deserve attention for
their contributions to type during the 20th
century. The research specifically focuses
on women between 1910 and 1990 who
worked for two main companies, the
Monotype Corporation and Linotype
Limited. Both of these companies are
British, which allows for easy access for the

project researchers as they are both based

out of the UK.

At the footer of the website, the Credits,
Thanks, and Contact information sections
are found. Through the Credit, and Thanks
section, I'm able to gather some clues as

to what the process for obtaining rights

to the images was. It explicitly states that

the images presented on the website are

from collections for the University of Reading,
the Monotype Company, the St. Bride Libray in
London, The Type Archive in London, a museum
based out of Lyon, and personal collections.

The project being created by a professor in an
academic environment likely gave the project
access to images that would otherwise be difficult
to obtain. The project being funded by a grant
allows for a level of trust and respect to be given to
both parties, making the likelihood of obtaining
the rights for the images higher. The project also
thanks twenty-nine individuals from the various
organizations listed in the credits. This shows is
the amount of communication and connections
necessary for showing historical work and that

the process can take time. As this relates to the
solution presented in my proposal, I believe the
best plan of action would be to begin that process
as soon as possible. Still, if it’s not possible to
obtain rights before the finalized project, it can be
an option to show the work but explicitly say that
the relevant images are “pending approval.” Only a
select few of the zines that are planned will feature
designs from the individuals that are highlighted,
allowing for the rest to continue through the

design process with fewer restrictions.

The website features an “Explore” section that

is comprised of articles that cover the following
topics of “Women & Work, Design Contribution,
Approach to History, Technology, Feminism,

and Women’s Stories.” Each of these sections has
several short-form articles that relate to the topic,

allowing for a variety of information to be shown,

all underneath one umbrella. The collection
of zines that I have proposed is very similar in
structure. The most significant difference is that

the zine project is in print form first.

Visual Analysis

The Women in Type project features an easy-to-
navigate website. The individuals of the project
recognized that having the research found during
the course of the three-year grant-funded project
being shown solely through academic articles
would create a barrier for the average person to
find and appreciate. The website is constructed as
a simple one-page site with only a few different
sections. The colors used are bright, with the key
colors of the site being a default blue and a full
black. The decision to
use a color palette that
is so heavy could speak
to the nature of how
the designers wished

to communicate this

information. The intense
colors suggest a boldness 1 n (Sm/e )
that presents the information as concrete truth. A

parallax scroll is used throughout the entire site,

which makes it feel like it has a sense of movement

instead of simply being stationary.

The hero image of the website begins as a full-

screen image of overlapping photos of women

working in the field. The colors of these photos

are yellow, teal, and pink, and it looks as if they've
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been edited using a gradient overlay or blending
mode. As you begin to scroll down through the
site, the photo moves to the side to reveal the
website’s title underneath. This creates the feeling
of revealing or uncovering hidden information for

the user right from the start.

The website menu is straightforward. It provides
navigation for a Reading List, Explore, and
Colophon. Being a one-page website, if you select
any of the navigation options, it scrolls down to

its location. The home of the research is within the
“Explore” section, inviting the user to take time
and sift through the different topics provided.
Each article is shown with a banner image related
to its content. Once the user hovers over the article
section, it shows the same image with a neon-
colored color overlay or gradient map. The articles
are typically between three and five paragraphs,
with all including photographs of women and
some including video or pull quotes that have been
highlighted. This is another example of writing
information in a way that can be easily understood
and keeping the read time between five to ten
minutes per article. This supports having the
content within my solution “chunked” and paired

with visually exciting imagery.

The website title and title of the project are set

in a calligraphic sans serif, bridging the gap
between a hand-lettered type and something with
more structure. The typeface creator is credited
at the bottom of the site as “Gig” by Franziska

Weitgruber, with the body copy text credited as
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well as “Grotesque 6,” by Emilie Rigaud. This is a
small detail of accreditation, but it speaks to the
heart of the project. Rarely, if ever, is accreditation
of the typefaces creators given within a project.

It’s also significant to note that women created

the typefaces used throughout the project. This
could be an important element to add to my final
project. Often, type is used to be invisible, but this
project has been written for people who are already
invested in the creation and usage of type. Noting
the type designers furthers the project ethos, and
it’s something that I believe the project’s audience
would appreciate. Within my project, this could
simply mean that I should follow suit in using
type that has been designed by women to show an
additional element of the impact women creators

have had on design as a whole.

There is a significant difference in audience
between this project and other projects, like
Beyond Curie, that I have analyzed. This Women
in Type project comes from a place where the
writers assume that the audience already has a base
level of knowledge of type and the production

of type during the industrial period. This helped
me to realize that if I plan to target Gen Z then I
need to introduce some explanations of concepts
or different design eras before I dive into the
contributions. This can help the information reach

a broader and younger audience.

Re dﬁr_g Llfs'f

my—pr— ] pe———

Source

Savoie, Alice. “Women in Type — Rediscovering Women’s Contribution to Type History.” Women in

Type, 2021, www.women-in-type.com/.
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VISUAL SOLUTION

The visual solution is a collection of zines
focusing on the stories of individual
women and groups of women, all housed
underneath one brand. Every element has
been created to appeal to Gen Z in order to
solve the issue of the lack of representation

in graphic design history.

Each zine design was created in order to
amplify the stories and works of the artists
within the story and bring awareness to
both their lives and their work. Each zine
features a unique cover design to draw the
attention of the audience and three interior
spreads. The final spread is typically reserved

for examples of the designer's work. These

are poster zines, meaning that each zine
has a poster on the interior. The poster is a
continuation of the zine design featuring
a quote from the designer. This creates an
interactive element to the print pieces.
Allowing the audience to explore not just
the interior of the design, but uncover the

poster on the inside as well.

The color, type, design, and content all
work together to create a visual experience
for the reader that approaches history in a
new way. Generating an interest in the topic
and increasing representation for graphic

design history.

S0



MOODBOARD

The moodboard helped to define the
aesthetic direction of the overall brand. It is
a collection of different design pieces that
have been identified as inspiration for future
brand design. For these pieces I focused on
collecting designs that featured bright and
bold neon colors, as well as zine layouts.
This direction is reinforced by the Gen Z
trends stated in the literature review. The
moodboard provides a path for the rest of

the design and type styles.
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LOGO SKETCHE

The sketches were an important part of the
design process because they allowed for a
brainstorming process and ideas to be formed
before any design went to the screen. It is in this
phase where different potential logotypes were
explored. Some of the sketches focus on using
curves heavily, and some focus on a large contrast
in widths. Once a final sketch was chosen, a
refined draft was created and used to create an

orignial logotype in vector form in illustrator.
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LOGO DESIGT

The purpose of the revised brand is to house
the collection of the zines underneath it. It
will function similarly to an apparel brand,
with one cohesive brand housing several
different types of designs and styles and the
repeating element being the tag on the back.
This logo has to have the ability to stand out
to appeal to its target audience and blend in

enough to allow the individual zine to shine.

The intent for the brand is for it to be a
little chaotic while still remaining minimal
enough to pair well with many different
design styles. Each design element within

the logo design was done so intentionally.

Inktraps

The “ink traps” to signify an intentional
space that is created for the gap to be filled,
which correlates to the overall thesis research

of women in graphic design history.

Inconsistent Weights:
The inconsistent weights are intentional,
they were built to add a bit of forward

motion to the logo, to play on the

tH)

inconsistencies of the “clean” version of
history, and to have the curves of the R and
feel more consistent throughout. It's meant
to be intentionally “messy,” and wonky. The
thick thins are slightly inconsistent from top
to bottom and some art nouveau-inspired
curves in the R and S allow for some
breakaways from a standard geometric

sans serif.

Tagline

It visually shows the idea of design history
that is being stretched. The tagline helps

to represent what the project is focused

on. Depending on the series of zines, the
brand is housing the first two words can be

switched out.

REVISED
REVISED

WOMEN IN GRAPHIIC DEESIGN HISTORY

GRAPHIIC

DEESIGIN

*
WOMEN IN 7;0 S
HISTORY sy H TR
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COLOR

The colors have been chosen to be fluorescently
bright and vibrant. The hues are meant to jump
off the page and appeal to the target audience.
Gen Z’s color expectations tend to be high-

contrast and pull from neo-techno eras.

The primary colors within this palette are the
black, and the neon green. This has been done
to work outside of the expectations of what
people may assume a women-focused project
may look like. It’s also been chosen to pull from
the neon green color psychology of evoking

feelings of energy, creativity, and newness.

§7

Throughout the creation of these zines this
specific color palette was used. Some of the
colors have better relationships than others.
This aspect is shown by the color pairing blocks
on the right hand of the palette. Having this
guideline has helped keep the project cohesive,
even though there

are many different typefaces and

layouts throughout.

CMYK:0,0,0,100 RGB:0,0,0 HEX:#000000

CMYK:100,100,0,0 RGB:46,49,146 HEX: #2E3192

CMYK:0,6,6,0 RGB: 254,239,232 HEX: #FEEFES8

CMYK: 0,50, 2,0 RGB: 244,154,189 HEX: #F49ABD

S8



TYPE

Typeface choice are a crucial part of any brand,
as they carry the feeling and tone of how the
brand will be perceived by it’s audience.

The type “Inge” is the primary header font, but
another bold choice was needed to bring in
that “mess” element. For this, I chose Modula
Round OT. The choice of type for the headline
text, and callout text do have the potential to
clash, therefore it is important to be careful
with how they are used together proportionally

wihin a design.
The choices had to carry an energy to them that

matched the purpose of the overall project and

grabbed people’s attention quickly.

$9

Since this is such a type froward project, the
type choices needed to be able to appeal to Gen
Z who, based on my research, have a fondness

for nostalgia and unique and expressive

typography.

The type shown is specifically for the REVISED
brand, and many other typefaces were used

throughout the project.

- H [ﬂ " l| N [

CoFo Gothic VF Bold SUBHEAD TEXT

CoFo Gothic VF Light Body copy text. Body copy text. Body copy text.
Body copy text. Body copy text. Body copy text.
Body copy text. Body copy text. Body copy text.
Body copy text. Body copy text. Body copy text.

— HLIITTEY
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BRAND GUIDELINES

The brand guidelines were created in order
to set the intention of the brand clearly. It
helps to set the tone for whoever may be
creating work within the brand. As I see
this project having a future of collaboration,
it was important that the guidelines
communicated more than just the rules of

the brand, but the tone.

I begin with a purpose section to help set
that tone. A key aspect to this was the “Ode
to Chaos” page which says: In 1994 the
academic Martha Scotford wrote the article
“Messy History vs. Neat History,” within it,
she takes a good hard look at the traditional
way in which we tell stories about design.
Neat history is the type of history people
are typically used to. It’s packaged up
nicely, it’s clean-cut, the audiences are
clearly defined, and all questions are easily

answered. The issue with this, as stated in

61

her article, is that this type of history serves
the establishment well, and leaves a narrow

view of history.

Messy history, on the other hand, is more
open-minded. It includes collaborations,
unions, and smaller-scale design works, and
there is more room to tell a truer version

of history, giving those stories that existed
outside of the establishment a chance to be

on the forefront.

This brand seeks to be a representation of
messy history both in form and content.
Inviting a little bit of chaos into each

design, while still maintaining a consistency

to establish the brand.

REVISED

WOMEN IN GRAPHIC DEESIGN HISTORY

BRAND GUIDELINES

hatl  O0ETE
MIENGE

REVISED BRAND GUIDELINES

REVISED BRAND GUIDELINES
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WITH TAGLINE

REVISED

WOMEN IN GRAPHIIC DEESIGN HISTORY

TAGLINE

Here, it the idea of design history that is being
stretched. The tagline helps to represent what the
projectis focused on. Depending on the series of
zines the brand s housing the irst two words can
be switched out

REVISED BRAND GUIDELINES

SOCIAL MEDIA USAGE

INSTA/TIKTOK

This version of the logo was created to be used in
social mediaicons to fit both the Riand the tagline:
within a profile image.

REVISED BRAND GUIDELINES
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PRIMARY LOGO

REVISED

INKTRAPS

lincluded litle “ink traps”to signify an
intentional space thats created for
the gap to be filed, which correlates to
my overall thesis research of women in
‘graphic design history.

REVISED

1con

THE STAR OF THE SHOW

‘The most characteristic character within this
logotypeis the "R The curve of the bowl and the
Kick-up of the tail,this letter was created to stand
out. It will be the element that ties each of the logo
variations together.

REVISED

THE TAG

WOMEN IN
GRAPHIIC
DEESIGN
HISTORY

CONSISTENCY IS KEY

The Revised brand is about making inconsistencies.
feel consistent. I order to properly house each zine
underneath the brand, it will have a simple black tag,
with the off white color "R on the back cover

REVISED

INCONSISTENT WEIGHTS:

The inconsistent weights were buit to add a bit of forward motion to the logo,
to play on the inconsistencies of the “clean” version of history, and to have
the curves of the R and feel more consistent throughot. It's meant to be
intentionally “messy:”and wonky. The thick thins are slightly inconsistent from
and S allow for

BRAND GUIDELINES

BRAND GUIDELINES

USAGE EXAMPLE

BRAND GUIDELINES 14

1)1/ —

SUBHEAD TEXT

Body copy text. Body copy text. Body copy text.
Body copy text. Body copy text Body copy text.

Body copy text Body copy text Body copy text
Body copy text Body copy text. Body copy text

CRLLOUTTHET

“PLEASE USE RESPONSIBLY

Thetext size h

JTEATION

q proj
done so intentionally. The zines will feature a variety of
typography, embracing the "Messy History” aesthetic
while paying homage to the counter-culture history of
zines. The one commonalty that althe typefaces will
haveis that women have created them. This tekes a bit of
research to confirm, but tis project should be thorough.

The typefaces chosen for the brand are no exception.
They have been created by women and are meant to be
used in very specific instances. The brand willfeature
aposter series where the typefaces will b the most
prominent and through specific social media posts, as
well as the website and the brand explainer zine.

REVISED BRAND GUIDELINES

Inge Variable
210pt

CoFo Gothic VF Bold
20pt

CoFo Gothic VF Light

Modula Round OT Ribbed
100pt

REVISED BRAND GUIDELINES

Qg

The colors have been chosen to be bright. in your face,
and bold, and they should be used accordingly.

Color palettes have natural elationships, some of these

were created to pair together, 501t important they re
partner

the “Color Friends,” section.

REVISED BRAND GUIDELINES

CMYK: 0,0,0,100 RGB:0,0,0 HEX: #000000

CMYK:50,0,100,0 RGB:141,198,63  HEX: #80FF00

CMYK: 100,100,0,0 RGB:46,49,146  HEX: #2E3192

CMYK:0,6,6,0 RGB:254,239,232 HEX: #FEEFE8

CMYK:0,50,2,0 RGB:244,154,189 HEX: #F49ABD

COLOR FRIENDS
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“TYPE TAGS™

The typefaces chosen throughout the project
outside of the brand have been picked
intentionally. The zines will feature a variety
of typography, embarrassing the “Messy
History” aesthetic while paying homage

to the counter-culture history of zines

and the aesthetic of the designer. The one
commonality that all the typefaces will have
is that women have created them. This takes
a bit of research to confirm, but this project
should be thorough. Typically, I would find
the creators of the typefaces by using Adobe
fonts, and looking at the typographer or

type foundry the type originated from.

All Type Families used:
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PROGRAM

Zuzana Licko

Matrix Il

Zuzana Licko

Stolzl

Mariya Lish

Tarol Gothic

Alexandra Korolkova &
Alexander Lubovenko, Paratype

June Expt
Variable

Fernanda Cozzi &
Oscar Guerrero, Fer Cozzi

Abril Titling

Veronika Burian &
José ScaglioneTypeTogether

IONE PINE

Amy Hood

Fernanda Cozzi

NGt UARIABLE

Fernanda Cozzi

92 |

Sabrina Mariela Lopez

%gz/

CoFo Gothic
Variable

Maria Doreuli

Manofa

Mariya Lish

Maiola

Veronika Burian

HINOOK

Type Design Based on
Angel DeCora Lettering

Sierra Schneider

LO-RIRES

Zuzana Licko
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CONTENT CREATION

Writing the Stories

I wrote the content for each zine using a style

that felt conversational and easily digestible. I
often used multiple sources for each zine’s focus

to ensure that the information I was writing

was accurate and up to date. The creation of

this content was a labor of love, and one that I
thoroughly enjoyed. For each story, I was able to
dive into what made each individual designer or
group of designers tick, getting a clear look at what

motivated their creative careers.

Each zine applies the concept of “chunked”
content creating short paragraphs and using design
elements to bring attention to key points. The

images that feature the actual design work from

the women are pulled from online sources and

placed at the end of each piece on a blank spread.

This allows the designers’ work to stand apart,

unencumbered by other design elements.

I ensured that I included information that gave
conext to the desginers stories. I discussed where
they were from as well as indidivdual experiences
some of them had, and their beliefs. Having this
context is crucial to better understanding thier
work. The content is designed to be a jumping
off point for the audience. Introducing them

to the topic, but not overwhelming them with

information.

it - i
- Hi

PROCESS
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ZINE CREATION

Brainstorming &
Design Process

Each zine features graphics created specifically for its
story. The design is created to find a balance between
current trends, Gen Z preferences, the designers work,
and reflectign the contet well. In order to do this

successfully, many unique graphics were created.

AUDIENCE

TRENDS

CONTENT

ol
JReTON
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AngelDeCora
Cover Design

When thinking about how to pull
inspiration from Angel DeCora’s work and
pair that with modern trends, I focused on
a typographic approach with textures and
gradients implemented. I created a cloud-

like gradient to call back to the Ho-Chunk

D= HINOOK CoFo Gothic Variable

UR L Type Design Based on Maria Doreuli
Angel DeCora Lettering
Sierra Schneider
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(Winnebago) meaning of her name, which
is “Women Returning Back to the Sky.”
For the typography, I built a typeface based
on a hand-lettered type specimen DeCora
created for the “Indians Book.” Combining
these elements allowed me to create a cover
design that amplified her work and pulled
in design trends through the gradients and

the neon green color.

Alllakul

Lk CORK

HINODOK-MAHIWI-KALINAKA

TN

Typeface Creation
Y YYRYWY
XF ¥ 1

IL TEELR Y

Angel DeCora, Winnebago lettering (detail) for The Indians’ Book, 1907.
Collection of Letterform Archive.

Hinook
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Bea Feitler Susan Kare

- - : :
Cover Design Cover Design ‘ h—d
Bea Feitler’s work has a common theme of being Susan Kare developed the iconography :;\] ’t_"‘ 5\3‘;;
bright and bold and often features all-caps typography. and typefaces of the first personal ™ - e

For this design, I focused on creating a type pairing Macbook computer in 1984. The

' 2 =
that matched the artist’s energy. I used a highly research revealed that nostalgic graphics A

condensed typeface and paired it with an extended and also “Y2K” graphics were trending,

typeface to make a high-contrast pairing that can making this zine the perfect opportunity K/E 3 EF' ”H
<

rab the audience’s attention and pulled inspiration to combine trends and design history to
g p p g y

create a cover inspired by the designer’s o % I%P </%
work that would appeal to Gen Z.

from those Nostalgic trends that appeal to Gen Z.
The primary piece of inspiration for the cover was Bea

Feiler’s 1972 cover for Ms. Magazine. This cover is a

A few of Kare's Macintosh system (Hintz)
quintessential example of her work, and the design is Bea Feitler (Eenas) and application icons, 1983-1984
X X Cover for Ms. magazine
something that has stood the test of time. 1972
Fooo |
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Louise E. Jefferson _
THE NEGRO

Cover Design IN NATIONAL
DEFENSE

Louise E. Jefferson was a multi-talented
artist. She had so many different examples

of work from various fields it was difficult to

5 NAAC P

find a distinct direction. I decided to focus CONFERENCE
, Houston. Texas

on pulling inspiration from textures and JUNE 24-29

patterns within her graphic design work. I

then updated it to have brighter neon colors
that fit under the brand and added an offset
square effect within the flowing lines to call

back to her work in cartography.

(Arceneux-Sutton)

DESIGNER « PHOTOGRAFPHER - WRITER

LOUISE E.
JEFFERSON

Palymath:

fincredibly good ot mare than ome thingl

Watch alecture on her work

o parson of wide-rasging
krcraderchgm o laening

CALLIGRAPHER « CARTOGRAPHER + ILLUSTRATOR
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Corita Kent
Cover Design

Corita Kent has a large body of studio
artwork that spans from abstract painting
to serigraph printing and the use of type
as art. For this design, I focused on pulling
inspiration from her distorted type pieces
and bringing that element into the design
by using photoshop and blending modes.
I chose a typeface that was consistent with

her style, but not exact, and warped it until

the composition felt balanced.

0 ]

DE=S itling Maiola

[)R urian & José Scaglione Veronika Burian

jether
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Sylvia Harris
Cover Design

Sylvia Harris’s body of work focused on
purposeful and functional design for
people. I was able to find a copy of the year
2000 census that she redesigned and used
that document as a design element. This
gave me more flexibility with how I wanted
to apply the images and textures. For the
typography, I chose a variable font that
allowed me to mix the letterforms in a way

that called back to current design trends.

-

WOMEN IN
GRAPHIIC
DEESIGN e Expt Variable
HISTORY -
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Syluia
Harris

Citizen Designé ‘

I

DIE[S]1]CIN] [FlOfR] ] |
THHIE] [PIE[OIPILIE] | |

Sore Popiz kloee
Cover Design Hausfrauen

For the cover design for Popitz, I drew inspiration
from the work during her Bauhaus era. I relied on

a grid in order to set the typography and design

elements and then brought in reproductions of design
elements that she used in an ad. These design elements

will be shown through cutouts on the cover into the

interior. Since Poptiz used specialty printing like - asger ate
letterpress into her designs. For this reason I wanted zumaligem Preise
to bring the unexpected aspect of a cut out to her zine g TH U G lN A
. H H C.ﬂ 55TES FACHGESCHAFT LEIRPZIGS
design. I also placed soft, colorful gradients in the SR T e (LT

background to tie in trending design elements.
(Morley)

o0 SORE

POPITZ

OO8

onhe of
the many

2 women
$28 of the
) e 583 bauhaus
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Blue Teeth
Cover Design

'This Zine focused on the content from one
specific article. Because of this, the content

and story was shorter, allowing me to explore
alternative zine folds. In addition to the new
zine fold I created a design that paired well
with the subject of the article and pulled from
brutalist design trends. I used free medieval
inspired illustrations, heavily edited images, and
hand drawn elements to create a cover design

that would appeal to the target audience.

history can
be revised, o

updated, & ,
chianged YOU'VE GOT

SOMETHING INYOUR feetl)

d )
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i
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3
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o
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Bt AL £ X

e a— i)

you should reallp
theck that out
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The Committee
Cover Design

The Committee features the story of a group
of women who created the book “Bookmaking
on the Distaff Side.” The book is a potluck-
style book with different approaches to setting
type. | used this as inspiration to make a type-
forward design that makes the typography the
primary feature of the layouts. I kept the cover
simple to play on the authority and mystery
of the name “The Committee.” I also used a
paper texture to further the feeling that the

audience is looking through an old book.

SCAN ME

/ Matrix II CoFo Gothic Variable
UR Sabrina Mariela Lopez  Zuzana Licko  Maria Doreuli

THE COMMITTEE

A Brief History
of

bookmaking on
the distaff side
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The New Deal
Cover Design

The New Deal shows the work of several

different artists and designers who designed "ﬁ IE | ﬁ

national park posters. I focused on drawing
WHTITRRET PRILY THLE PLIEE
inspiration from Dorothy Waugh’s designs

and adding western-inspired illustrations. "l]hﬂna’ n’l h

I used free images of national parks for

commercial use and edited them in the o
(50 Nifty Finds)
same style throughout.

THE FEDERAL
ARTS PROGRAM &

— 7 WOMEN

79
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ZINE COLLETION

A Visual Representation
of Messy History

Each of the poster-zines were printed out
and folded. Together, they create a visual
representation of Martha Scotford’s idea
of “Messy History.” Each zine utilizes a
unique design direction but still looks as
if it’s part of a collection because of the

consistency in color.

83
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Syluia
Carris

Citizen Designer
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e DESSIGM
HHISTORY

In t:gus’c of 1229, the
s’m:k}'mrhe% ereshed.

Blanis Lalled, pesaipde putnie kil s whal wi kngw
i bt Gireant Deprtwsion begian, To oomibat this,
Presiclend Franklin D, Rocseveh pun it jprlace a s
of programs s profocts 1o Bl provides b snd
ir gormal, et the oo of those sflecied by the
Great Degerssann
e
st ol AP ot o ares wa s callisd the: Foderal At
Progect. Supoorted by Eleanas Hnn.-ﬂamwm/

FEDERAL A
ART WV

PROJECT

M

WWhiler thee prcagram wars impericL, it S4i gave chances
ot often recedvid for underrepresented peaplo groups
in thee ants. Warren Bke Donothy Waugh, Charkotee
Angus, Midred Walttip, and Kathering Mithous worked
#s graphic designers undés the poster division of the
Federal Arts Program

THE FEDERAL
ARTS PROGRAM &

WOIVIEI

Thesir posters wens croatid 1o encourage people to
wisit sticnal parks and poos, infarm them of health
s, and promate “calm” behandor during alrnsids.
It weas onee af the first tirmes there vas o collaboeative
effort o use poster design 1o educaba, inform, and
advertise to the publc.

“Mystery Veili the
Dgert Mathonal Parka™
Dorotty Wagh, 1934
S Ly Lt

il Ly 5

ﬁrftr'::

WTETLEYT PRILS THA BALAFY

Nafional Parki

Vs (] 10 femipboy b -0 [-work artiis, ghdng them
projecs for public and gosemmens space. Ever when
entas sl fureleng thi by wars o waede of monesy, Elearcs
Reosaryedt shood bry it. The geal that the Faderal A Project
hasdd 2t oot B0 Becorrglali wad 1a provide o spece inthe
arty o everyone, including women and maeginad ned
peuple groups

1 dedt st Ol s, rrvession, el e ke Py of Bhes other
progects, most of the cnpomunilies wisne gheen to men,
edvory with highasr pary than whal women snd peophs of

“Staln Parks”
eolor wold recese Doty Waugh
1935

To create the posters, all ustrations or imageny would have
1 b - drawm, long with the type. Then, they weuld go
thicugh o slassenn o IMhogiaph printing process. i i
a high el of shiilis o create this wary, and afl oo woman
restevtiiiiond were adepd at 1. Dorotry Wasagh in particulsr
created many posier desgns through The sSuscreen
proceds that hae drawn more attention to the Federal A
Projoct dosignens in rci i,

It iy st Uik 4 seriall 1hing {10 give someors the chance
B0 CHBIgN DOSTO, Bul in thirsd wosnen i It i allowod
themi o pursie a croative feld and gain independences
Some of the women went on (o have full carcers even atter
Ehet progranm ended, Wihile the Fedessl Art Project was not
peiwfesca, it garm puiscepbi Masch-nooded Oppounity.
.f"'\-,,-/:\“‘v’,flﬁl
- -

5 r Pl Procautions”

AIR RAID Gl

PRECAUTIONS

"Bk fiokd Zoo informeation”
Mikdeec] Wealtripy
1936-38
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DESIGMNER » PHOTOGRAPHER - WRITER

LOUISE E.
JEFFERSON

CALLIGRAPHER * CARTOGRAPHER = ILLUSTRATOR

Amaricans of Megio Linsags
1946
Loisdss E. pefferzon
Tihe Decorathar Arts of Arica

1973

THE DECORATIVE ARTS
OF AFRICA

“I"'m never bored.
If anything, | have
too many ideas.”

Loasse E. Jefferson
MAALP Fight Mew o Action

Ll f
IN NATIONAL

DEFENSE

Loutse E_ fefferson
AL Birtheley Bl Poster
1240
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T SHRLL NOT BE
LXPRCTEDR TO
TRACH IN THE
WHITE MAN'S

WAYa, BUT
sHALL BE GIULH
LUMPLETL
LIBERTY

TO DEVELOP THE ART OF MY OWMN RACE AND
APPLY THIS, AS FAR AZ POSSIBLE, TOVARIOUS

ANBEL BE CORA
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The Dauhous school ongd
MO I8 0 Turning
POt in ort orvd design

03 88 mary cifferent ort
forma pulled from g wark
o8 inaparation. Tha school
unsted oifferpnt ort forms
bow dotagn, architecture,
SUEtunes, M tOhwork
ond texties, foousng an
MOocsT et It wos olso

oo
ki Lk

139¢_ 1

1994

: 3@ of the
283 bauhaus

d i 3 l! thir echool's reprtation. To seaths THS Gansarn, Chay
¥ NI

o of the very few orts
#chools that openad ita
CO0rS TO WM, wisch
recsited i Tham recahing
mere applcotons from
women: than men. For the
OOTINSTIOtcn, this wos
COnGBrEngG. Tha schoal s
ipafeshin beleved thot
too Fegh of on ottendance
Froem wormen woulkd lessen

placed women in aneas of lsanmng that they desmed
apEropiots faf Thir pendir Wamish wars rgioted to
tha teatied saction of 1he lowfend, O DTy desmad
wuitnbiy for them Bwantuclly, Thit section of the school
el GO Gn 10 basome ane of Uhi MoAt comimarCioly
Bucckiiul areas. The anly kndwen graphes daigres froem
the Bonfaus school won Sore Pogets

3

Sdne Popetr, boim in 9%, wos drown to art from o yoong
e Her grondmother encowrnged this v of ort, teling
e T gHCE L O pMSREENLAR WiTh That paintirush, PopRT
weausd dAtrate her grondmathers folctoles, Though
thi, she lsomad how to tell stones with imoges from
the beginning

I 1577, Popits enrobed ot the Leipog Acodemy of Fne Arts,
whene she took closses on bogk design, Typogroshy, ond
OdveTising crophics. Her work guckly siood out in this
community. ond she won 0 poster oompotition in W20,

“__

A tlrring point for Popits wos in %23 whon she ottonded
9 Waimr Bouhous show. She wos mmesotely sorck [N
Moholy Nogpy's typograpty work ond madsmism

In Constong PurEuit of impreang hor work g
finding community, she decided 12 attend
Ehel Bousshenas, sayng, I went 1o the
Bouhous becinse | wos keen o Mt
mpﬁmﬁ " Bhwy ot tencied
the sohool for twe semesters,

¥ing into the school's goreral
Sha was there for
BOMOSTRNS ongd then decided
8 bote. While it's not totoly cleor
Wiy she ket in her diary, she wiote
Ehak sho “could rof g in with th
Besuhoue neat developments

Mar departure wos well-timed. ' she hod continued
N the curriculum, 3 would Boaly hove Besn regulated
o the teatiln department

Shie retLTd T0 Lpg. ond Dacomd 0 freeoncer
Popits printed business cords that Fsted her as
O BEDCIOEST in "acherTisrdg dafgn ™ 1T Wi rone
Fow woman to fresloncs in odvertsing and ot
chraction, bull PopitT paristed. She Sesgnod
work that held o uniguely feminne perspective
e o that ahs woR O wiaatils dasigner wha

wll, L

wins able b mekd har work (0 the clent.
deiighing posters, brochunes, Book coues,
ond oovertisemants. She not only hod o long
profensoral cores, Bt i olso panted O series
o ficwers o8 0 woy o express herseif creathmly
cutsiche of her work. The thos npact of her work
TunaTily, netr be inown, o8 much of

ner Bouhows-81a wors wors destroyed during the
pombing af Lepzng

Bére Poping
A tinmany d o
tor Thigng

b

LT ehehr
PR P R TR R

l B Rrrh e

2o popit: EEEEEERY

Brochure cover
for the pusigher
Dt Beyer

el 1A

B5re Poplis Cover for des nass bnie, msus 12, W3
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THE COMMITTEE

SCAN ME

—+
A i Moy
ar
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the distall ssde
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ot o e et by
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ookl it s il thos gyl
WENCTITE Ry drd n W s e
0 ot e Frirde s haads, Wi,
el Wikt st ey B Edna
Fumbenisn, and i aiticho by Ldng i
Whualramiirs on prrten (minfes due
Caslomrand hrrwsic ot week i o atticie
S TWANTHL ik T b Y e
Vv ot P Bl e,

The batstincagee o] hygaogragshers
vl beowkomuskents, @1 e 1930 wars
prethorranansly masie, The commitaes
SREDFE W M WIS Cor A i
e arbia: acdvancg) s s Jlice i
s Dra. Tilitng i ALAACH Thal wors dRiinctly
ipisorit of s vl Typographie chubn that
{rriiit st verrrm {imm jrining
LATErYL Py g Ve TRETT O [T it
ke snd schemroatment opisorursties
Thwty miew wrry Btonally N s cedd mr®
e s ehel”

Wllskrag an ol Aerricsbe Exosi Lopsted an
pspETLnTy W W ssh moeked sl
wery byt thas Sk, froarm At e

s e i 5 g okl 11 e

g k] i it shopn prrdensaraly. The
Egttmartod, ey tons of o aciies nebed
Wi e sorgan s of ofhers ey hos

S e Rscd 3 s by oot 112 el
venrm clecir by 15 bringprg e togeshe amd
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detest the books which the

collector desires and admires.

First, they don't understand

them; second, they are jealous

of their mysterious charms;

third, books cost money, and

it really isa hard thing for a

*But broadly speaking, women

lady to see money expended on
what seems a dingy old binding
or yellow paper-scored with
crabbed characters.”

+ derehrew Lang 1751)

o]

b
Lt

~“Poor man, his

experience with

the fair sex must
have been a very
unfortunate one.”

esbrmauzrey v e bl ke

i 1 s s ) s *

= ARLMIERAET HINL

- LLLLEWRRD 1D
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the beginning of anO lVEd ln the
Bookmaking on 1
the Distaff Side
...... . g %—_ % t
sEESC dl1 0
S (e e ey ;
=SE8ss
=8 = 8= : o o l
N = D= L S i ® g nd now, more than ever, they are to
—~L \ S S == i ' :
AR s B= S % [ n ® be found in the offices and factories
SN = concerned with the making of books. Yet
Q::\} ’ never before, to our knowledge, have they
8 g been organized into a group for the express
E’- E s E‘E _é T _§ é = purpose of producing a book, by for, and
m g < % = ; E ;'_E £3 ;-_: concerning themselves. Bookmaking on the
% 2 E % f 5 ;5“ %E £ Distaff Side is the product of their writing,
o) = 3 g2 E % = g_‘;r_-“ z g _ their designing, their type-setting and their
E _;_‘a.é E E?‘j %2% E 3 %:EZ printing; and while it has sometimes been
% E 2 5 E yE 8 = i E z % 3 necessary to call in the men for the more
] S8 ESYE S0 S menial tasks of the printing office, it remains
e BEEEESESES5E - THE COMMITTEE essentially a female book.
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lconic

e oeoe | designer

[ [ | whe

designed

icons

“And with it all, good
design’s not about
what medium vou’re
warking in, it’s about
thinking hard about
what vou want to do
and what yvou have
to work with before
vou start,”

Kincesm 2 the “worman wha gave the Macinbash a
smile” Sunan Kare desigred the clasaic o,
typefaces, and mary other elements of tha onginal
Apphe Macinbosh.

A the beginning of FE3, Susan Kane wark busy at
warh sculpling & commisioned ranorback hog out
of sl when her ol ihigh school classmate, Andy
Hertriold [Apple's lad softwane architect ), called
B0 recat ot loventh ot Appls. Apple was
dheveioping s raveril prodiacy, the Macirqosh
pevional compuber, and readad irsageny and res
typeiaces for the prolect. With a backgroundin
traditional art. Kans didn't really knire much st
graphsc design or designing fypedaces, But ahe did
recd bt Thits dieber heer. She went B0 s public lrarny
and gatheed boois on fypography, read them,
andl thisn brought them with ke to e inberview,
st in case.

SUSAH KARE

rDGCI

e
A= NEIIIE.I’%

Dersigrirs fot a digital workd was not just nes 1o
Fae Ut narw B0 EATyOne. W Wane BRBng &
P el with 1Fe Soncept of a "personal
compister” After joining Appie's toam, it was hee
ot b vk thay it el typaces. Toda
this. Kare purchased a grid notebook foe 8250
red (o o work. Sk usnd the bikocis of the
sketchbooks 1o mimic bitmap graphics, pulling
kpiration From hev studio an backgeound,
mossics, and nesdlepoint

Sarsan Kare had the challengs of creating a new
visual language that would have 16 be easily
unchergioad by peopln who have never used a
computes. She excelled gt creating icons that felt
Eiranably and intuitive, making Lsing this reew
technology feel welcoming and friendly, Susan
croated the “Happy Mac™ icon, which ks st wsed
ety 45 the face of the “finded” icomon Mack. In

el 1o koong, i developsd the system
fowrit bbop Chicaga, Sen Francisco, Genava,
and Mew Yok

The Macintosh was refeased in 1984 with the
rreernicrable Super Bowl TV ad inspired by Geonges
s 1984, This mears that Kare completed al
thi woerk pha i for Applo within ong imcrecibio
sk, g thenly Influneng & etingly rew
gerseration by ivirodduting 4 whils few digital
ey of SoMmUnisating with usen.

Following her position at Apple, Kire betama the
creative director at NeXT and then foundied Fer
even design frm, Susan Kare LLP, in 1938, She
desiger L interfaces for companies ke
Microgoft and Facebook through her company,
Today, she works a3 a Design Architect for Niantie
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 — check that out
history can
be  revised,
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WOMEN IH
GRAPHIC
DESIEM
HISTORY

In 2019 £apis
iﬂ‘illll WETS
found within
the teeth of a
1000-prar-old
woman

During the time of the
skull, lapis lazull was a

A few years ago, highly sought-after
archaeologists pigment, only given to the
discovered something most trusted of scribes.

unexpected—a female
skull, a millennium old,

\
with lapis lazuli found igment gias o
in between the teeth. gince 1"‘3"; st pwast
y the artist
of the pa

This find flipped the script on the
previous assumptions that those
lluminating manuscripts were
maonks, when in reality, many of
them may have been nuns.
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POSTER SERIES & SHOW

Visuals With Impact

For the final show and presentation of the
product, I created two separate poster series
for a total of 13 posters, and built a zine
display. My goal was to create an impact

on the viewer, and make a display that was
something they could look up to, furthering
the theme of increasing representation and

role models.

REVISED Poster Series

The REVISED poster series allowed me to
display the logotype and introduce the brand’s
aesthetics. I used content, imagery, and
designs from the zines within the collection
and used those as graphic elements to create a
composition that follows the trend of Hyper-
Visuality. The posters were created to be
displayed at .75 inches to create one image

when they are displayed together.

BOLD Poster Series

The BOLD poster series was created to share
uplifting messages using words that I've seen
repeated multiple times throughout the stories
of women. The designs are minimalistic and

use the REVISED brand typography.
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Zine Stand

The actual structure of the stand was created
using a table saw, miter saw, drill, and spray
paint. The neon green acrylic shelves were

created using a Glowforge laser-cutter.
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concLusion

In conclusion, REVISED provides
young college students with a tangible
and exciting way to learn about a gap

in design history. It gives them the
representation needed to have role
models and challenges the assumption
that women were not present in graphic

design history.

The physical form of the zines not only
fits well within the purpose of a zine,
but it also helps to give the information
a sense of permanence while still paying
homage to the ephemeral nature of the
design. While social media is a great way
to spread information, young designers
need something they can refer back

to multiple times. The format of zines
helps to give the information a sense

of relatable authority, one that appeals

directly to the audience.

This solution would benefit from
collaboration. As the project continues,
bringing on other designers to work
with the individual stories will
generate interest in the topic through

participation. It would also widen the
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viewpoints from which the stories are
written and designed, creating more

variety for the project.

Overall, the goal of REVISED was to
educate Gen Z and young designers on
women in graphic design history using
a format that is engaging and provides
the representation that traditional
textbooks lack. This provides them with
role models which statistically impact

a woman's performance in all fields,
hopefully causing the number of women
in leadership positions to increase well
above 11% (Bradon).

Personal Growth

This project has had a profound impact
on me as a person and as a creative. As

I researched the stories of these women,
I often found myself relating to them
and their love of the field. They were
resilient, designed with their hearts,

and many of them were teachers and
advocates. The lessons I learned, and the
confidence I gained will stay with me

the rest of my career.
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