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Contributors

Al-vtl{ LUsTtc, free-lance designer, did a well-known series of

dust jackets for New Directions books and is also responsible

for the design of Meridian Books, a new paperbound series. His

jobs outside of the graphic arts field have included the design

of the Lightolier showroom in New York, and the planning of all

signposts, standards and other graphic elements of Northland,

a shopping center outside of Detroit. He designed the layout for

his article in this issue.

JosEPH BLUMEIITH/IL, founder and director ofThe Spiral Press in

New York, is one of the few remaining desigrer-printers in this

country. He has taught at the New School for Social Research,

Columbia University and New York University. He has been the

recipient of the AIGA Institute Medal, and he has been represented

by numerous books in the AIGA "Fifty Books" exhibitions.

ALEXAI{DER NESBITT is the author of. Lettering,1950, and he has

contributed many articles on aspects of graphic art to such

magazines as Amcrican Printer and. Print. He is currently teaehing

calligraphy and typography at Cooper Union in New York, and

layout and design at New York University.

Editor

BELLE KRASNe has recently been appointed editor of Craft Horizons,

Formerly the editor of Art Dgest, she now has a regular column on art

in Arx and Architeaure. She has contributed to the College Art

lournal and,The Saturday Reaiew, and has taught magazine publishing

at Radcliffe College.

IttEG ToRBERT, editor of the DEsIcN euaaTEeu.-, is back from an extend,ed

leaoe of absence. The next issue, Number 32, under her ed,itorship,

will be deooted. to a reoiew of well designed objects for eoeryda.y use.
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CONTEMPOR.AR.]'

BOOI{ DESIGN: 1

by Alain Lustig

In using the term contemporary books, I do not refer

to books produced in our time, but rather to books that

reflect the basic esthetic concepts peculiar to our time'

In this sense contemporary book design is still a rarity,

which fact is not difficult to explain. The book has a

long and noble tradition; it developed without inter-

ruption until the beginning of the twentieth century

when suddenly it was conlronted by tremendous tech-

nical changes and new esthetic principles which it was

ill-prepared to absorb.

Rooted in handicrafts, committed to the Roman let-

ter form and to classic symmetry, book design, of all

the visual arts, was the one least susceptible to the in'

fluence of this century's esthetic and technical innova-

tions. So, while almost every phase of our physical

environment-our architecture, our transportation and

our methods of communication-has changed its form

drastically in the past fifty years, the book today has

essentially the same physical form it had two centuries

ago. So, too, it is no accident that most of the designers

who have made an important mark on the f6rmat of

the contemporary book have come from other fields of

design such as architecture, industrial design and paint-

ing. All of these design areas have been involved in the

dynamic and vital changes so typical of this century.

A characteristic of the tradition of frne book making

has been its close alliance with scholarship and hu-

manism. Persistent emphasis on the "word'o rather than

on the o'visual symbol" has slowly made an art that

was once the glory of the visual lapse into an art com-

Iop: Title page lrotn lan Tschichold''

rypocR-A.pHIscHE GEsrALruNc, publishe d, in )9 3 5

A typical example ol the elegance ant

control lound, in this master's early work

Center: An early Bauhaus book designe.t

by Ad,olph Meyer and dating lrom 1924' Ar

example ol the simple, strong, mechanisti'

styl.e which characterized Bauhaus work ant

which still exerts dn influence today

Bottom: FRANZ KAFKA AND PRAGUE by Paue

Eisner, a 1950 ilesign by Lad,islau Sutnar

one ol the modern pioneers. An instanc

ol the modern ilesigner's characteristi
ilisinterest in the classic conceptions o

tYPe mdss and margint

prising the weakest of "literary" and antiquarian ele

ments. If one goes back far enough-to very earl'

printing or even to early manuscripts-one finds I

richness and power of form more closely allied to I

truly modern sensibility than are the polite books o

the seventeenth and eighteenth centuries. One thinks

for example, of the great Irish manuscript dating abou

the eighth century, the Book o{ Kells. Its distortion

and decoration, use of drawing, unusual margins, rich

ness of texture and general principles of organizatior

rnake it seem more contemporary with us than d'

manuscripts and books of a much later date.

It is in European countries most removed {rom th

English tradition, which placed its stress on th

"word," that we find the beginnings of contemporar

book design. Shortly a{ter the turn of the century, wit

the new architecture as a stimulus, Germany wa

already beginning to break the matrix o{ traditione

design, and by the late 'twenties in that country on

encountered books in a rather mature modern idiom-

for example, those the Bauhaus produced. Meanwhilt

in Czechoslovakia, the state design school in Pragu

was producing extremely fine work under the directio

of Ladislav Sutnar. And, strongly influenced b

constructivist painting and sculpture, Jan Tschichol

was evolving principles of contemporary typograpii

which still seem fresh and alive today'

In the general field oi publishing, the o'vulgar" arl

of advertising, promotional design and periodical dr

sign were far in advance of the art of the book. Becaus
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Lelt: Binding of,rnr exo rNDUsrRy by Herbert
Read.; designed by Marshall Lee. This
reflects the tresh approach mad,e possible
by technical innooations. ?he printed
photographic couer is protected. by
a l.amtnated plastic sheet.

Far lelt: THE TABLES oF THE LAw by Thomas
Mann; designed. by Paul Rand. Although
the biniling shows the use ol traditional
gold stamping, its design has a timeless
quality related to the book's theme.

Aboue: One ol fiae diuision pages lrom
BREAD IN THE WILDERNESS by Thomas Merton;
d.esigned by Alain Lustig. An example ol
the use of photography to giue

a lresh oisual and emotional sense

to a trad.itional subject.
Lelt: rtac:, oF rHpEroNcA by Yuan Goll,
with lour original Picasso lithographs;
designed by Aluin Lustig. A contemporary
exampLe ol the expensiae, limited-edition
book. Al.though printed on uarious-colored,,
hand-made papers, the type has been
machine set. The page is defined
by the l.ong narrow columns ol the poetry.
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