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THE FIRST PICTORIAL MAGAZINE:

The era of the pictorial magazine as we know it today
began when the New York printing firm of Harper and
Brothers commenced publication with the one-hundred-
forty-four-page HARPER'S NEW MONTHLY MAGAZINE T 1850

It contained serialized English fiction and numerous

woodcut illustrations created for each issue by the

art staff. The monthly magazine (Fig.1l) was followed
by a weekly periodical that functioned as a news
magazine, HARPER'S WEEKLY, in 1857. HARPER'S BAZAAR
for women was founded in 1867, and the youth audience
was addressed with HARPER'S YOUNG PEOPLE in 1878.
HARPER'S WEEKLY billed itself as a'Journal of Civil-
ization'and developed an elaborate division of shop

labour for the rapid production of woodblocks for

printing cartoons and graphic reportage based on

drawings from contributing artists.

These were among the first periodicals that introduced
many established successful and unknown artists to the
world of magazine publishing. Among these were Thomas
Nast (1840-1902) whose social and political satirical
woodblocks were the reason for HARPER'S WEEKLY success.
Nast is considered by many to be the'Father of American
Political Cartooning'. The graphic symbols Nast 1
publicised included John Bull and Uncle Sam. Charles l ‘
Dana Gibson (Fig.2) (1869-1944) was the creator of |

beautiful young women and square jawed men who established

a cannon of perfection in the mass media that endured for j

decades. The 'Gibson Girl' was synnonymous with the
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independent outdoor American woman of the new century
and is still reversed as a successful graphic symbol.
The late nineteenth century and early twentieth_
century was a period of great American Illustrators.
It was a time when art directors, patricularly at
HARPER'S, selected the illustreators whose work would
dominate a rather routine typographic layout. The
advertisements were even given as guides to the

illustrator to determine the illustrations size and

page position.

HARPER'S leading competitors in the magazine field

were CENTURY MAGAZINE (1881-1930) and SCRIBNER'S

MONTHLY (1887-1939) (Fig.3). These major periodicals
were printed at the printing firm of Theodore Low De
Vinne (1824-1914). De Vinne's approach to layout was
unadventurous but dignified. In the CENTURY, text

was set in two columns of ten-point type, and the wood
engravings were dropped in adjacent to the copy dis-
cussed. Article titles were merely set in twelve point
all capitals, and centred above the beginning page of the
article. De Vinne was dissatisfied with the then modern
typefaces used in this magazine, so he commissioned type
designers L.B. Benton to art a blacker, more readable
face that is slightly extended with thicker thin strokes
and short slab serials. Called Century, this legible type-
face is still widely used today. But more importantly it
heralded a better design orientated layout and the first
commercial usage of a specially designed typeface for the

product involved.
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The rising tide of literacy, plunging production costs,
and the growth of advertising revenues pushed the

number of newspapers and magazines published in the
United States from eight hundred to five thousand
between 1830 and 1860. During 1870's magazines were
being used extensively for general advertising. This
additional revenue lowered prices for the readers, which
caused even greater circulation increases. It is
interesting to note that with the increase in magazine
publishing, in 1841 the first advertising agency opened
in Philadelphia. Since the development of advertising
agencies the advertising industry has become today one of
the biggest service industries and one of the most
expensive cultural forms ever. Magazines still provide

one of the greatest outputs for advertising today.

THE GREAT FASHION MAGAZINES.

Although Harper's and Brothers and Theodore Low De Vinne
were instrumental in introducing the latter half of the
nineteenth century to the pictorial magazine, it was

Conde Nast who developed the fashion and the general
interest magazine to the standard of what is available
today. It was at the beginning of the twentieth century
when Nast purchased VOGUE. It was a small New York society
magazine with a declining readership. Nast, with his
previous publishing experience set about transforming the
society rag into a 'class' fashion and life style magazine.
Because he selected as his class the upper classes, people
thought 'class' publication meant 'Classy' publications,
which is a world of difference. Nast colated advertising
directly aimed at the upper classes, which until then was

an untapped market of people who had more money to spend

w



One of Yanity Fair's lost grea! political carioonists,
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Vanity Fair, August 1935,

Garrefto, designs a

g

ztgg‘
=
="
(=
=

e

Sy

5

%

00000010

5

-

Z.L_ Ry
10
e

L,

on consumer goods than any other group. It was a

revolutionary idea at the time and proved enormously

successful.

VOGUE however was not the first fashion magazine. In
Paris during the excessive eighteenth century the
GAZETTE DU BON TAR began and continued up until FRENCH
VOGUE in the 1920's. It was more of a catalogue
featuring decorative illustrations of the haute couture
by famous illustrators such as Le Pape, Vertes and

Erte (Fig.4). These men also illustrated for AMERICAN
VOGUE before the introduction of fashion photography.

Photography was radically effecting the way fashions
could be portrayed. By the beginning of World War 1
the technique of photography had reached a stage where

it could reliably produce realistic reproductions of

almost anything, as long as
Photography showed the most
of fashions ever dreamed of
less well-off VOGUE reader,

there was sufficient light.
accurate representations
by art direetors.  Eor ithe

copies of the photographed

outfits could now be copied detail for detail which

also increased circulation. But more importantly VOGUE
created fashion photography, producing many of the

most reversed and still influential names in fashion
photography today. Among these were Baron Adolphe de
Meyerm Edward Steichen, Man Ray, Baron George Hoynungen-

Huene and Horst P. Harst.

While VOGUE was devoted to society and fashion Conde Nast
bought VANITY FAIR in 1910, (Fig.4) a declinging general
interest magazine. Nast also set about revitalising

VANITY FAIR, turning it into a magazine that would cover
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the things people like to discuss like their social
lives, the arts, sports, humour, politics,; etc. He
employed New York literary socialite Frank Crowinshield
(18-19) to edit it. By 1914 VANITY FAIR had three great
strengths under Crowinshield, 1) an extremely stylish
layout; 2) an eye for the artistic and avant-garde;
3) Some of the best writing being produced at that time.
Both VOGUE and in particular VANITY FAIR were signaling
the arrival of the Jazz age. This period brought with
it many major social changes that included an increasingly
anarchic attidude toward authority in what ever form the
liberation of youth to follow its own whims and devices,
the removal of every ritual of escort or chaperone, a
blinking at supposed or open liaisons, the sudden growth
of drinking, smoking, dancing and card-playing among
women, an increased neuroticism and a fantastic increase
in the number of divorces among people of fashion.
During this period Conde Nast was an indirect contribution
to the enshrinement of women as sex object through the
images of beautiful women in contemporary fashion photo-
graphy. However, the Stock Market Crash of 1929 was to
put an end to VANITY FAIR with VOGUE barely surviving this
financial disaster. But by 1932 with an improving economic
climate VOGUE scored another first. The first colour
photograph by Steichan appeared on the cover of VOGUE in
1932. This signalled the end of the illustrated cover
and a new approach to art direction. With modern typo-
graphic movements in Europe and technological advances
in photography and reproduction. Nast hired, Ukrainian
born Mehemed Fehmy Agha . He was to ignite

a major upheaval in the graphic destiny of American design.

n—




During the early thirties largely owing to the
development of new light flexible cameras such as
the Leica and Rolliflex and the Hasselblad and the
introduction of increasingly high-speed film photo-
graphy had discovered a new identity, light years
away from the formal studio shots Nast favoured.
The perfect 'action shot' was the goal all avant-
garde photographers now séught to achieve. A new

kind of magazine publishing was born out of these

technological break throughs with the debut of 'type'
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in 1936. Life is often called the prototype of

photojournalism.

VOGUE'S greatest rival was HARPER'S BAZAAR which was
owned by William Randolph Heanst. Always behind both
visually and commercially, in 1933 Carmel Snow left
VOGUE to edit BAZAAR. She was keenly interested in

the visual aspects of the magazine and hired Hungarian,
Martin Munkacsi (Fig.5) (1896-1963) as a staff photo-
grapher. Traditional conventions of editorial photo-
graphy were slapped in the face by Munkacsi's fresh
innovative approaches. Munkacsi was one of a new breed
of editorial and advertising photographers who combined
the visual dynamic learned from innovators such as -
Moholy-Nagy and Man Ray, with the whole new approach

to photography made possible by the new 35mm. camera.
After attending an exhibition of work in Paris of Russian
Alexey Brodovich (1898-1971), Snew invited him tol ceme
to New York and art direct HARPER'S BAZAAR, where he
remained from 1934 until 1958.
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Brodovich (Fig.6) with a passion for white space
and a love of razor-sharp type on clear open pages,
rethought the approach to editorial design.
Brodovich taught designers how to use photography.
His cropping, enlarging, and juxtapbsing of images,
and his exquisite selection from contact sheets were
all done with extraordinary intuitive Jjudgement.
Brodovich taught editorial design classes at his home

and then at the New School for Social Research

during the 19u40's and early 1950's. The seeds of an
expansive design orientated period of editorial

i7ﬁm@ graphics were sown in Brodovich's classes. The impact
!

of Brodovich upon a generation of editorial designers

and photographers who came into their own during the

2 \\ PERSO _
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1950's was phenomenal and editorial design experienced
one of its greatest eras. Among the photographers
first used by him in the pages of BAZAAR were Richard
Avedon Bill Brandt, Brassai, Henri Cartier Breeson,

Lisette Model and Irving Penn.

Two of Brodovich's design students also became great
editorial designers of the fifties and sixties,

Otto Sterch re-designed MC CALLS, which was a major
publication for women with circulation problems,

Storch unified typography with photography by designing

it to lock tightly into the photographic image (Fig.7).
Scale was also explored in these large format publication.
Storch was also the innovator of using headlines and

type as part of the illustration. Full bleed double page
photographs were designed with preplanned area for type.
In other pages type would become the illustration. Storch

ranks high among the innovators of the period. His




!
.
iy
&
i
A
L

¥ TIE

B BEALTY
& OF

¢ REING

¢ Yol RSELF

1 \EW
TIEMES FOR
HE sOUTH
\TE \EWS
M LEGS:
IE
[INIMERING
VCRINGS
FTS: TIE
IOLGHT 15
IE THING

CEMBERR Yo
ENTS

philosophy that idea, copy art and typography should

be inse
on both editorial and advertising graphics.

parable in editorial design was very influential

Vienna born Henry Wolfe became art director of ESQUERE
in 14953. Like Storch, Wolfe studied under Brodovich,
and the redesigned ESQUIRE (Fig.8) format with greater
emphasis on the Qse of white space and large photographs.
When Brodovich retired as art director at HARPER'S
BAZAAR in 1958 Wolf had the honour of replacing the
master. Experimenting with typography Wolf would make
it very large to kill the page on one spread and then
use petit headlines on other pages. The sophistication
and inventiveness of photography commissioned by
HARPER'S BAZAAR under Wolf's term was extraordinary.
Cover design and photography became an artistic
challenge to its contemporary competitors on the
news-stand. Richard Avedon and Irving Penn also

became two of the most influential fashion photographers
ever. In 1961 Wolf left BAZAAR to design the new SHOW
magazine, a short lined periodical that explored new
design territory as a result of Wolf's conceptually

imaginative and visually elegant art directors.
ALTERNATIVE MAGAZINES:

However,by the late fifties there were broader factors
at work in .the publications industry that were to end
the era of large pages of lavish photographs and designs
dominating content. By the late sixties the two-decade
period of ever-growing affluence in America was yielding
to inflation and economic problems. At the same time,

public concerns about the Vietnam War, environmental
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problems of rights of minorities and women, and a host
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- of other issues produced a need for a different kind
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of publication. A higher informational content was

required by the public. A new breed of periodical

with smaller formats and adressing the specific interests
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of a specialised audience emerged and thrived.

Advertisers who wished to reach the specific audience
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of these non-specialised magazines bought advertising

space. This new editorial climate with more emphasis

on content, longer text and less opportunity for lavish

visual treatment, necessitated a new approach to

editorial design. Layout became more controlled with

the usage of a consistent typographic format and grid.
Genra 10)
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The tabloid underground press rapidly grew in virtually

music, satire and fads alternatively written with free-

: e every American city in the sixties and seventies. They
3‘:’¢:,“ - = were critical analysists of culture, politics-and

1 LS S e e e s 5

- o ST e i society. They were an anarchic blend of sex, drugs,
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form and comic style graphics. The underground press
was perhaps distantly related to the acerbic European
periodicals of the early twentieth century including

Simplicissinus and Der Gregner. Like the German Dada

movement the underground established a sub-culture

Sl i g et g S

which was anti-bourgeois and anti-establishment art.

The EAST VILLAGE OTHER was New York's finest sub-
terranean Journal (Fig.8). It was known colloqually
as EVO. It was the voice of the sub-culture and it
heralded the coming of an independent liberated youth

through its irreverent texts and shocking graphics.
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EVO sparked an American Dada. Collage the original

medium of revolution, was employed in its pages simply
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as a strong and cheap method of communications.
Disorderly typography was not theoretically motivated,

but was somply what  pesulited FEOIREESS type-sheets.
Within a few years of EVO's premiere, underground

comics were invented and more than any other aspect

to emerge from the undergrounds, these comics became
the graphicsvocabulary of the era. However, in the
realm of pop culture EVO gave much needed publicity to
1ittle known art happenings and artists who have

become major figures today. Among these were the

U ONXRRRAR

obscure pop-art performances of Andy Warhol and the

=D music of Bob Dylan.

~n

it However, during the period, two 'overground' alternative
> magazines became influential, RAMPARTS, in San Francisco
== ] and EVERGREEN in New York. Though published by legitimate
., | publishing concerns as proper businesses, they appealed
o to the same audience as the underground, as well as to

a preceding generation whose political credentials were

n
g

solid but whose sensibilities were not in synch with

o) the youth culture. Nationally distributed (which most
undergroundsiwere not), and printed on slick paper with

S full colour sections, their intelligent design formats

(. ) and more conventional illustrations and cartoons set

these magazines apart from the tabloids. RAMPARTS and
EVERGREEN offered an alternative to the alternative

press, in so far as good art and design were ultimately
important in effectively conveying the political and social
message. Good design was not a pressing issue in underground
haunts, good graphics were simply an economic and

physical impossibility.

Unlike the Dada period decades before the slapdash design

look was not philosophically or theoretically motivated.
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THE
ARREST
OF
LENNY
BRUCE

o On March 1dth, & network newscaater repartd that
comedian Leany Broce has been sentenced to a year in
2l nnd & $1.000 fine “for telling dirty jokes”

IU 1ot guite that simpie.
= :-:rh' in December. Bruce was arrested daring cne

* performances st the Gate of Horn might club
m Chicago.

O~tenuble, he was charped swith obecenity.

But even Variely, which has never had an abund-
‘a:‘r: :!f cmpathy for Bruce's point of view. apeculatest
Lok Mo prreecutor is at least equaly coneerned with
o u;-en indictmenis of orgamred religion as he 1

ith the more obvious sexual content of the comic’s
act. [t'a poasible that Rrixe’s comments on the Catholic
church have hit sensitive nerves in Chicago's Catholic:
orentrd admizisiration and Tolie department.”
o The fact is that a few nights after the arreal
ruce had been released cn bad and was working
again), the captain of the vice squad Who had ordeced
the arrest came into the Gate of Horn, and the follow-
ing dialogoe en~ued.
Capt, MeDermott: I'd Ilee to 1o the ma
Alan Ribbeck: I'm Lha mun::r“k R

Dermott 1 sant to
setetter wond an
gon mad wveryoene
ton, 1'm going

MeDermuits Dm Captmn M
you taut il this man rvef ases a f
this ciuh agnin, Um geng 0 pinen
in here. If Be oure speaks against £l
to pinch you mpd eversene in here Do veu wnaerstani T

Ridback; 1 don't have anvihink axa! st mny religicn.

NeDermott: Mavte I'm not \alking to the DERt
persch. Are you the man whe hirsd L Rrarel

Ritrack: Yex, | am I'm Afan Ril? k.

MeDermeti: Well, | dun't know why you ever hired
him. Yueu've had wood pevple bere Rut he mu<ks the
Pope—and I'm -peaking a= a st -
tell you your license 1 in aanger. We'te guind (8 have
N e here watching every ahaw. Do yuu upders
atand ¥ >

Rikkark® Yeo

Ard sa it came ta pass that the
liquor license was suspeaded There were o Previ
allexations ngainst the clib, amd the current €h9
humien t=haver. T
erly charpe prexsed by the ciy preceitor wAS Lenny
Broce's ailegedly ol=cepe perfurmance.

Acd Rruce's own trial Rad not yet been held.

(Lomunued on I'nge 150
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The underground period was not a time when discordant
typographic experiments were being performed as
reactions to art traditions. Rather iImagistic and
typographic collage was the fastest and cheapest

graphic method available. In the early days only covers
and logos were truly thought out (Fig.10). Most of the
early journals picked a logotype and stayed with it,

but as more underground emerged the practice of

changing and transforming the logo and cover became more
standard. Significantly, the typography of underground

comics were coming to the fore as a general graphic

Fia- 10

style. More and more papers had covers and layouts

which looked as if comic-strip artists had done them.

It wasn't until ROLLING STONE (Fig.11) premiered, in the
late sixties that the page make up and design were even
considered. Robert Kingsbury's initial format involving
19th. century-looking, scotch rule borders and silhouette
photography, made some 'art people' stop and. think about
neatness, and lebibility as an aid to communication.

Later the innovatively art-directed EYE magazine, the
HEARST ORGANISATION'S contribution to the sub-culture,
further indicated alternative directions in design. These

publications helped foster a new design awareness amidst

GOOUtabubo0oo00800009

the persistent amateurishness of the underground. By the
late sixties and early seventies a graphic consciousness
emerged. ROLLING STONE spin-off RAGS, a beautifully

designed tabloid-size fashion magazine. Other stylish
formatted publications sprung up, such as INTERVIEW ,CRAWDADDY ,
ROCK AND FUSION. These were to herald a return to the

stylish design of the fifties but with more emphasis on
content. By the mid seventies ROLLING STONE became the

largest selling music/politics magazine in the states.

N6
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Though the design inventions of the underground press

are now nostalgia-producing reminders of sixties culture,
its worth noting that the undergrounds were a graduate
school for many of today's designers and illustrators

For despite their non-design aesthetic, the underground
artists were forced to think about how to communicate
effectively with miniscule budgets. They did so by
virtually redefining the precepts of design. The
quickness derived from deadline preasures fostered raw
street-smart graphics which went contrary to the slickness
of applied commercial art. While underground comics

are accepted today as a bonafide period art form, the
underground design idiom as a whole is not much

respected by the established graphic design world, though
it can be argued that the funky, slapdash quality of
underground layout let directly to the first American
wave of New Wave design, and by extension helped open

the above to the contemporary practice of discordent

design.

With the demise of the underground publishing era and a
decline in major international political upheavals, the
seventies became very much the decade of gossip. The
Andy Warhol one-liner that everyone would be a star for
15 minutes almost became the cliche of the age. Warhol's
own coffee-table interview magazine became virtually

an exercise in the art of self-prophecy . INTERVIEW a
product of the underground developed into a stylish high
society house magazine for Manhattan. Renowned for its
prestigous advertising INTERVIEW collected the most
talented photographers to decorate its pages. Britain's
first contribution to this style of magazine was RITZ
Magazine, modelled directly by co-editors David Litchfield
and fashion photographer David Bailey on INTERVIEW.
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Basically, RITZ'S marketing tactics was to sell outfits.
Its beginning were roughly contemporaneous with those

of the first photostatted fanzines of the British Punk
Movement and also with the sporadic launching during
the mid seventies of a string of independently financed
magazines, all linked by virtue of the fact that they
all appeared to be controlled by inter-locking coteriers

based in Chelsea and Knightsbridge.

FRIZZ a magazine about fashion and gossip - new crazes -
the bizaar and beautiful people, started life as a

parody of RITZ but because of the market began to take
itself seriously. DELUX got. out two issues and collapsed
with massive debts as the editorial team who's hosted the
finances moved on to persuade wealthy Michael Bentwick

to finance BOULEVARD. Predictably located in Sloan Street,
BOULEVARD got out half a dozen issued before going under
with even greater debts than DELUX. Though these glossies
had pretentions of being general interest magazines all
these publications were essentially fashion vehicles.

The purpose of all of them is to'sell outfits' via the
suggestion that the readers will be absorbed into the
elitist cafe society. The people who ran these publications
appear to view them as near-crusading alternatives to

the straight monthly women's fashion publications.

Indeed, they see them as almost underground fashion
magazines yet paradoxically almoéf without exception

the people running these rather tame, supposedly off-the-

wall efforts are themselves the quintessence of straightness.

It was around the time of the demise of DELUX, in mid-
7 U et appropriately select, upmarket areas could

be found VIZ (Fig.12). VIZ was basically just a superior
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brand of this peculiar breed of magazine. It was
concerned with 'advertising, graphics, fashion,
photography, architecture, the visual side of the
music business, jewellery design, stage design -

all the wvisuals that make up our environment,
essentially', according to publisher and editor
Ferry Zayadi . It had a more visual and innovative
layout compared to its contemporaries. Its square
format and bold logo were appealing to the Al
dominated eye. The pages were designed to an open,
verticle, horizontal and diagonal grid which produced
sharp assymetrical and diagonal formats combining
photography, illustration, bold headlines and type
written copy. This magazine was to herald the new

preoccupation of the eighties - style!
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CHAPTER TWO

In May 1980 a new music glossy was launched entitled
THE FACE. It's first editorial;

"This is the Face, issue numero uno, licenced to
thrill. The first new rock magazine of the
1980's, and an independent at that. A totally
new slant on the modern dance. Available
monthly from all good newsagents, while stocks

last. Tell a friend the Face is here'..

What the FACE has continued to do is reaffirm the links
between contemporary music, fashion, art and design,
and, in some cases politics. The FACE is about looking
at popular culture, a social history in the making.

It is one of a huge amount of contemporary magazines,
yet 1t presents the strongest and argueably, the most
successful identity for youth in the 1980's. The FAGE'S
timing was good. In Britain the traditional music

press like N.M.E.SQUNDS, MELODY MAKERS were beginning
to loose its readership. These music papers were at
their peak during Punk in the mid-seventies, when

most papers provided a consumer guide and a commentary
on the newest sub-culture to arrive since the liberation

of the teenager in the fifties, this was Punk!

Punk's first impact was as its immediate target, the

music industry. By 1976, British consumer expenditure
on records and papers had dropped by a seventh from a
couple of years before. The industry in general was

entering a long slow decline not arrested until the
eighties. Punk began as a hype, a way to shake up the

music industry and cause some trouble. It became real
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culture, because it connected with people's desires.

The decay of the post war concensus 'strange death of
liberal England' ran a slogan on Bernie Rhode's T-Shirt
manifesto - and the extraordinary hot summer of 1976
bred apocolyptic, claustrophobic feelings that were
quickly translated into violence and division. Despite
being a sophisticated amalgam of every post war youth
style - with a distinct glam rock fringe to the admittedly
functional music - Punk presented itself as a radical
break with the pop past. The supposed working classness
of Punk was as theatrical as its violent stage acts.
Punk really was not a spontaneous working class

effusion of a carefully packaged hypé,hit was based on the
disaffection of the middle and working classesl!alike.
Punk could only survive when it was marketed in its many
commercial forms from music to fashion while early
originél punk was similar to the outrageous displays

in WARHOL'S FACTORY. Most notable about Punk as a
movement was that it rebelled against and reflected

the gloomy social conditions of the mid-seventies.
Unemployment and violence were rising right in to the
eighties. Punk had now dwindled away, but apart from
musical influences, what Punk introduced was wofking
class life styles becoming art, using fashion, graphics
performance etc. as its outlets and it was the 18-25

year age group that began to shape things.

The FACE arrived at the tail end of Punk just in time to
tap the 'New Wave' music and fashions that the eighties
were to foster. Rather than Just covering gossip

or fashion, new wave music with its musicians, stylists
photographers,designers and other personalities become the

main sources of the FACE's content. The other leading
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music magazine at the time was SMASH HITS, started in
1979. Its meteoric success pushed the decline of N.M.E.
journalism back further. SMASH HITS proved the only
things pop punters really wanted was the facts, presented
glossily, reported efficiently. Contemporary teenagers
were not, it transpired, interested in vast conceptual

theses whose primary concern was autobiographical.

The early eighties were a time of climbing chronic
unemployment. Figures were rising to three million with
no éign of a definite furure. Young people were being
constantly neglected by Thatcher's government. Race
riots and football hooliganism were its most extreme
reactions against the Tories. After the eruption of
Punk on the unsuspecting music industry had died down,
the wvarious new wave fads in music became more hyped
and aimed towards its definite target audience. Slick
promotional videos, glossy magazines and a carefully
assembled physical appearance, resulted in the need

for escapism and fantasy.

The FACE were,and still are, selective about who and

what it featured. Its major policy was to get everything
new first, and then to present it alternatively.
Comeptition with the more established magazines and
papers was fierce but like the way HARPER'S BAZAAR

began to take VOGUE'S best staff in the thirties, the
FACE began to cream off many good writers, photographers,
stylists etc. from these publications, therefore,
strenghtening its hold on the market. Now six years

old, for the first twelve months of its life the FACE

was produced weekend and evenings from a corner of anoiher
pubiications off:ice. Steve Bush of SMASH HITS fame

designed all the covers up to issue 24 and then Neville
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Brody took over the cover & interior design of the
magazine. The first audited circulation figure was
57,000 (Dec.1982). In July 1984 that increased to
66,520 - rising to 90,000 at the last count (April
1985). The FACE is currently exported to some 36
countries outside the U.K., a total export order of
30,000. In the space of six years the FACE hastbecome
one of the most influential magazines of the eighties.
Its design and layout have won international awards,
and its coverage of fashion, style,art and music
reflected the aspirations and preoccupations of the
leaders of what is known as 'youth-culture'. Flicking
through the pages of the FACE is like holding a

mirror to the obsessive confused and downright

schizophrenic antics of British popular culture.
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- THE DESIGN OF THE FACE:
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=% The foundations of modern typography were laid in two
! decades from 1909 to 1927, when artists, poets and
N architects, seeking a new aesthetic and a new society
- . turned to the tools of typography with a fresh vision
S and free expression, transforming the appearance of the
| | printed word. The graphic work created during that
1 period remain inspirational today, though many
3 =X incorrectly interpret the essential ideas that guided
=, those prioneers over 50 years ago. Typography like any
4 other contemporary medium reflects the times. Apart
- from the obvious technicalities and constructions
—= of typography there are two main objectives involved.
i, J Firstly it does a practical job of work and communication
\} and second it is concerned with artistic form. Both
i these aspects, the ulitarian and the formal are the
‘-Tm\ typographers ultimate goal. In recent years with the
s i, | abundance of specialist litterary and pictorial works,
‘ELM> this area has been insistant in its call for typographical
| design match to its time and readership.
e
dﬁLm} More than graphic design, typography is an expression of
H;me technology, precision, legibility and good order.
fg-v Depending on its usage typography is totally adaptable
“ﬁ?"? to. its subject, the graphic desginer makes choices, both
qg;m} visual and technical on the execution of the finished
MﬁLw‘ product. The designer-typographer has to realise that
E he occupies a place in the printing trade in which on the
i s

one hand he is dependent on the finished work of others
(type, paper, ink, tools, machines etc.) and, on the

other, he had to enable others to put this work through
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subsequent additional processes (printing and finishing).

These are the basic restrictions and guidelines to

production.

To break the look of the FACE down over itssix year
existance, typographically would be by dividing

it in two gseetions. Firstly, from: 1980 el li98Z8steye
Bush from SMASH HITS'designed the covers. The

interior was co-designed by Bush, the publisher Nick
Logan and Graphic Design graduate Neville Brody.

In mid-1982 Neville Brody took over the complete design
of the FACE, both covers and interdiors. The originail
FACE logo was designed by Steve Bush for the first issue.
This logo was used up until 1982 on issue 26 when Brady

designed the current logo.

The first logo (Fig.13) was composed of a diagonally

divided rectangle in red and navy and later in red and
black. A bold sans-serif typeface is used with a
triangular feature made of the 'A' in FACE. The logo
was placed at the left hand corner of the wider A4

proportion cover. The logo is quite a dominant element

of the cover but is recognisable and noticeable.

All the incidental typographic elements on the covers were
set in strong sans-serif typefaces. One element sSynonomous
with the design of the FACE is the use of sans-serif
typography. Dyring the early eighties the use of serifed
typefaces were popular in graphics: in general especially

designe coming from the states where after the abundant

usage of sans-serif in the sixties, the serif became

popular right up to the early eighties.

A anNAnNnon

nannt b
ﬁﬂHUiBBBUEHBBHHH

The typographic gridused in the six years of the FACE has
changed little. The grid allows for text and illustrations
to be placed down on each page, so that the complete

magazine and especially each page will have a unifying look




Penpne Smith

The grid is an essential element to typographic
It however should not be restricting as an

f varying layouts can come from a

(o) o
layout.

infinite amount o

conservative four colour grid structure. The grid used

by the FACE has remained the same but its use has varied
greatly. The FACE uses a fivecolumn grid, this allows
for copy to be presented in two, three, four and five

columns. It also means that illustrations can be enlarged
or reduced to the width of one or all of these column

sizes and depending on layout a full bleed illustration can

also be used.

In the issues before Neville Brody began designing the
interiors the FACE had a consistently functional and
full make-up. Copy was usually set in unjustified four
column sans-serif with large bold headlines
accompanied by assymetrically laid-down photographs.
However, its double pages of photography were interesting,
this became a feature. Often up to eight photographs
covered a double page spread. This was typical of the

music press (Fig.il4).

From issues No.19 onwards a subtle difference can be
noticed. The present art director began contributing to
the interior design. The interiors became more
assymetrical, with changes from four column to two column
copy. Design influences from the past were beginning

to slowly creep in with certain pages having a sixties
appeal to them. The FACE were also beginning to get
regular photographic contributions from its part-time
staff. Among the most notable photographers were Ronnie
Smith and Chalkie Davies. These people were primarily
involved in photographing the musicians, singers and

performances of the post-punk period.

&
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Both Smith and Davis began their careers by contributing
to the N.M.E. Though with different styles they all
detest the press office photo session having to shoot
groups in a record company office while the journalist

conducts the interviews. Pennie Smith has been an

influence on Davies, as she developed rock location
photography with more of an interest in the goups
personalities rather than screaming guitar poses still around
today. She has a harsh monochromatic style with an
idiosynamatic style which is derived from her actual

dislike of the equipment and gagedry of photography

(Fig.15) She also dislikes flash, a factor which

accounts for many of the technical inconsistancies

in her work. Although half her photos are out of focus
thats not important, its the mood and atmosphere which
counts. Chalkie Davies is primarily a portrait photo-
grapher. His work is regularly commissioned by, and
featured in the FACE. Davies combines both the studio

and location for his work. Working mainly in black

and white. As with Pennie Smith , mood and atmosphere are
his aim with a polished technical ability. (Fig.16).

Primarily a rock photographer Davies shoots his subjects

without the trappings of their work, using pensive (Fig.17)
posing and soft shadowed lighting, creating a form .of

art photographythough not as defined as the work of
Maplethenpei.

Neville Brody became the art director of the EACESeR
issue 26 in 1982. (Fig.18) The FACE was totally re-
designed starfing with the logo. A more condensed sans-
serif typeface was used, the triangular feature of the
'A' was retained as was the box logdm now a square with
a red and black diagonal separation. This black and red
square is also the logo for the Spanish fascist party,
this was however a coincidence and the FACE held on to

it, causing a mild amount of controvosy. The complete
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logo could now be used both horizontally on the top
and vertically on the left hand margin of the magazine.

These positions have been continously altered.

Brody set about exploring the boundaries of typography
and layout to the utmost. What Brody has realised as a
designer is that he can explore other means at inter-
preting copy in visual terms. From issues 26 to the
present Brady experimented with character and size of
typefaces, combinations of different characters and
sizes, mixing typefaces, letter spacing, exploring the
possibilities of the grid, symbols, colours etc. In short
breaking all the established rules of typography.

What Brody successfully done was feed off the past
construction of type movements and the great magazines
of the fifties and sixties and blended this with slick
eighties graphics to create a definite new approach to

typographic design which has been greatly influential

The Russian constructivist tiypographer El Lissitzky

is an obvious influence on Brody. El Lissitzky had a
profound influence upon graphic design. His editorial
design was an important way in which his ideas influenced
a wider audience. One of the most influential (Fig.19)
graphic designs of the 1920's is the boook 'The Isms of
Art 1914-1924' which Lissitzky edited with the Dadaist
Hans Arp. The format that Lissitizky developed for the
book is an important step toward the creation of a visual
progressing for organising information. The three column
verticle grid structure used for the text, the three
column horizontal grid structure used for the title page,
and the two column structure used for the title page,

and the two column structure of the contents page

became an architectural framework for organising the
illustrated pages. Also the way sans-serif typography
and bars are handled is an expression of the modernist
style. Brady treated many of his ideas similarily, but the

idea of completely exploring a grid began here.
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The Bauhaus has also been a great inspiration, especially
the work of Herbert Bayer. Bayer designed a universal
type that reduced the alphabet to clear, simple, and
rationally constructed forms. Having that we print

and write with two alphabets (capitals and lower case)
that are incompatible. Bayer totally omitted capital
Jetters in 1925. He experimented with flush left ragged
typesetting without justification or letterspacing.
Extreme contrasts of type size and welght, bars, rules,
points and squares, were used to subdivide the space,

to unify diverse elements, and to call attentien to

important elements.

Great magazine designers such as Alexy Brodovich and

Henry Wolf have influenced Brody both typographically

and in the treatment of illustration. Brodovich and

Wolf explored the combination of FACE with image or as
image. Typography was unified with photography
by designing it to lock tightly into the photographic
image. Scale was explored in the large format publication
Headlines often became part of the illustration. Full
bled double-page photographs were designed with

preplanned areas for type. In other pages, type would

become the illustration.

EXAMPLES:

One of Brody's most accomplished double page spreads

soon after he became art director is of an illustrated

article on German artist Joseph Beuys. The double page CEagt 209
is composed of four main areas. Most dominant d s ERe

main photograph of Beuys, looking intense with a dramatic
rectangular shape in the background. Brody usesa cliaviers

choice of cropping the photograph and and placing e
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bleeding off the right page, leaving an abstract non-
figurative image on the right. Information on the
photograph is unobtrusively reversed out of the main
image. The copy is set to a two column width with

the firts paragraph set in bold with a very open leading
(space between lines). At a glance this gives the
effect of repeated lines, almost a subtle stripe.

The resf of the copy is set in a tightly locked light
weight. The whole column has a uniform greyness which
is complimentary to the image and heading. The heading
is of particular interest, here Brady is moving away
from the regularsans-serif heading placed conveniently.
The heading is a strong typographic image in itself.

It mixes both bold and light sans-serif weights, visual
balance or phonetics did not determine its composition,
but playful cheeky assymmetry did. The typeface is
Universe designed by Adrian Frutiger who created a
visually programmed family of twenty-one different
weights. Because all twenty one parts have the same
x-height and ascender and decender lengths, they form a
uniform whole that can be used together with complete
harmony. On this double page spread Brody uses ten
different weights. The plus symbol and the Beuy's
stamp are used as typographic decorations and are a (Fig.21)
feature of Brody's early style. Also worth noting is
the treatment of the image which is in a blue €tint,
this is a duotone which is usually made from black and
white, this was common in magazine and record cover
design in the fifties and sixties. Here it gives the
double page an extra dimension creating a cool, stylish

and totally assymmetrical layout.
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In following issues Brody continued mixing typefaces.
With a sans-serif base he would insert decorative
e ibied old itelic characters.. This successfully
mixed the contemporary with the evocative elegant
design of the fifties fashion magazines. It was of
course breaking all the typographic rules but 1t
became a popular choice used on headings and sub-
headings throughout the magazine. By 18984 the FACE
was beginning to be recognised by the design world.
It had previously been referred to as 'a total
absolute but presumably intentional mess',CREATIVE
REVIEW AND DESIGN and ART DIRECTION, two highly

respected design journals stated;

'Every typographer should have a copy' and
'"From a design viewpoint it is probably the

most influential magazine of the 1980's'

In the 1983 Publishing Awards the FACE (Fig.23) was
voted Magazine of the Year and typographic design

runner-up, also with having the best front cover.

Everyone on a publication puts great emphasis on
designing the front cover. A cover means so many things
to so many people. The cover is what the public sees
first, it is what registers uppermost in the viewers
mind. It is the public package of the contents, it

must express character as well as content. Covers are
made up of four elements. 1) The basic format (which is
the size of the page with spine or folds etc.).

2) The logo and ancillary information such as date etc.
(usually varying in colour or placement on page only).
3) The illustration varying in subject and graphic

treatment, issue to issue. U4) The cover lines, varying
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in words, and position where the format allows. These
four elements make a mix of potentially tremendous

variety for a designer.

“[b With a title like the FACE, a face I suppose is what you
——— expect to see on a cover which primarily concerns itself

with people doing allegedly exciting and innovative things.

The winning cover of the 13983 Magazine Awards 1s a portrait

(Fig.24) of a member of elusive DOp group New Order.

This group are synnonomous with a no interview and

photographs etc. approach to their music. Being
featured in the FACE at the time had a certain amount

of non commercial credibility agreeing to both interview

and photographs. Brady cropped the cover photograph to

the barest minimum revealing only a quarter of the face,

place bleeding of the right hand side, it evokes an

elusive mood to it quite successfully, a little is

:
attitude. Again Brady's signature mixing of typefaces

Fﬂg-ZS

and sizes create an assymmetrically uniform composition

with a complimentary balance between type and image.

On the interior double page spread, (Fig.25), a strong
uaﬁ‘ verticle headline is used again complementing the odly
oo cropped image of the head. The cool blue duo-tone,

subtly reflects the meloncholy of this particular band.

Kovin Comaming

Areas of white space and pale blue tone help shape the
mood of this uncluttered spread.
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There has only been one issue when the FACE has not used

a figurative element on the cover. (Fig.26) This was

4

g

NEWORDER

=

in May 1984, when the main subject of the issue was

Electro (dance). Personally, I find it bery brash,

!

devoid of any subtlty. Its composed of a large elongated

condensed sans-serif area, hence the typeface becomes the

TELER L



Flg-’so

i Gond modern Bonign,

wWhen it's not acantra.
Qiclion in terma, oy
“xerything Matian. Or

"% What just 2 myth in.

vented by itatians?

oty a - =
ey, THE FACE
< sdngue of .‘_ #
Prized cotom m‘“w,‘phm\,o v @ i
v Text by
5 il
3 L "
[
-







T ]
-

VAVAVIV DAV IVaw \\ STV BUALELL'WS T A &

b




—

REVINEBOWD AND

emite. T I am oy & Pt Mot
"+ yom et 4 12 v of e RACET BRATH DR

Secatn
9 et ruhy wirintid aran Thy Pistcan tamd
1 et 13 G oy g Ty weren) g
i P St Posteats med waed & 1157
o

artn faguuct. T vilaos bl Sun. aed Hurt won
i3 man o st waty AU S adeend v IR
wory o i 10 4 ey e gt Fm actuate St

0




main image using only the primary colours. This was
literally stretching sans-serif type to its limits.

At this time the typographic layout of the FACE was
being blatently plaguerised by other magazines (Fig.27)
in fact one rival BLITZ had an identical format,

often covering the same topics, stripped of their logos,

their covers and layouts are strikingly similar.(Fig.28)

n g

=R

In June 1984 for the 50th. issue, a completely new
typeface emerged. Similarily to the way Theodore Low
De Vinne had the century typeface specially designed
for his magazine Century over one hundred years earlier.
Bpédy designed the 'Brody Typeface' especially for the
FACE as means of giving the magazine a completely
individual look. (Fig.29) Brady chose a condensed
sans-serif typeface as the base to the new letter form,
basically what he done was customisethe existing face
ﬁm”&£“*”“7?w“ : : ; ‘ ’ by cutting the harsh edges in to a smooth curve.

f:"afég- Rk -11--“ Legibility has still be retained, similar. ideas had
b e been done in the late forties in the states, but one must
admire Brady for developing his influences before the

rest of the competition. {[Jig.29a)

By mid-1985 Brady had developed the typeface and its use
even further. 1In the double page spread (Fig.30Y for

'Ital Design', Brody uses the lower case of his typeface,
the characters have been cut with more angular curved
edges and with complete new strokes put into the character.
In this spread 'Ital Design' ia boldly reversed out of
black, the headline 1s oversized but because of the odd
diagonal position of the car, both elements compliment
each other. This is a strong and innovative approach to
exploring the grid. The use of the large headings have

been used, even more successfully in a later issue.




Those who see the

end of the world in

every new nightmare

are just warming up to

sell you salvation.

Don't listen, you might

not hear the real

warning.

Is this the decade at
the end of the world,

or just another excuse

for a partv?
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“You can either die like o dog or dio like a man,™
concludes SAM SHEPARD. And if You figure in one of his plays, you
have to bide Your time ina Mescal-inspired desert of motels and bars.
An an acclaimed pPlaywright and actor, Shepard has brought back to
life some rugged Ameorican myths. Is he the new Hemingway, or Just

the new Gary Cooper? By Biancho McCrary Boyd
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In the 'True West' spread the headline dominates the (Eig.31)
douple spread. Bold type reversed out of black is the
dominant image with the copy forming an even grey
balancing with the large shape. The use of circles
and curves is now beginning to creep in to the
previously sans-serif dominated work of Brody . ‘The
Andy Warhol double page spread (Fig.32) takes the
headline to the limit. The 'W' occupies more than
half the left hand page, again this is balanced by the
multiple image of Warhol a clever pun on Warhol's
Synnonomous reapeated image style. These Were very
daring and space occupying spreads compared to the
earlier issues. More than double page magazine
spreads they have a poster feel to them, similar to
the way Brodovich and Wolf explared the headline
format in HARPER'S BAZAAR in the 50's and 6Ol s,

Eor the 'f1fith anniversary issue of the FACE, Brody
redesigned his typeface. His new typeface became (Fig.38)
much more spindly. A tall condensed face with curved
edges and fine serifs and bases, this almost had a
medieval or gothic feel ti it. Brody is toying with
legibility the most sacred role of typography. Brody

was also beginning to use classical serifed typefaces

in his copy. Bold reversals were still a feature of

his design, but more importantly with the new double

bpage spreads, there is one page of image and one page

of solid typet (BEig. 318) " Whileh is more interesting is

a matter of choice, but battle for dominance between each
page is obvious. The main function of the pages is
decoration and experimentation, legibility is secondary

(Fig.35). One might wonder what area of typography
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Brody will challenge next, however, in the most

recent issue Brady is beginning to explore classical (Fig.36)
book typefaces. What remains interesting about Brody
is his ability to explore, research and originate
individual solutions from a wide array of historic
design movements. One can see similarities between
his elongated new typefaces to Lissitsky's 'Isms of
ATt Conpositions', the Bathaus ethic of only using sans-
serif type faces and of course direct influences in
page make-up and grid exploration from masters like
Brodowitch in HARPER'S BAZABR. (Fig.37).
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CHAPTER FOQUR.

IMAGE:

Apart from its typographic design and innovative layout
the FACE ‘has been more synnonomous with 'STYLE! .

been labelleq '"The Bible of Street Fashion! . ‘The
Barometer of Pop Style' and the
by the e€stablished publications

It has

'Kids' Shiniest Codebook*
and nNewspapers, such

as the Guardian, Campaign and Sunday Express.
last three years USTYILE?

Over the

has become one of the most

Persistant cliches and the most powerful currency of

The eighties are to date a very visual
and image conscious age.

frightening rate. To date the FACE has been a winnep

in the Fashion game. There are g dozen conflicting

signals in eévery issue of the FACE, one would have to

Style and the desire for a lifestyle asg indicative of

'the deatthiofi ' a happy concensus teenagerism'.

Although the FACE does not have g
advertising,

large amount of
TE LS selective about who its advertisers

SBcLRwhichSHISEEn e nvaabiie position to be in. Advertising

to or at the youth market is g cery specialist undertaking.

The industry EEEILE A4S 4 young persons preserve

months ago will pe almost useless now, so far as what is

specifically hip, cool, otherwise trendy or stylish is such
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a temporary affair. Statistically youth spending hasn't

dropped overall but with colossal unemployment there is
definitely some effect. That however does not mean that

priorities for spending will have changed, record sales

and clothes have actually increased over the last few
years.

The FACE both editorially and visually is very voyeristic

and narcisistic about who and what it features. What's

actually happened at the moment is the whole idea of
people watching in its basist form has become a rather

cruel way of looking at the world, with a sort of nothing-

ness attached. Style and people watching has become a

way for marketers to define and target a new growth area.

It is a way for magazines to find new people to write

about who weren't teenagers, and the reasons they didn't

want to write about teenageprs Nist that they thought the
teenagers didn't have fame, credibility, style and money.
Ehaisials especially true with the contemporary ficle

fashion of London today. Style seems to be sold as if

N5 STl bDelonged to failed aristocrats and young fogeys
and the likes though they maintain every one can have
style,

assuming they slave to the editorials and fashion-
style pages.

London today is bereft of any one widely adopted youth

cult. Such trends reached their appropriate conclusion

with punk, the only significant movement since that of

these well decorated make-up and frills brigade the

New Romantic (of which one particular band was successfully

publicised by the FACE). The media over-kill which

greeted New Romantic groups of the late 70's early 80's

coincided with the growing popularity of colour magazines

like the FACE and the sudden importance of the
video.

This was the launch pad that rocketed the comtemporary

w
N
.



western world into the throves of a pop-media explosion
which is now fast approaching saturation point. Pop
Sstyle in the mid-eighties is dedicated to the same cult

as the decades fashion - that is the eult of the

individual, which is really adapting other individuals
individuality to suit your own individuality. Style
has become the appropriate word of the moment

Fashion does not necessarily have anything to do with

Style. Fashion is 'in vogue' at that particular point
in time, be it clothes, cars, where you kivel Sjebsh
designers water etc. Style is more elusive, not everyone

can define or achieve it.

!

STYLING:

Stylists work as part of a team with the photographer
make-up artist, hairdresser and art director, much

in the same way a film director does, knowing the end
result they want to achieve, but needing the skills of
others to achieve. Unlike the traditional fashion editor,
who provides a service for the readers, the stylist may
not directly influence the clothes one buys. By their
own admission many of the looks they create one not
suitable for everyday wear , but they are crucial in
forming images that flood into one style obsessed media.
So what if you might not want to slavishly copy an outfit
or can't see the clothes clearly. The aim is an imagistic
photograph that is the ultimate expression of the mood of

d moment . As styling is such a new profession it is

still Pleasantly unstructured - EEIEEE gl e e ane

as varied as the stylists themselves. Apart from an
innaté style and a passion for clothes, stylists have to
be self motivators and good organisers. Getting the
clothes, accessories, props and people for a photographic
shoot in one place at the time can be quite a campaign,

it is team work afterall. Most stylists work on a freelance
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basis contributing more to certain magazines. Two

of the top contributing stylists to the FACE are
Ray Petri and Caroline Baker.

Ray Petri is Synnonomous with the fashion pPages of the

FACE. Otherwise known as String Ray he has perfected a

definite look, Buffalo being its slightly pretentious

Petri performs using male models'striving
to illustrate his idea of male beauty. The Petri looldiis

code name.

street smart andg tough. He works with Photographer

Jamie Morgan as a team. Since the industrial age up

until the sixties, political, sociological and moral

views have persistently and pPedantically ruled male

clothing, In mans image so much of what 1s currently

happening has to do with the breaking down of sexual

stereo types. Certainly (and we are still talking
about a small minority, comparatively speaking) men
are now less afraid to preen and be proud. Petri

has transformed his subjects into desirable sex objects

pPrepresented in an almost Pin-up quality, similar to the

way women have been traditionally treated in less

Ccreative fashion Photography. Among his first work for

the FACE has been a series of Sports,sports-wear Spreads

(Fig.38). Here Petri uses the bright colours as a vivid
element to the strikingly healthy and body conscious poses.
This Pre-occupationwith fitness, firmness and sports wear

has created many lasting trends especially in racing gear.

One of the most controversial fashion features to date in

the FACE have been the 'men in skirts' pages Rz a ot
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boys in traditional mens wedr. (Pig. 40).  Theas were

d paedophil connotations

tefully. The collaboration

striking images with understate

innovative visual (H3-40q)
Viramontes's

vibrant wvirtuous
brush strokes pPerfectly compliments

houettes of Petri's models giving the
greater physical presence

the strong sil-
models an even

Petri's most recent work

e€s in fact it almost a stream-
lined image of a Physical idea]. Betril'st ) oolatis

‘with a wry sense of
He has bPresented man in skirts looking
haled s eiids i crombies,

Pin-ups and a clean streamlined classicism that echews
over-designed British eccentricity.

d regular series of Buffalo

Caroline Baker'sg styling is gery distinctive, although
the look may change there ig always an element of

clever incongrvity in her work. Bakep has not acknowledged

nt years as in CEilgeiiron)
chic and unfussy with little or

Strong vertiélﬁ shapes dominate her work,
VAN
like Petri she emphasises the

the decorative excess of the rece
instead her work is SREGIla -
no props.

Physicality of the body
§ and accessories as
mobile sculpture on the human body in (Fig.ulh & u45)

CRblm a8 Belken Styles clothe

accentuating cut and drape Creating classically aloof
images, though these images are not cold. Bakers

images anS(Eip s ) nay e cool clarity, with classical



lighting, stark features and unobtrusive clothing.
With subtle social comment contained, these images
are simplicidly and minimally Stylish. The FACE
has a large contributing straff in styling and
fashion photography.

35 o
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CONCLUSION.

century, it wasn't until HARPER AND BROTHERS insthe

amount of change with thousands of

and going under, both the famous angd infamous and many
becoming legendry. The fashion magazine and the

general interest Magazine had both been around since

the eighteenth century in a polite non-controversial
Sort of way. On the drrival of the Jass Age in the

States, two magazines, VOGUE and VANITY FAIR were the

fashion Photography with its pages a training ground
for many of the greatest Photographers ever. VANITY
FAIR reflected these changing times through the PensH
brushes and cameras of the leading litterary and art
figures of the time. Their Publisher Conde Nast

Was instrumental ip developing the role of magazine
advertising where through the bpages of VOGUE and
VANITY FAIR he had the bright idea of aiming advertising
at the upperclasses which was until then a large un-
trapped market of bPeople who had more money to spend
On consumer goods than any other group.

In the late thirties HARPER'S BAZAAR surpassed VOGUE both
visually and editorially. BAZAAR under the art directorship
of Brodovitch had been the most visually influential
magazine ever. As art director at HARPERS BAZAAR from 1934
to 1959, Brodovitch wWas responsible for revolutionary changes

in the concepts of magazine layout. His integration of
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Pictures and Copy with white space (Fig.6),

his thinking
in terms of spreads and Sequences of pages p

ather than
single pictures and single pages gave BAZAAR
and fluidity unknown until that tine.

visual magazines of the 50!

an excitement
However, the great
S Popularity began to dwindle

due to social and political upheavels. Magazines with

more editorial and less visual treatment

took over.
Underground comics Sprouted,

giving a totally left wing

1ities, Graphics were
free-form and Spontaneous relecting t

ideals of the sixties.

view of its contemporary rea

he revolutionary

The seventies, not the most fashionable decade by far

introduced the £0Ssip magazines. People watching

was becoming a universal occupation with the re-intro-
duction of a more visually interesting editorial design.
Fashion music and general interest ma

gazines began to
start up again.

People were unsatisfied with their lot,
unemployment, the recession,

a general apathy gave rise to
Punk.

Punk shaped up things by shock itactics and though

now considered an art movement gave rise to a more

imagistic youth-culture with a developing visual taste.

The FACE magazine was born out of this, it started off as

and transformed itself into probably
the strongest and arguably the most successful identity
for youth in the 1980's, The FACE illustrated new

developments in fashion Photography where the stylist

a glossy music mag.

and photographer work as a team, producing people like

Ray Petri and Caroline Baker whose fashion sSpreads are not
only influential on 'street fashion' but have also
depicted the look of models over the past few years.

The FACE has been renowned for its innovative layout

by Art Director, Neville Brody. Brody takes his
inspiration from past movements rather than imitate them
producing layouts that have been copied by most

contemporary similar magazines of which there are many.

380
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The FACE like VANITY FAIR and HAR
the right formula for success.

Each of the three
magazines catered,

educated and Visually absorbed

generations of their tipe. These magazines neverp

pandered to popular taste, but helped created AT

But ultimately the FACE is the only magazine in the
eighties which reflects the aspirations and pre-
occupations of the leaders of yYouth-culture.
also gone one stop above fashion by developin
own sense of what style ig and through its gr
Photography and Styling it might have achieve
visually, though editorially?

g its
aphics
dl 1t

'Not for nothing does it describe itself as the

World's Best Dressed Magazine, and if sometimes it

appears to be also the most fickle and narecissistic

that is perhaps a reflection of the times in which
it dlives! .

Mick Brown, Sunday Times 1985,

PER'S BAZAAR has found

39.
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