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“ Now, instead of a mass audience consuming media from a single
source, we have multiple sources, multiple channels and multiple
audiences. Every participant is potentially a sender as well as a
receiver of information, and the barrier to entry is no longer the
fortune required to set up a TV station or a newspaper, but the
price of a PC and an Internet connection. Much of contemporary
political graphics in particular is designed with the internet in
mind…with the steady growth of broadband connection, a full-color
poster can be created as a digital file small enough either to send
by email or to download from a website set up for the purpose, and
printed by the recipient in as many copies as necessary or simply
passed on digitally.”
—Colin Moore, Propaganda Prints: A History of Art in the Service
of Social and Political Change, A+C Books, London, 2011

As a medium for social change, posters record our struggles
for peace, social justice, environmental defense, and liberation
from oppression. From the confrontational and political, to the
promotional, persuasive and educational, the poster in all its
forms has persisted as a vehicle for the public dissemination of
ideas, information and opinion. Posters are dissent made visible
—they communicate, advocate, instruct, celebrate, and warn,
while jarring us to action with their bold messages and striking
iconography. Posters also serve as a potent visual manifestation
of a designer’s commitment to society when non-commissioned
posters are created as vehicles to raise money to support political
and humanitarian causes.

Interview with Elizabeth Resnick
by Steven Heller
Steven: You have organized Graphic Imperative, Graphic
Intervention and now Graphic Advocacy. They each
seem to be a different side of the same coin. How do
these exhibitions differ from one another?

Ready access to broadband and mobile communications and
to digital production technologies has expanded the poster’s
role well beyond the limitations of the printed surface, and in its
wake has created a modern tool for support and protest. These
new technologies promote truly global conversations coupled
with unprecedented opportunities for changing attitudes or
showing defiance or solidarity. With its mix of both low-tech and
high-tech, of old and new, the poster, in all its forms, is still a core
component of 21st century advocacy.

Elizabeth: Each of the three poster exhibitions has a clearly
defined point-of-view, beginning with The Graphic Imperative:
International Posters of Peace, Social Justice and The Environment
1965–2005*. The Graphic Imperative was ‘the exhibition’ I had
dreamed about organizing since I first began to organize design
exhibitions in 1990. The intent was to collect a select retrospective
of forty years of international sociopolitical posters showcasing
themes that included dissent, liberation, racism, sexism, human
rights, civil rights, environmental and health concerns, AIDS, war,
literacy and tolerance, with the hope that collectively the work
would provide a window to an age of great change.

Graphic Advocacy: International Posters for the Digital Age
2001–2012 showcases 122 empathetic and visually compelling
messages for our time.
Elizabeth Resnick
Boston, Massachusetts
January 2013

What was the response to “Imperative?”
Milton Glaser, 2001

“Posters are dissent made visible—they communicate,
advocate, instruct, celebrate, and warn, while jarring us to
action with their bold messages and striking iconography.”

In 2005, the notion of ‘the citizen designer’ was gaining
momentum and designers and design educators were actively
seeking alternative ways to expand their practices and teaching
philosophies to benefit our local and global communities. The
timing of The Graphic Imperative exhibition was pitch perfect,
and for four years after it opened in Boston, the exhibit traveled
to 20 venues, 17 in the U.S. and 3 abroad (in a unframed smaller
exhibition format).

I was totally intoxicated by this interest in The Graphic Imperative.
I also love the process of researching, analyzing, selecting and
organizing of objects that come together to reveal a truth or tell
a story. Part of that process is the identification and development
of a singular point-of-view. Like the design process, you begin with
developing your concept, stating it in words, and then staying the
course. Truthfully, it took me a few years to figure out what the next
exhibition would be.

How did the AIDS exhibit develop?
The idea of doing an exhibition of international AIDS awareness
posters was initiated by Jim Lapides, owner of the International
Poster Gallery in Boston, friend and fellow poster enthusiast.
He told me about a cache of 3,300+ International AIDS posters
he had purchased earlier, and his interest in having the work
exhibited in some form. Intrigued, I reviewed a small sampling
of Jim’s holdings. I remember being immediately struck by all
the culturally diverse visual strategies used to express both
deep-rooted social and moral values and cultural differences
regarding sexuality, sexual practices, drug use and hygiene. Many
of the posters were produced by government agencies, NGOs
and grass roots organizations to raise awareness and encourage
preventative behavior in response to the AIDS epidemic.
When I wrote the exhibition proposal for what became Graphic
Intervention: International AIDS Awareness Posters 1985–2010**
my point-of-view was to make a selection of approximately 150
posters that would provide an overview of the diverse visual
strategies employed by many different countries working within
their own distinctive cultural/social perspective in response to

the subject of AIDS as a public health emergency. Graphic
Intervention premiered at Massachusetts College of Art and
Design in September 2010, and is currently traveling within
the U.S. through 2013.

And how did you conceive your current exhibit?
In early March 2011, I was offered the opportunity to do a coffee
table book featuring contemporary sociopolitical poster work
for Vivays Publishing, London. Not wanting to repeat myself by
selecting work that had been in any of my previous exhibitions,
I was determined to conceive a new ‘angle’ of exploring sociopolitical poster design. One week later, on March 11, the world
witnessed the terror and destruction wrought by the earthquake
and subsequent tsunami and nuclear accident at Fukushima
Japan. Shortly afterward, there was outpouring of support from
designers in order to raise awareness and donations, not unlike
The Hurricane Project for the Katrina victims in 2005, and The
Haiti Project to raise money to help Haitians with rebuilding of
their country in 2010. The Internet has enabled designers to
make and post visual commentaries without concern for the costs
of labor, printing, and posting their work to air their opinions. It
was worth investigating this trend, which is the focus of the book,
and now subsequently the ‘third’ in the series (and likely the last),
of sociopolitical poster exhibitions I have organized.
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The exhibitions have spanned quite a bit of history.
“Imperative” delves back into the 60s, “Intervention” the
70s and “Advocacy” is more or less the recent now. How
have the messages, not the medium, changed during
this timeframe?
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Actually there is quite a bit of time overlap in all three exhibitions,
but not much change in the messaging. The Graphic Imperative
includes poster work created over a 40-year span, 1965 to 2005,
much of it anti-war, concern for the environment, social justice
and ideological political statements and personal health issues.
Graphic Intervention includes posters created over a 25-year span
from 1985 to 2010. In this exhibition you can witness the unfolding, progression, and response to the AIDS epidemic from the
posters: first the early messages that explain and dispel rumors of
how you can get AIDS. Later the messages focus on prevention,
namely advising safe sex with condom use. The later messages
focus more on discrimination and advocate for respecting infected
people living longer lives with AIDS. Graphic Advocacy serves
as a first decade glimpse of the new millennium, reflecting the
continuing optimistic hope for world peace, concern for the ecological health of the earth, justness and fairness no matter your
race, gender, nationality, sexual preference, and an outpouring of
concern for humanity on a number of different levels.

The subtitle is “International Posters in the Digital
Age.” What is the implication here? Does digital mean
virtual, sent via the Internet, or the manner by which
they are rendered?
Both. Most designers create their work using digital tools whether
the work is later silk-screened, letterpress, or scanned and
printed on demand. Designers who are active in creating ‘socially
engaged’ work do distribute this work via Internet sites.

What have you noticed during the course of selecting
posters that has changed in forty years?
I would like to think that poster design has evolved to reflect
changing conditions in our world. To quote poster designer
extraordinaire Pierre Bernard: “The poster is the prime field
for experimenting with the visual language; it is the scene of
changing ideas and aesthetics, of cultural, social and political
events.” But in reality, what draws me toward a particular poster
is its creative thought, artistic experiment, inventiveness, and
timelessness. Many of the best socio-political posters created in
the 60s and 70s are still meaningful 50 years later because they
are timeless; posters like Seymour Chwast’s “End Bad Breath”
(1968), Shigeo Fukuda’s “Victory” (1975), and Kyosti Varis’ “Your
Lifemeter” (1971).

Critics and even supporters have argued that the
visual image simplifies a concept often to the point of
irrelevancy. What they really mean is that posters don’t
solve the difficult problems. Can a poster solve anything?
Why should a poster be judged on whether it solves difficult
problems? Perhaps the better question could be ‘What is the
ultimate goal of design?’ Why do designers feel compelled
to create messages? We know that designers possess the skills
and knowledge to visually influence human behaviors. Anyone
who works in the advertising industry can tell you that. And who
among us has not been deceived and manipulated to choose
one brand over another, one item over another, based on what
we have seen and heard in magazines, newspapers, billboards,
television commercials, the Internet, and yes, in posters installed
on advertising kiosks and bus stop shelters. Today, whether a
poster is physical or digital doesn’t matter in the grand scheme of
things. What matters most is the poster conveys its message to
the audience in which it is directed.

Along those lines, simplification can be beneficial
insofar as making complex ideas more understandable
(or bite size). Is the poster still the best medium for
this attack on the senses?
I think so. One of the aspects that I particularly love about the
poster ‘form’ is that in a single surface, the sum of its parts—its
gestalt—pulls together to offer a concept, a notion, a point-ofview, a synopsis, a way of thinking in a single snapshot. Today, a
digital poster can reach a much wider audience—make it viral and
the message reaches billions in a nano-second. With advocacy
posters, time is of the essence, and the digital format is simply
more effective in reaching large numbers in the shortest amount
of time.

What are your criteria for inclusion?
First, I am working within a decade’s time span—a very short
amount of time in the larger scheme of poster history. From
2000–2012, the global community has experienced many
economic and political upheavals, and way too many unfortunate
natural (or man-induced) ecological disasters. In my book proposal, I introduced the notion of examining socially, economically
and/or politically engaged poster work created in response to
these events and/or primarily created for dissemination through
dedicated websites, social media outlets or personal websites.
Some of these posters or ‘visual commentaries’ are designed
to incite, advocate, inform or argue a particular point-of-view.
Some are meant as vehicles to raise money to support important
and humanitarian causes. I wanted to collect posters that fit into
these categories from an international group of concerned, committed and passionate artists and designers.
In previous design exhibition projects, I have worked with a cocurator (two heads are better than one philosophy). But, as this
project started first as a book and later became an exhibition, I
thought it best to work alone. The decision to invite participants
and to collect certain work was mine. Whether this was a sound
judgment or not, I cannot tell right now. In previous exhibitions,

my co-curators and I made decisions based on quality of concept,
execution, and formality. I am particularly drawn to the conceptual, metaphorical and formal aspects in the visual responses I
have selected. It is not my place to judge whether the posters are
successful in persuading or influencing, as a designer’s impetus
comes from their need to respond to events through acts of artistic creation. What I can judge however, is whether their message
is accessible, clear, and compelling.

Advocacy implies support of a cause. To advocate is
it necessary to be positive? Is it necessary to put on a
happy face?
I would agree that the notion of ‘advocacy’ implies a person who
publicly supports or recommends a particular cause or policy,
whether that cause or policy is popular or even considered a wise
course of action. To ‘advocate’ is someone who pleads, argues or
campaigns on another’s behalf, someone who is unable to speak.
I envision the word to ‘advocate’, as a person who argues from a
certain point-of-view.

Which of these posters exploit wit and humor to
its fullest?
Joe Scorsone and Alice Drueding’s “Alternative to War” takes the
opportunity to suggest six non-violent activities for troops in
place of their usual diet of warring and killing. One of my all-time
favorite posters is Robbie Conal’s “Patriot Inaction”. This poster
depicts former President Bush up to his neck in the floodwaters
that unearthed bones of New Orleans dead citizens. His
‘haplessness’ situation is a complete match up to the ineptitude
of his response to the aftermath of Hurricane Katrina. Another
humorous poster that utilizes a playful illustrative style with
a visual pun is Homework’s “EU vs Europe and Europe vs EU”:
a visual comment on the ‘old’ Europe vs the ‘new’ Europe.

Occupy has played a huge role in our collective consciousness. But their graphics have not been as strong
as their passion. Occupy Oakland seems like a very
safe design, is good design the only reason for success?
Michael Bierut may have addressed this question in a piece he
wrote for Design Observer: Observatory titled “The Poster that
Launched a Movement (or not)”. He begins by quoting Adbusters
co-founder Kalle Lasn on the movement that began with a poster:
“We put together a poster for the July issue of Adbusters. The poster
was a ballerina — an absolutely still ballerina — poised in a Zen-ish
kind of way on top of this dynamic bull. And below it had the [Twitter]
hashtag #OccupyWallStreet. Above, it said, “What is our one
demand?” I felt like this ballerina stood for this deep demand that
would change the world. There was some magic about it.”
“Adbusters has a very distinctive visual ‘brand’. What if all the
visuals created for the Occupy Wall Street movement, and
its subsequent satellites sites, had been orchestrated by the
fine folks at Adbusters? Maybe the visual output would have
matched the people passion? “Perhaps”, as Bierut suggests,
“however, the inability of OWS to develop a coherent graphic
language is symptomatic of a larger challenge. Can a grassroots
movement mature into a viable political force?” In my opinion
what we witnessed was an outpouring of responsiveness and
support for the movement in the form of poster visuals from
a large constituency of amateur and professional level artists
and designers. How delicious is that? Later in the article, Bierut
laments there were “no typeface guidelines, no color standards,
no official logos.” Does everything in our world need coordinated
‘branding’? The poster ‘Occupy Oakland’, and others like it, are
accessible, clear, compelling and dramatic in their visual presence.
Visuals to rally around.

You are obviously going to have to explain poster
design to the average visitor. What words will you use
to make this exhibition understandable?
I spent considerable time in writing my curator’s statement for just
this reason: “As a medium for social change, posters record our
struggles for peace, social justice, environmental defense, and
liberation from oppression. From the confrontational and political,
to the promotional, persuasive and educational, the poster in all
its forms has persisted as a vehicle for the public dissemination
of ideas, information and opinion. Posters are dissent made visible
—they communicate, advocate, instruct, celebrate, and warn,
while jarring us to action with their bold messages and striking
iconography. Posters also serve as a potent visual manifestation
of a designer’s commitment to society when non-commissioned
posters are created as vehicles to raise money to support political
and humanitarian causes.
Ready access to broadband and mobile communications and to
digital production technologies has expanded the poster’s role
well beyond the limitations of the printed surface, and in its wake
has created a modern tool for support and protest. These new
technologies promote truly global conversations coupled with
unprecedented opportunities for changing attitudes or showing
defiance or solidarity. With its mix of both low-tech and high-tech,
of old and new, the poster, in all its forms, is still a core component
of 21st century advocacy.
*The Graphic Imperative: International Posters of Peace, Social Justice and The Environment
1965–2005 was co-curated with Chaz Maviyane-Davies and Frank Baseman.
**Graphic Intervention: International AIDS Awareness Posters 1985–2010 was co-curated with
Javier Cortés.
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12 views of
122 posters
by Kenneth
Fitzgerald
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The poster is a graphic conundrum:
a unique space where the surface is,
not only meets, its edge.

4
2

The poster’s status as a primary, mass medium of cultural
exchange has long since passed. Any cultural form that boasts

an era of activity described as a “golden age” has moved into senescence, if not irrelevance. The perspective is backwards and looking
up to a peak. Unlike the metal, this intangible gold lives a half-life,
decaying over time like a radioactive element. There’s energy but a
progressively declining affectiveness—and effectiveness. Conversely
though, its aura grows stronger. If we’re to honestly contemplate the
poster, we need to acknowledge this reality. However, the poster
isn’t unique in this status nor does said status remove it from serious
consideration in the cultural conversation. The poster may be losing
charged particles but can still enlighten us. From readily available
evidence, it’s still energizing generations of designers to make posters—and
audiences in their response (though, as always with graphic artifacts,
that response is problematic to quantify). Poster output is still high,
perhaps greater than ever, and not simply because there are more
makers at work.

Has the Internet, ironically, saved the poster?

Crafting a poster is a gesture of seriousness, whether
you’re a brand, a band, or a political movement. The simple

Given it new life? Our virtual global forum is a boon for the display and dissemination of posters.
It’s far wider and less constrained than the physical spaces available. Rather than shunted to fringe
public areas—such as construction hoardings, which may be physically prominent in the very center
of public spaces, but are categorically ephemeral—posters can be center stage, and accessible at any
time. The interval between realization and display is far shorter, with a greater assurance of a wider
audience. Infinite galleries can be erected and opened to view. But while termed posters, many of the
contemporary works are wholly digital. Having no substance other than pixels, one of, if not the, key
attributes claimed for the poster is wholly absent—materiality.

This is what the posters presented here are not: examples
of the majority. In the poster genus, works of advocacy are a sub-species.

During these auric eras, the apices of the
poster, we may also witness its destruction.

It’s in its immediacy that the poster still
channels and exhibits power and relevance. For the flaws in the popular view of
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action of making a poster, regardless of the actual content,
is symbolically important to the latter two—a declaration of intent
to join or start a social conversation. We’re here. An idea may be
expressed verbally and spread through repetition but is still evanescent. Many political prisoners, though, will testify that even a
fleeting, audible expression carries substance—and consequence.
The substance of the poster though, raises the stakes. As with all
design artifacts, it makes thought concrete and extends it into the
world of things. The thing is harder to ignore—and to deny. So, for
their makers, there is an intangible aspect of posters outside of mass
marketing: an emotional connection, a thrill of being.

Posters have long been social broadsides, disseminating information
and opinion on current events. The increased number of eager participants

and the boundless forum of the Web have placed this into overdrive,
accelerating commentary via poster production. A principal impetus has been
calamity. A graphic outpouring of response now closely follows well-publicized
tragedies. The most recent example was the March 2011 earthquake and tsunami
that struck Japan. Sympathetic posters burst forth after the calamity with such
speed and volume that they seemed the detritus of the killer waves, only washing
outward from the rest of the world. Sites sprang up inviting con-tributions, both
of disaster-themed works to demonstrate solidarity, and to raise funds to aid
survivors. As inspiration for diverse graphic activity, the tsunami
was a profound trigger. But the ultimate utility and intent of the work wasn’t as
clear. Clever, well-crafted graphics abounded. Sincerity wasn’t an issue: all of
the work was done on spec, most with no expectation of recompense. Many
were fund-raisers. But was the work about the tragedy or about the poster?
Was disaster an excuse almost to design a poster? If charity was the purpose,
why not donate directly? And the cause of spreading knowledge of the extent
of damage and suffering was extensively documented on video. Could a poster
be more powerful than actual footage? If the poster’s role is different in such
situations, what is it?

All of these works exist against a highly visible backdrop of posters crafted
for information. They’re so omnipresent; they’re invisible to the consciousness.
Their mundanity suggests that another, hybrid term be coined to identify
them (information+ poster=infoster? Inposter?) Mulling over this essay while
waiting for my doctor, it’s almost with a start that I recognize that it’s a poster
I’ve stared at during every visit to the exam room, one diagramming a portion
of my anatomy. Hey, that’s one too! What can I say about that? My children’s
classrooms offer little open wall space. Perhaps the walls are painted: it’s tough
to tell. Within such public/private contexts, posters thrive. They’ve adapted
well to the interior environment, almost run wild in numbers. In form, they’re
boisterously polite, adherents to the bourgeois principles of good design.

Does materiality matter? What is claimed is that the poster’s
cultural substance comes from its physical substance. The poster
can be felt, is tangible. Of course, this aspect is put forth largely to
differentiate between digital forms of communication, those dependent
upon contemporary devices such as laptops, iPads, and smart phones.
For the older generation calling forth the poster’s physicality, there is
no romance in silicon—as romance is all that supports the idea that
materiality is the poster’s strength.

A primary cause of the poster’s decline from relevance is
that it has been practically legislated out of public existence.

Starving it of display venues effectively bans the poster. In the cause of public
order, unauthorized posting has been banned in most localities whether it is municipalities overall or the individual establishments within. Meanwhile, the permissible
zones from posting are few. Like graffiti, posters fall into a conflicted area where
free speech and the public order collide. Extemporaneous graphic expressions
aren’t seen as healthy exponents of a vibrant First Amendment. Instead, they’re
regarded as indicators of anarchy, examples of decay that must be eliminated in
the “broken windows theory” of civic tidiness. The poster can doubly deny and
affirm—where the messages sent by the poster’s existence and that of its content,
collide and collude.

This was when the distinct poster artists, such as Lucien
Bernhard (the object-poster, Sachplakat), occupied the
form, wedded it to a new commercialism, and elevated
formal adventure. The poster became an exponent in a
wider aesthetic agenda that paid lip service to, but ultimately displaced commercial concerns. Amongst the
poster’s most accomplished performers is Swiss designer
Josef Müller-Brockmann, the standard maker and bearer
for the high Modernist International Style of design. Here
was the ultimate expression of this formal adventurism.
The forms were all, the “subject” of the poster, essentially
irrelevant. The poster lost an immediacy and spontaneity.
It became the province of the pros. The ground rules for
poster achievement changed and migrated to—and became
like—lawns manicured within an inch of their lives. Lush and
beautiful, though.

The poster is the most conservative,
traditional artifact of graphic design. There

is no form as established and widespread as the marking
on a single sheet of paper—unless you’re inscribing directly
onto a natural or built structure. Books may make a creditable claim to an original status, however, codex forms,
while encompassed by graphic design, also transcend it,
occupying their own distinct category. While the poster is
an established, establishment form, it is commonly associated, as with this exhibition, with radicality and progressive
thought. “Protest poster” is nearly a redundancy; the association is so strong of the poster to political ferment.

the poster and its material nature, there is a fundamental, tangential truth. For all the manifest visual
pleasure of the commercial poster, it’s the unstudied,
spontaneous works that define the form and prove
the most affecting. Many of the revered posters of the
sixties, such as the 1969 Art Workers Coalition poster
of the My Lai Massacre, are crude pieces, the antitheses
of the reigning, high-Modern style. This reality is often
glossed over by commentators, as championing these
political works undermines their fundamental tastemaking arguments on what is proper design. It’s possible,
if not necessary, to embrace the diversity of aesthetics.
However, the poster becomes the most noticeable
place to detail, in the poster’s status as primal artifact
of design, the inconsistency of mainstream design
thought. Commercially-determined notions of apposite
layout, defined and proscribed by marketing concerns,
seem twee and extraneous when confronting these
powerful, pointed posters. The formulas and tropes of
graphic design fall away. The profound works make
their own rules, and in their wake leave us asking, “what
just happened here?”

It’s a paper cut like a knife.
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Carlo Paolo Espiritu, Piti Piti Haiti
Wildnice, USA 2010, 67.1 x 103.6 cm

Sebastian Kubica, Equality

Poland 2000, 70 x 100 cm

Shane Luskie, Where Will the Birds Go?
Australia 2011, 61 x 86 cm

Eric Benson, Renewable Electrification Administration, Solar
USA 2008, 35.5 x 49.3 cm

lightcolor 5%
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Robbie Conal, Patriot Inaction
USA 2005, 61 x 94 cm

Mark Gowing, Oil Kills Peace
Australia 2006, 84 x 119 cm

Yossi Lemel, Fukushima Mon Amour
Israel 2011, 68 x 97.8 cm

Leo Lin, Global Warming

Taiwan 2009, 70 x 100 cm
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Anita Kunz, I Will Not Be Silenced
© Anita Kunz, All rights reserved, Canada 2009, 70 x 100 cm

Marlena Buczek Smith, Traffik

© Marlena Buczek Smith, USA 2006, 60.7 x 86 cm

Dmitry Zakharov, Dimon Zakharoff, Untitled (Matreshka)

Russia 2012, 70 x 100 cm

Medhi Saeedi, Child Labour
Iran 2011, 70 x 103.6 cm
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Antonio Castro H., Bilateral Damage
usa 2011, 77.8 x 110 cm

François Caspar, IRAN September 2009

Belen Mena, 2011 Year of the Forests /No More Global Warming

© François Caspar 2009, France 2009, 49.8 x 69.9cm

Ecuador 2011, 69.7 x 99.5 cm

Shino Suefusa, No More Fukushima for Our Children

Japan 2011, 72.8 x 103 cm

contributors
Elizabeth Resnick is Professor and Chair of the Graphic Design
Department at Massachusetts College of Art and Design,
Boston, Massachusetts. She is a passionate design curator who
has developed and organized design exhibitions since in 1991.
Her latest exhibition, Graphic Advocacy: International Posters
for the Digital Age 2001-2012 is the third in a series of sociopolitical poster exhibitions. The first exhibition The Graphic
Imperative: International Posters for Peace, Social Justice and The
Environment 1965–2005, was organized with co-curators Chaz
Maviyane-Davies and Frank Baseman. After its premiere at
Massachusetts College of Art and Design in 2005, the exhibition
successfully traveled from 2006–2010 within the U.S and three
venues abroad. Graphic Intervention: 25 Years of International
AIDS Awareness Posters 1985–2010 was the second exhibition in
this series, and was organized with co-curator Javier Cortés. After
its premiere at the college in 2010, Graphic Intervention will conclude its successful 2-year travel schedule in early 2013. Professor
Resnick’s publications include catalogs for both of the exhibitions mentioned above, Design for Communication: Conceptual
Graphic Design Basics (2003) and Graphic Design: A ProblemSolving Approach to Visual Communication (1984). Her future
publication, with the working title Posters in the Digital Age, will
include all of the posters in the exhibition Graphic Advocacy plus
others. The book is schedule for publication by Vivays Publishing
LTD, London in Fall 2013.
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Anthony Burrill, Oil & Water Do Not Mix
in collaboration with Happiness, Brussels 2010, uk, 70 x 91 cm

Lanny Sommese, Time to Come Home
USA 2010, 67.4 x 101.5 cm

Kenneth FitzGerald , the author of Volume: Writings on Graphic

Design, Music, Art, and Culture published in 2010 by the Princeton
Architectural Press, was a regular contributor to Emigre magazine.
His writings have also appeared in Eye, Étapes, and Idea magazines;
the books Graphic Design and Reading, and The Education of a
Graphic Designer volume 2; plus the online journals Voice: AIGA
Journal of Graphic Design, Design Observer, and Speak Up. He
produced The News of the Whirled, a novel as 4-issue limitededition magazine that received awards for excellence from the
American Center for Design and AIGA. His artwork is included
in public and private collections in New England and New York,
with work in the Franklin Furnace/Museum of Modern Art/Artists
Books collection. He received an MFA in Design from Massachusetts College of Art and Design, and is currently a Professor of
Art at Old Dominion University in Norfolk, Virginia.

Steven Heller is the co-chair and co-founder (with Lita Talarico)
of the MFA Designer As Author and co-founder (with Alice
Twemlow) of the MFA in Design Criticism (DCrit) and MFA
Interaction Design (with Liz Danzico) programs at the School of
Visual Arts. He was a senior art director at the New York Times
for 33 years, 30 of them at The New York Times Book Review. For
the preceding three he was art director for the OP-Ed page. He
is the editor of the AIGA VOICE: Online Journal of Design, and
a contributing writer for DesignObserver.com and writes The
Daily Heller at Printmag.com. As author, co-author, and editor he
has produced of over 120 books, most on the history and practice
of graphic design, illustration, and satiric art.
He is a contributing editor to Print, Eye, ID, and Baseline. He has
been curator for a number of exhibitions, including The Art of
Simplicissimus, Art Against War, The Malik Verlag, and Typographic
Treasures: W.A. Dwiggins. He is the recipient of three National
Endowment for the Arts Design Grants, for research into the lives
and works of W.A. Dwiggins and Lucian Bernhard. He received
the 1997 New York Art Directors Club “Special Educators,” the
1999 AIGA Medal for Lifetime Achievement, and the 7th Herschel
Levit Award in 2000. He was the recipient of the SVA MASTER
SERIES award and exhibition for 2007. He is the 2011 Recipient of
the Smithsonion National Design Award.
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Poster credits

USA 2001, 66 x 102 cm

Catarina Lee, Stop Global Warming
Portugal 2011, 59.4 x 84 cm

Gustavo Morainslie, Happy Meal

Noah Scalin, 99% Majority

Shino Suefusa, No More Fukushima for Our Children

Egypt 2011, 59.4 x 84.1 cm

Mexico 2010, 70 x 100 cm

USA 2011, 76.4 x 100 cm

Japan 2011, 72.8 x 103 cm

Richard Boynton, Wink, Hurricane Katrina–Voodoo

John Emerson, Stop the War on the Poor

Hilppa Hyrkäs, Stop Climate Change

Anthony Nagy, Embrace Haiti

Joe Scorsone and Alice Drueding

Parisa Tashakori, Petroleum Peace in the Middle East

USA 2011, 121 x 81 cm

Finland 2006, 70 x 100 cm

Yossi Lemel, Fukushima Mon Amour

Creative Directors: Richard Boynton, Scott Thares
usa 2005, 45.7 x 61 cm

Israel 2011, 68 x 97.8 cm

USA 2010, 61 x 91.5 cm

Iran 2011, 70 x 100 cm

Carlo Paolo Espiritu, Wildnice, Piti Piti Haiti

Asher Jay, Dolphin Drip Disaster

Nuclear Power is Not Sustainable
USA 2012, 57.7 x 78 cm

Michelle Brook, Bleeding Out

Ashraf Refaat Elfiky, In Oil We Trust

Kit Hinrichs, 9.11

David Blaiklock, Contamination: Poison in the Water Cycle
Australia 2012, 60 x 90 cm

USA 2010, 67.1 x 103.6 cm

© Asher Jay, USA 2010, 57 x 73.5 cm

Andrew Lewis, Waste/Water

Linda Yuki Nakanishi, Japan Earthquake Poster No. 1

Canada 2009, 61 x 91 cm

Canada 2011, 71 x 91.3 cm

©Michelle Brook 2006, usa 2006, 45.7 x 61 cm

usa 2011, 46.6 x 60.7 cm

in collaboration with Happiness, Brussels 2010, uk, 70 x 91 cm

Takashi Akiyami, Earthquake Japan, Tsunami, No. 2

François Caspar, IRAN September 2009

Matt Forsythe, Casseroles

© François Caspar 2009, France 2009, 49.8 x 69.9cm

Canada 2012, 45.7 x 61 cm

François Caspar, 9.11

John Foster, Bad People Good Things

© François Caspar 2002, France 2002, 49.8 x 69.9 cm

The Hurricane Poster Project
usa 2005, 45.7 x 61 cm

Japan 2010, 72.8 x 103 cm
Am I Collective, Haiti
usa 2010, 40 x 59 cm
Onish Aminelahi, Stop War

Antonio Castro H., Immigrant Poster

Iran 2008, 70 x 99.6 cm

usa 2009, 70 x 100 cm

Onish Aminelahi, Cancer, Hidden Disease

Antonio Castro H., Bilateral Damage

Iran 2009, 70.7 x 99.4 cm
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Anthony Burrill, Oil & Water Do Not Mix

Eduardo Barrera Arambarri, Idiots (BP Oil Spill)

México 2010, 67.6 x 100.5 cm
Frank Arbelo, Because this Mouth Is Mine
Bolivia 2009, 49.8 x 69.9 cm
Beehive Design Collective, Puppeteer: Monoculture
usa 2002, 62 x 84 cm
Eric Benson, Renewable Electrification Administration, Wind
usa 2008, 35.5 x 49.3 cm
Eric Benson, Renewable Electrification Administration, Solar
usa 2008, 35.5 x 49.3 cm
Eric Benson, Renewable Electrification Administration,

Geothermal
usa 2008; 35.5 x 49.3 cm
R. Black, Occupy Oakland
usa 2011; 39.3 x 60.8 cm
R. Black, Direct Action
usa 2011, 39.3 x 60.8 cm

Mauro Gatti, Help Japan

Italy 2011, 70.6 x 100 cm
usa 2011, 77.8 x 110 cm

Ivan Gazdov, Play of Silhouettes

Bulgaria 1995, 100 x 70 cm
Savas Cekic, My White Body is a Dark Stain–Thanks to You!

Turkey 2010, 45.7 x 61 cm

Milton Glaser, I Love NY More Than Ever
USA 2001, 35.4 x 56 cm

Fang Chen, We Are One_1

China 2000, 42.5 x 60.7 cm

Joanna Górska & Jerzy Skakun, Homework,

Fang Chen, We Are One_2

EU vs Europe
Poland 2005, 100 x 70 cm

China 2000, 42.5 x 60.7 cm
Mona Goudarzi, Just Veiled Allowed
Robbie Conal, Patriot Inaction

Weapons of Mass Creation: Art
USA N.D., 29 x 61 cm

Weapons of Mass Creation: Cooking
USA N.D., 33.7 x 61 cm
Kwang-Su Kim, Help Japan
South Korea 2011, 59.2 x 84 cm
Ilja Klemencov, They Will Disappear

Lithuania 2010, 70 x 100 cm
Lucus Krüll, Support Japan
UK 2011, 50 x 70.7 cm
Sebastian Kubica, Equality

Poland 2000, 70 x 100 cm
Anita Kunz, I Will Not Be Silenced

Takayuki Kuribayashi, FORMA Inc., Earth = Heart Crab Leaves

Australia 2006, 84 x 119 cm

Leo Lin, Global Warming

Taiwan 2009, 70 x 100 cm
Li Haiping, Victory

Brian Niemann, In Memory 9/11/01

China 2006, 90 x 128 cm

USA 2001, 41.4 x 91.44 cm

Copy: Hideki Kikuhara, Kazumi Kitoh, Masao Soya
Japan 2008-2009, 103 x 72.8 cm

Julia Thomas, Woman’s Right to Choose
Joe Scorsone and Alice Drueding, FEMA

In collaboration with 30 Reasons, www.30reasons.org

USA 2005, 78 x 57.7 cm

USA 2008, 55.7 x 81.1 cm

Joe Scorsone and Alice Drueding, Alternatives to War

Michael Thompson (Freestylee), Haiti Relief Blue
© Michael Thompson, Jamaica 2010, 45.7 x 61 cm

USA 2003, 78 x 57.7 cm
Dave Loewenstein, Tip of the Iceberg

Pouria Oriany, Help Japan

USA 2011, 33 x 68.5 cm

Iran 2011, 70 x 100 cm

Pekka Loiri, People of Iran

István Orosz, Global Warning: Global Warming!

Finland 2009, 70 x 100 cm

Hungary 2006, 70 x 100 cm

Shane Luskie, Where Will the Birds Go?
Australia 2011, 61 x 86 cm

Mohammad Sharaf, Saudi Women to Drive (Manal Alsharif)
Saudi Arabia 2011, 50 x 70 cm

Grégoire Vion, Occupy

Marlena Buczek Smith, Oil Spill Gulf of Mexico 2010

© Marlena Buczek Smith, USA 2010, 60.7 x 86 cm

Anita Wasik, Close Guantanamo Bay
Poland 2009, 59 x 84 cm

Marlena Buczek Smith, Haiti’s Dream of Clean Water

Joe Wirtheim, Break New Ground, Plant an Urban Garden

© Marlena Buczek Smith, USA 2010, 60.7 x 86 cm

USA 2008, 30.5 x 45.7 cm

Marlena Buczek Smith, Traffik

Rus Wooten, Wake Up! Stand Up! Speak Up! Shake Up!

© Marlena Buczek Smith, USA 2006, 60.7 x 86 cm

USA 2011, 60.8 x 91.2 cm

Oliver Soden, Tohoku Earthquake and Tsunami

Erin Wright, Death is Not Justice

UK 2011, 70 x 100 cm

USA 2010, 83.8 x 117 cm

Lanny Sommese, Time to Come Home

Dmitry Zakharov, Dimon Zakharoff,

USA 2010, 67.4 x 101.5 cm

Untitled (Matreshka)
Russia 2012; 70 x 100 cm

Götz Gramlich, GGGrafik Design, Hope for Sichuan

Finland/USA 2012, 70 x 100 cm

Shane Luskie, Where Will the Animals Go?

Harry Pearce, Haiti Poster for Doctors Without Borders

Australia 2011, 61 x 86 cm

Pentagram Design LTD., UK 2010, 70 x 100 cm

Susana Machicao, Gender Education

Kari Piippo, Where is my vote, Russia?

Quote by Brigham Young, Bolivia 2011, 49.8 x 69.9 cm

Finland 2012, 80 x 120 cm

Juan Madriz, September 11, 2001–2011

Laura Prpich, Caribou Creative, Haiti Poster Project

Venezuela 2011, 70 x 100 cm

Quote by Marianne Williamson, Canada 2010, 30.5 x 45.7 cm

Hiroyuki Matsuishi, Lives in Danger

Andrea Rauch, Fukushima 11.03.11

Japan 2009, 72.7 x 102.7 cm

Italy 2011, 43 x 61 cm

Mark McDevitt, Robert Lee, Methane Studios, Inc

Viktor Manuel Barrera Rodriguez,

Flirty Bird of Haiti
USA 2010, 45.7 x 61 cm

No More Land Mines
Columbia 2011, 70 x 100 cm

Lanny Sommese, HELP (Hurricane Katrina)

Belen Mena, Japan 2011

Moisés Romero, Peace without Dignity

Giulia Spanghero, Bleeding H

Ecuador 2011, 69.7 x 99.5 cm

Mexico 2009, 50 x 70 cm

© Giulia Spanghero, Italy 2010, 45.7 x 61 cm

Medhi Saeedi, Peace

Ben Stahl, Ben Sliver, Occupy

Iran 2011, 99 x 69.3 cm

France 2011, 70 x 100 cm

Medhi Saeedi, Child Labour

Astrid Stavro, Poster for Japan

Iran 2011, 70 x 103.6 cm

Design: Astrid Stavro and Richard Sarson, Spain 2011, 60 x 83 cm

Lanny Sommese, No!
USA 2001, 101.5 x 69 cm

Maziar Zand, Our Modern Family

Iran 2003, 70 x 100 cm
USA 2005, 71 x 106 cm

Maziar Zand, Europe Today for Tomorrow

Iran 2005, 70 x 100 cm
Takayuki Kuribayashi, FORMA Inc.

Save Child! No More Fukushima
Japan 2011, 103 x 72.8 cm

Germany 1993, 70 x 100 cm

Jesse Haley, South End Textiles

USA 2010, 45.7 x 61 cm

Belen Mena, 2011 Year of the Forests /
No More Global Warming
Ecuador 2011, 69.7 x 99.5 cm

Eric Drooker, Occupy the Streets

Occupy Dewey Square Boston
USA 2011, 86.4 x 55.9 cm

Scott Laserow, FEMA

Jessica Moon, Senbazuru Japan

Germany 2008, 59.4 x 84 cm
Lex Drewinski, Fragile

USA 2011, 43 x 66.5 cm

Mervi Pakaste, Vote for Freedom Russia

Götz Gramlich, GGGrafik Design, Mighty Mouse

Marion Deuchars, Where is My Hope?

USA 2011, 61 x 61 cm

Jin Yee Ng, Your Best Gift for Her
Singapore 2009, 52.5 x 78.75 cm

Justin Kamerer, AngryBlue

Mark Gowing, Oil Kills Peace

Germany 2009, 79 x 108 cm
© M. Deuchars , UK 2011, 71 x 95 cm

Justin Kamerer, AngryBlue

Wake up!
USA 2011, 70 x 98.8 cm

© Anita Kunz, All rights reserved, Canada 2009, 70 x 100 cm

Hurricane Project Poster
usa 2005, 48.2 x 63.5 cm

Sarah Kaiser & Juhan Sonin, Involutions Studios

Iran 2010, 70 x 100 cm

usa 2005, 61 x 94 cm
Laurie DeMartino, Laurie DeMartino Design

Iran 2012, 70 x 100 cm

USA 2005, 61 x 45.7 cm
Extra Credit Projects, 9/11 Memorial: Reflect
Creative Director: Rob Jackson, Art Director: Josh Best
usa 2011, 45.7 x 61 cm

ABCNT, Ali Rza, Lioness

Parisa Tashakori, Flight for Democracy
Joe Scorsone and Alice Drueding, FEMA–New Orleans

Jude Landry, Octopus Vulgaris

USA 2006, 61 x 83.2 cm

USA 2011, 28.3 x 43.5 cm

Egor Zhgun, Untitled (Catcher)
Russia 2011, 45.5 x 71 cm
Paul Zwolak, Free Iran
© Paul Zwolak 2009, Canada 2009, 63.2 x 84.8 cm
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