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FOREWORD
MIRKO ILIĆ

In the years 1975-1976, I was an aspiring comic artist and illustrator, in
communist Yugoslavia. At that time, I published my work in student papers. Mostly in my hometown Zagreb, but also Belgrade. Sometimes I
traveled in Belgrade and drew my illustrations on the spot. Student papers
were paid illustrations next to nothing, but publishing my work was what
was most important to me. Making so little money, I was not able to stay
in hotels when I was in Belgrade. I would just smuggle myself into student
dorm, and stay in the room of my colleague illustrator and designer, and
at that time still student, Nikola Konstantinovic. I was not only staying
with him to save money but that it was also my chance to talk with him
about design and art and to browse through his collection of foreign
books about illustration and design. At that time, foreign books were very
expensive in Yugoslavia. On average, one half of my monthly earnings. In
one of my visits he proudly showed me his new trophy, the book Milton
Glaser – Graphic Design. At that time I knew very little of Milton’s work,
mostly his illustrations of the time of Push Pin Graphic. This book was a
revelation to me. Most of the monograph books, which I had seen so far,
were about fine artists. Never before had I seen a book dedicated to a single designer/illustrator. I spent most of the night flipping through the
book, trying to remember every image. Partly because I was not sure
when I would ever get the chance to hold that book in my hands again.
And partly because the book was extremely fascinating to me, he was able
to do anything, design of posters, magazines, LP covers, shops, illustrations, fonts etc. His work was perfect, except a little bit too sweet for me.
Let’s not forget, I was a young artist from a communist country. Sweet
was not an option for me.
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Another little minus for me was that he didn’t draw comics. Despite that, I
had a feeling of the influence of comics on his work. Or I was adjusting reality to fit my needs, haha.
Exactly ten years later, I moved to New York. Because of Lou Reed, Velvet
Underground, Taxi Driver and all other design and art this city was able to
offer, including Milton. Upon my arrival in New York, one of the first people I visited was Milton. I wanted to meet him, and I wanted to show him
my work. At that time, I didn’t know how to prepare a portfolio; I had never
done that before. I brought with me a big bag full of printed copies, xeroxes,
and originals. All mixed together. And I literally dumped the content of the
bag on his conference table. And by the way, I barely spoke English at that
time –not that I’m that much better now. Milton very gracefully and slowly
went through the pile, sometimes asking me questions. After almost one
hour he finished examining the pile, and he asked me who did I know in the
city. I answered him pretty much nobody. He told me to come back the next
day, and his assistant would prepare a list of art directors for me to contact.
He also asked when I got an assignment, where was I going to work? I was
young and obnoxious (now I’m old and obnoxious), I told him wherever,
on a bench in a park, in the rain. I’m Eastern European. He laughed and
told me when I get an assignment, and if I need a place to work, I could
come to his studio and use one of his desks. Ten years later, I reminded him
of his offer and asked him to let me rent a floor in his building. That is where
I’m now writing this introduction.
In the last 30 years, how long we have known each other; we became friends
and collaborated on quite a few projects. We wrote the book Design of Dissent together, we taught classes at Cooper Union together and many other
things. In the meantime, I didn’t forget the book. As a matter of fact, I bought
myself the first edition of exactly the same book like the one I was holding
in Nikola’s room. But not only that, today I have quite a few of the posters
and LP records published in that book. Some of them I bought and some of
them were gifted to me by Milton.
But the most important thing I got from Milton, besides his friendship, is the
attitude towards the young artist. After all these experiences with Milton, I
cannot sit on this floor, in his building and refuse to see or help young artists
knocking on my door. Except for today, young artists very rarely dump their
work on my desk. Usually, they neatly put their iPads on it.
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MODERN
RENAISSANCE MAN
To many, Milton Glaser is the embodiment of
American graphic design during the latter half of the
last century. His presence and impact on the
profession internationally is formidable. Immensely
creative and articulate, he is a modern renaissance
man — one of the rare breed of intellectual designerillustrators, who brings a depth of understanding and
conceptual thinking, combined with a diverse
richness of visual language, to his highly inventive
and individualistic work. *

* www.miltonglaser.com
Milton Glaser, photo by Michael Somoroff, 2015
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MILTON GLASER
BIOGRAPHY

Milton Glaser (b.1929) is among the most celebrated graphic designers in
the United States. He has had the distinction of one-man-shows at the Museum of Modern Art and the Georges Pompidou Center. He was selected
for the lifetime achievement award of the Cooper Hewitt National Design
Museum (2004) and the Fulbright Association (2011), and in 2009 he was
the first graphic designer to receive the National Medal of the Arts award.
As a Fulbright scholar, Glaser studied with the painter, Giorgio Morandi in
Bologna, and is an articulate spokesman for the ethical practice of design.
He opened Milton Glaser, Inc. in 1974, and continues to produce a prolific
amount of work in many fields of design to this day.
Milton Glaser was educated at the High School of Music and Art and the
Cooper Union Art School in New York and, via a Fulbright Scholarship, the
Academy of Fine Arts in Bologna, Italy. He co-founded the revolutionary
Pushpin Studios in 1954, founded New York Magazine with Clay Felker in
1968, established Milton Glaser, Inc. in 1974, and teamed with Walter
Bernard in 1983 to form the publication design firm WBMG. Throughout
his career, Glaser has been a prolific creator of posters and prints.
His artwork has been featured in exhibits worldwide, including one-man
shows at both the Centre Georges Pompidou in Paris and the Museum of
Modern Art in New York. His work is in the permanent collections of
many museums. Glaser also is a renowned graphic and architectural designer with a body of work ranging from the iconic logo to complete
graphic and decorative programs for the restaurants in the World Trade
Center in New York.
Glaser is an influential figure in both the design and education communities, contributed essays and extensively granted interviews on design.
Among many awards throughout the years, he received the 2004 Lifetime
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Achievement Award from the Smithsonian Cooper-Hewitt, National Design Museum, for his profound and meaningful long-term contribution
to the contemporary practice of design.
PUSHPIN STUDIOS
In 1954, Milton Glaser, along with Reynold Ruffins, Seymour Chwast, and
Edward Sorel, founded Pushpin Studios. For twenty years Glaser, together
with Seymour Chwast, directed the organization, which exerted a powerful
influence on the direction of world graphic design, culminating in a memorable exhibition at the Louvres Museum of Decorative Arts in Paris.
NEW YORK MAGAZINE
In 1968, Glaser and Clay Felker founded New York magazine, where Glaser
was president and design director until 1977. The publication became the
model for city magazines, and stimulated a host of imitations.
WBMG
In 1983, Glaser teamed with Walter Bernard to form WBMG, a publication design firm located in New York City. Since its inception, they have
designed more than 50 magazines, newspapers and periodicals around
the world. WBMG has been responsible for the complete redesigns of
three major newspapers: The Washington Post in the U.S., La Vanguardia
in Barcelona, and O Globo in Rio de Janeiro. It has consulted on design
projects for The Los Angeles Times, The Boston Globe, The Dallas Times
Herald, The East Hampton Star, the New York Daily News and the National Post (Canada). Magazine clients in the United States include: Time,
U.S. News & World Report, Adweek, Brill’s Content, Crain’s Chicago
Business, Family Circle, Golf Digest, The Nation, Autoweek, Biography,
USA Weekend, PC Magazine andWine Spectator. WBMG has created
original prototype designs for Manhattan, Inc., Windows, The Journal of
Art, and ESPN, the Magazine. In Europe, WBMG has developed and created the original format for Alma (a women’s service magazine) and Zeus
(a cultural newspaper). The firm has redesigned L’Express, Lire (a French
literary magazine), Jardin des Modes (women’s fashion), L’Espresso in
Rome and Business Tokyo in Japan. WBMG has also designed the American Express Annual Report for three years, as well as several books, including Steve Salmieri’s Cadillac and Muhammad Ali: Memories for
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Rizzoli and ESPN’s SportsCentury for Hyperion. Walter and Milton are
co-creators of "Our Times", an illustrated history of the 20th century,
published in 1995.
MILTON GLASER, INC.
Milton Glaser, Inc. was established in 1974. The work produced at this Manhattan studio encompasses a wide range of design disciplines. In the area of
print graphics, the studio produces identity programs for corporate and institutional marketing purposes — including logos, stationery, brochures,
signage, and annual reports.
In the field of environmental and interior design, the firm has conceptualized and site-supervised the fabrication of numerous products, exhibitions,
interiors and exteriors of restaurants, shopping malls, supermarkets, hotels,
and other retail and commercial environments.
Glaser is also personally responsible for the design and illustration of more
than 300 posters for clients in the areas of publishing, music, theater, film,
institutional and civic enterprise, as well as those for commercial products
and services.
Glaser’s graphic and architectural commissions include the logo (which has
been described as ‘the most frequently imitated logo design in human history’), commissioned by the state of New York in 1976; the design of a 600foot mural for the New Federal Office Building in Indianapolis in 1974; the
complete graphic and decorative programs for the restaurants in the World
Trade Center, New York, as well as the design of the Observation Deck and
Permanent Exhibition for the Twin Towers of the World Trade Center in
1975. He has also designed a number of architectural projects including
Sesame Place, a children’s educational play park in Pennsylvania, 1981-83.
For a period of fifteen years, Milton Glaser was involved with the re-design
of a principal American supermarket chain, The Grand Union Company, a
project that included all the company architecture, interiors, and packaging. He was responsible for the interior design and concept for the 1987-88
Triennale di Milano International Exhibition in Milan, Italy, on the theme
of "World Cities and the Future of the Metropolis". In 1987, Mr. Glaser was
responsible for the graphic program of the Rainbow Room complexes for the
Rockefeller Center Management Corporation, New York. Also in 1987, he
designed the World Health Organization’s International AIDS Symbol and
poster. From 1986–1989, he was responsible for the graphic design, them-
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ing, and signage for Franklin Mills, a retail mall in Philadelphia, Pennsylvania; and in 1988, he completed the exterior, interior, and all graphic elements of Trattoria dell’Arte, one of several New York restaurants he has
designed. In 1990, Milton Glaser, Inc. was responsible for the overall conceptualization and interior design of New York Unearthed, a museum located in Manhattan’s South Street Seaport. In 1993, he designed the logo for
Tony Kushner’s Pulitzer Prize winning play, Angels in America. The list goes
on and on. At present, Milton acts as a design consultant for the companies
featured in the case studies section among others like Target Corp.
WORLD-WIDE EXHIBITIONS
In addition to commercial enterprises, Milton Glaser’s work has been exhibited world-wide. Most notable are the following exhibitions: a one-man
show at the Museum of Modern Art, New York (1975), and the Centre
Georges Pompidou, Paris (1977), as well as the Lincoln Center Gallery, New
York (1981), and Houghton Gallery, The Cooper Union, New York (1984).
In 1989, Mr. Glaser had many exhibitions in Italy. One was a one-man show
of posters at the Vicenza Museum, and another, "Giorgio Morandi/Milton
Glaser," at the Galleria Communale d’Arte Moderna in Bologna. In 1991,
he was commissioned by the Italian government to create an exhibition in
tribute to the Italian artist, Piero della Francesca, for part of the celebrations
on the occasion of his 500th anniversary. This show opened in Arezzo, Italy
and one year later (under the sponsorship of Campari) moved to Milan. In
1994, The Cooper Union, Mr. Glaser’s alma mater, hosted the show in New
York. In 1992, an exhibition of drawings titled "The Imaginary Life of Claude
Monet" opened at Nuages Gallery, Italy, and in 1995, an adapted version of
this show was exhibited in Japan’s Creation Gallery. 1995 also brought a
Glaser exhibition to the Art Institute of Boston. In 1997, the Suntory Museum, Japan, mounted a major retrospective of The Pushpin Studios, featuring past and present works by Milton Glaser and other Pushpin artists.
A major retrospective of his work opened in February 2000 at Fondazione
Bevilacqua La Masa in Venice.
DESIGN AND EDUCATION COMMUNITY
From the start of his career, Milton Glaser has been an active member of
both the design and education communities. He has been an instructor and
a Board Member at the School of Visual Arts, New York since 1961, and is
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on the Board of Directors at The Cooper Union, New York. He has been affiliated with The International Design Conference in Aspen since 1972
(president 1990-91), and the American Institute of Graphic Arts, where he
was vice-president and co-chair of the 1989 National Convention. Among
numerous professional awards, he is the recipient of The Society of Illustrator’s Gold Medal, the St. Gauden’s Medal from The Cooper Union, and
the Prix Savignac for the World’s Most Memorable Poster of 1996. Milton
Glaser is a member of The Art Director’s Club Hall of Fame and the American Institute of Graphic Arts (AIGA). He holds honorary doctorates from
The Minneapolis Institute of Arts; Moore College; Philadelphia Museum
School; The School of Visual Arts; Queens College, CUNY; the New York
University at Buffalo, and London’s Royal College of Art. He is an elected
member of the Pinocateca in Bologna, Italy, and in 1992 received the Honors Awards from the American Institute of Architects (AIA). He received
the 2004 Lifetime Achievement Award from the Smithsonian Cooper-Hewitt, National Design Museum, for his profound and meaningful long-term
contribution to the contemporary practice of design.
PERMANENT COLLECTIONS
Milton Glaser is represented in the permanent collections of the Museum
of Modern Art, New York; The Israel Museum, Jerusalem; The Chase
Manhattan Bank, New York; the National Archive, Smithsonian Institute,
Washington, D.C.; and the Cooper Hewitt National Design Museum,
New York.
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THE MOST
SUCCESSFUL CITY
BRANDING OF ALL
TIME

“It was strange,” he says, of the I ❤ NY logo and the
most successful city branding exercise of all time.
“The slogan went beyond any expectations I had of
its reach. For reasons that are not fully
understandable, it’s still everywhere.” At the time that
it was famously conceived during a cab ride to the
very meeting in which Glaser would present the idea,
New York was suffering. “In 1977, people were
moving out by the thousands because the city had
become unsafe,” he recalls. Image-wise, he can only
describe New York of the late 1970s as “selfdespairing.” “What the city needed at that time was
an affirmation, a restoration of the feeling that New
York was an important place to be. Now
unfortunately, people see the city as too good a place
to be and we’ve become incredibly overburdened
with a population of rich people. You have to be
careful about the consequences of what you do.”*
* It’s Nice That / Words by Nathalie Olah, Tuesday 17
May 2016 — Milton Glaser: we talk drawing, ethics,
Shakespeare and Trump with the graphic design
legend
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TEN THINGS
I HAVE LEARNED
PART OF AN AIGA TALK IN LONDON

1
YOU CAN ONLY WORK FOR PEOPLE THAT YOU LIKE.
This is a curious rule and it took me a long time to learn because in fact at
the beginning of my practice I felt the opposite. Professionalism required
that you didn’t particularly like the people that you worked for or at least
maintained an arms length relationship to them, which meant that I never
had lunch with a client or saw them socially. Then some years ago I realized
that the opposite was true. I discovered that all the work I had done that was
meaningful and significant came out of an affectionate relationship with a
client. And I am not talking about professionalism; I am talking about affection. I am talking about a client and you sharing some common ground.
That in fact your view of life is someway congruent with the client, otherwise it is a bitter and hopeless struggle.
2
IF YOU HAVE A CHOICE NEVER HAVE A JOB.
One night I was sitting in my car outside Columbia University where my
wife Shirley was studying Anthropology. While I was waiting I was listening to the radio and heard an interviewer ask ‘Now that you have reached 75
have you any advice for our audience about how to prepare for your old
age?’ An irritated voice said ‘Why is everyone asking me about old age these
days?’ I recognized the voice as John Cage. I am sure that many of you know
who he was – the composer and philosopher who influenced people like
Jasper Johns and Merce Cunningham as well as the music world in general.
I knew him slightly and admired his contribution to our times. ‘You know,
I do know how to prepare for old age’ he said. ‘Never have a job, because if
you have a job someday someone will take it away from you and then you
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will be unprepared for your old age. For me, it has always been the same
every since the age of 12. I wake up in the morning and I try to figure out
how am I going to put bread on the table today? It is the same at 75, I wake
up every morning and I think how am I going to put bread on the table
today? I am exceedingly well prepared for my old age’ he said.
3
SOME PEOPLE ARE TOXIC AV OID THEM.
This is a subtext of number one. There was in the sixties a man named Fritz
Perls who was a gestalt therapist. Gestalt therapy derives from art history, it
proposes you must understand the ‘whole’ before you can understand the
details. What you have to look at is the entire culture, the entire family and
community and so on. Perls proposed that in all relationships people could
be either toxic or nourishing towards one another. It is not necessarily true
that the same person will be toxic or nourishing in every relationship, but the
combination of any two people in a relationship produces toxic or nourishing consequences. And the important thing that I can tell you is that there
is a test to determine whether someone is toxic or nourishing in your relationship with them. Here is the test: You have spent some time with this person, either you have a drink or go for dinner or you go to a ball game. It
doesn’t matter very much but at the end of that time you observe whether
you are more energized or less energized. Whether you are tired or whether
you are exhilarated. If you are more tired then you have been poisoned.
If you have more energy you have been nourished. The test is almost infallible and I suggest that you use it for the rest of your life.
4
PROFESSIONALISM IS NOT ENOUGH or THE GOOD IS THE ENEMY
OF THE GREAT.
Early in my career I wanted to be professional, that was my complete aspiration in my early life because professionals seemed to know everything –
not to mention they got paid for it. Later I discovered after working for a
while that professionalism itself was a limitation. After all, what professionalism means in most cases is diminishing risks. So if you want to get your
car fixed you go to a mechanic who knows how to deal with transmission
problems in the same way each time. I suppose if you needed brain surgery
you wouldn’t want the doctor to fool around and invent a new way of con-
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necting your nerve endings. Please do it in the way that has worked in the
past. Unfortunately in our field, in the so-called creative – I hate that word
because it is misused so often. I also hate the fact that it is used as a noun.
Can you imagine calling someone a creative? Anyhow, when you are doing
something in a recurring way to diminish risk or doing it in the same way
as you have done it before, it is clear why professionalism is not enough.
After all, what is required in our field, more than anything else, is the continuous transgression. Professionalism does not allow for that because transgression has to encompass the possibility of failure and if you are
professional your instinct is not to fail, it is to repeat success. So professionalism as a lifetime aspiration is a limited goal.
5
LESS IS NOT NECESSARILY MORE.
Being a child of modernism I have heard this mantra all my life. Less is more.
One morning upon awakening I realized that it was total nonsense, it is an
absurd proposition and also fairly meaningless. But it sounds great because
it contains within it a paradox that is resistant to understanding. But it simply does not obtain when you think about the visual of the history of the
world. If you look at a Persian rug, you cannot say that less is more because
you realize that every part of that rug, every change of colour, every shift in
form is absolutely essential for its aesthetic success. You cannot prove to me
that a solid blue rug is in any way superior. That also goes for the work of
Gaudi, Persian miniatures, art nouveau and everything else. However, I have
an alternative to the proposition that I believe is more appropriate. ‘Just
enough is more.’
6
STYLE IS NOT TO BE TRUSTED.
I think this idea first occurred to me when I was looking at a marvelous
etching of a bull by Picasso. It was an illustration for a story by Balzac called
The Hidden Masterpiece.
I am sure that you all know it. It is a bull that is expressed in 12 different
styles going from very naturalistic version of a bull to an absolutely reductive single line abstraction and everything else along the way. What is clear
just from looking at this single print is that style is irrelevant. In every one
of these cases, from extreme abstraction to acute naturalism they are ex-
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traordinary regardless of the style. It’s absurd to be loyal to a style. It does not
deserve your loyalty. I must say that for old design professionals it is a problem because the field is driven by economic consideration more than anything else. Style change is usually linked to economic factors, as all of you
know who have read Marx. Also fatigue occurs when people see too much
of the same thing too often.
So every ten years or so there is a stylistic shift and things are made to look
different. Typefaces go in and out of style and the visual system shifts a little bit. If you are around for a long time as a designer, you have an essential
problem of what to do. I mean, after all, you have developed a vocabulary, a
form that is your own. It is one of the ways that you distinguish yourself
from your peers, and establish your identity in the field. How you maintain
your own belief system and preferences becomes a real balancing act. The
question of whether you pursue change or whether you maintain your own
distinct form becomes difficult. We have all seen the work of illustrious practitioners that suddenly look old-fashioned or, more precisely, belonging to
another moment in time. And there are sad stories such as the one about
Cassandre, arguably the greatest graphic designer of the twentieth century,
who couldn’t make a living at the end of his life and committed suicide. But
the point is that anybody who is in this for the long haul has to decide how
to respond to change in the zeitgeist. What is it that people now expect that
they formerly didn’t want? And how to respond to that desire in a way that
doesn’t change your sense of integrity and purpose.
7
HOW YOU LIVE CHANGES YOUR BRAIN.
The brain is the most responsive organ of the body. Actually it is the organ
that is most susceptible to change and regeneration of all the organs in the
body. I have a friend named Gerald Edelman who was a great scholar of
brain studies and he says that the analogy of the brain to a computer is pathetic. The brain is actually more like an overgrown garden that is constantly
growing and throwing off seeds, regenerating and so on. And he believes
that the brain is susceptible, in a way that we are not fully conscious of, to
almost every experience of our life and every encounter we have. I was fascinated by a story in a newspaper a few years ago about the search for perfect pitch. A group of scientists decided that they were going to find out why
certain people have perfect pitch. You know certain people hear a note pre-
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cisely and are able to replicate it at exactly the right pitch. Some people have
relevant pitch; perfect pitch is rare even among musicians. The scientists
discovered – I don’t know how – that among people with perfect pitch the
brain was different. Certain lobes of the brain had undergone some change
or deformation that was always present with those who had perfect pitch.
This was interesting enough in itself. But then they discovered something
even more fascinating. If you took a bunch of kids and taught them to play
the violin at the age of 4 or 5 after a couple of years some of them developed
perfect pitch, and in all of those cases their brain structure had changed.
Well what could that mean for the rest of us? We tend to believe that the
mind affects the body and the body affects the mind, although we do not
generally believe that everything we do affects the brain. I am convinced
that if someone was to yell at me from across the street my brain could be
affected and my life might changed. That is why your mother always said,
‘Don’t hang out with those bad kids.’ Mama was right. Thought changes our
life and our behavior. I also believe that drawing works in the same way. I am
a great advocate of drawing, not in order to become an illustrator, but because I believe drawing changes the brain in the same way as the search to
create the right note changes the brain of a violinist. Drawing also makes
you attentive. It makes you pay attention to what you are looking at, which
is not so easy.
8
DOUBT IS BETTER THAN CERTAINTY.
Everyone always talks about confidence in believing what you do. I remember once going to a class in yoga where the teacher said that, spirituality speaking, if you believed that you had achieved enlightenment you have
merely arrived at your limitation. I think that is also true in a practical sense.
Deeply held beliefs of any kind prevent you from being open to experience,
which is why I find all firmly held ideological positions questionable. It
makes me nervous when someone believes too deeply or too much. I think
that being skeptical and questioning all deeply held beliefs is essential. Of
course we must know the difference between skepticism and cynicism because cynicism is as much a restriction of one’s openness to the world as
passionate belief is. They are sort of twins. And then in a very real way, solving any problem is more important than being right. There is a significant
sense of self-righteousness in both the art and design world. Perhaps it be-
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gins at school. Art school often begins with the Ayn Rand model of the single personality resisting the ideas of the surrounding culture. The theory of
the avant garde is that as an individual you can transform the world, which
is true up to a point. One of the signs of a damaged ego is absolute certainty.Schools encourage the idea of not compromising and defending your
work at all costs. Well, the issue at work is usually all about the nature of
compromise. You just have to know what to compromise. Blind pursuit of
your own ends which excludes the possibility that others may be right does
not allow for the fact that in design we are always dealing with a triad – the
client, the audience and you. Ideally, making everyone win through acts of
accommodation is desirable. But self-righteousness is often the enemy. Selfrighteousness and narcissism generally come out of some sort of childhood
trauma, which we do not have to go into. It is a consistently difficult thing
in human affairs. Some years ago I read a most remarkable thing about love,
that also applies to the nature of co-existing with others. It was a quotation
from Iris Murdoch in her obituary. It read ‘ Love is the extremely difficult
realization that something other than oneself is real.’ Isn’t that fantastic! The
best insight on the subject of love that one can imagine.
9
ON AGING.
Last year someone gave me a charming book by Roger Rosenblatt called
‘Ageing Gracefully’ I got it on my birthday. I did not appreciate the title at the
time but it contains a series of rules for ageing gracefully. The first rule is the
best. Rule number one is that ‘it doesn’t matter.’ ‘It doesn’t matter what you
think. Follow this rule and it will add decades to your life. It does not matter if you are late or early, if you are here or there, if you said it or didn’t say
it, if you are clever or if you were stupid. If you were having a bad hair day
or a no hair day or if your boss looks at you cockeyed or your boyfriend or
girlfriend looks at you cockeyed, if you are cockeyed. If you don’t get that
promotion or prize or house or if you do – it doesn’t matter.’ Wisdom at last.
Then I heard a marvelous joke that seemed related to rule number 10. A
butcher was opening his market one morning and as he did a rabbit popped
his head through the door. The butcher was surprised when the rabbit inquired ‘Got any cabbage?’ The butcher said ‘This is a meat market – we sell
meat, not vegetables.’ The rabbit hopped off. The next day the butcher is
opening the shop and sure enough the rabbit pops his head round and says
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‘You got any cabbage?’ The butcher now irritated says ‘Listen you little rodent I told you yesterday we sell meat, we do not sell vegetables and the next
time you come here I am going to grab you by the throat and nail those
floppy ears to the floor.’
The rabbit disappeared hastily and nothing happened for a week. Then one
morning the rabbit popped his head around the corner and said ‘Got any
nails?’ The butcher said ‘No.’ The rabbit said ‘Ok. Got any cabbage?’
10
TELL THE TRUTH.
The rabbit joke is relevant because it occurred to me that looking for a cabbage in a butcher’s shop might be like looking for ethics in the design field.
It may not be the most obvious place to find either. It’s interesting to observe that in the new AIGA’s code of ethics there is a significant amount of
useful information about appropriate behavior towards clients and other designers, but not a word about a designer’s relationship to the public. We expect a butcher to sell us eatable meat and that he doesn’t misrepresent his
wares. I remember reading that during the Stalin years in Russia that everything labelled veal was actually chicken. I can’t imagine what everything labelled chicken was. We can accept certain kinds of misrepresentation, such
as fudging about the amount of fat in his hamburger but once a butcher
knowingly sells us spoiled meat we go elsewhere. As a designer, do we have
less responsibility to our public than a butcher? Everyone interested in licensing our field might note that the reason licensing has been invented is
to protect the public not designers or clients. ‘Do no harm’ is an admonition
to doctors concerning their relationship to their patients, not to their fellow
practitioners or the drug companies. If we were licensed, telling the truth
might become more central to what we do.
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MILTON GLASER
AND SARAJEVO
Milton Glaser created posters for Sarajevo on two
occasions. The first was in 1983. Then the
International Olympic Committee asked him to
create a poster for the promotion of the XIV Winter
Olympic Games in Sarajevo. He offered two designs.
One with an antique pole as the motif and another
with the motif of a skier. Both were also produced as
prints and are held today in the collection of the
International Olympic Committee as well as the
collection of the Museum of the XIV Winter
Olympic Games in Sarajevo (Collection of the
Olympic Committee of Bosnia and Herzegovina).
This collection includes works by 18 internationally
recognized artists: David Hockney, Mimmo Paladino,
Andy Warhol, Michelangelo Pistoletto, Victor
Vasarely, James Rosenquist, Henry Moore, Piero
Dorazio, Hundertwasser, Yozo Hamaguchi, Gottfried
Helnwein, Howard Hodgin, Cy Twombly, Michel
Folon, Kyu-Baik Hwang, Jiri Kolar, Giuseppe
Santomaso and Emilio Greco. The second was in
2014. Then, together with Mirko Ilic, he made a poster
for the anniversary of Sarajevo 100 – One Hundred
Years Since the 1914 Sarajevo Assassination.
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DRAWING IS THE
ONLY WAY OF
UNDERSTANDING
THE WORLD
“Drawing is based on observation, observation is
central to design. For me, drawing is the only way of
understanding the world. When it comes to applying
graphic design to the surface, it doesn’t seem directly
related, but it is. The only way you understand form
– in my mind – is to create its equivalent in a
drawing. In the same way that practising the piano –
doing scales – is to producing a melody, drawing is
essentially a tool for developing the skills to produce
a form.”*

* It’s Nice That / Words by Nathalie Olah, Tuesday 17
May 2016 — Milton Glaser: we talk drawing, ethics,
Shakespeare and Trump with the graphic design
legend
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YOUR OBLIGATION
IS TO THE CLIENT,
AND NOT
NECESSARILY THE
PUBLIC
“Your obligation is to the client, and not necessarily
the public. In some cases, you’re encouraging people
to buy things that they don’t need, or encouraging
them to move in a direction that does not serve
them. Frequently in advertising – and PR and
journalism as well – we have to persuade people to
do things that we don’t really believe in and that they
don’t really believe in. Should you participate in
something that encourages people to do something
that is not good for them? I consider that a core
question for journalists and practitioners of graphic
art, but it’s too frequently overlooked because it is
too painful to answer.”
“You try to maintain a view of your own purpose in
life – for your own integrity – and recognise the fact
that it will be compromised on a regular basis."
* It’s Nice That / Words by Nathalie Olah, Tuesday 17
May 2016 — Milton Glaser: we talk drawing, ethics,
Shakespeare and Trump with the graphic design
legend
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I LIKE
SHAKESPEARE
“I like Shakespeare. I frequently misunderstand
Shakespeare but a lot of the content of what I have
done over the past 20-30 years has been, for one
reason or another, Shakespearian.” He explains. “I’m
still doing Shakespeare things for a theatre company.
I like Shakespeare because of the latitude of
possibility in his language and imagery. But there is
always a problem of translating the literary into the
visual. Sometimes you create an equivalent and
sometimes you don’t.”

* It’s Nice That / Words by Nathalie Olah, Tuesday 17
May 2016 — Milton Glaser: we talk drawing, ethics,
Shakespeare and Trump with the graphic design
legend
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POSTERS IN THE
COLLECTION
“Design is one activity, art is another, and they have
different objectives” Glaser recently told. “Design is
purposeful and intends to accomplish a goal, which
is premeditated and defined at the beginning
[whereas] what art does is guide you towards
avoiding premeditation. It illuminates what is real
and what is not real.”
Yet in the hands of a master, there is interplay
between the commercial aims of design and the
illuminative possibilities of art, and this can readily
be seen in Glaser’s posters, of which he has made
more than 450 since 1965.
In celebration of his work and contribution to the
visual language of our times Abrams publishes
“Milton Glaser Posters” on March 27. This
compendium of poster art at its best with more than
450 he envisioned since 1965 combine conceptual
rigor and originality with a mastery of visual
language and a high level of artistic expression.*

*Typeroom, 22 March 2018 — Milton Glaser: 52 years
worth of iconic posters in one tome to treasure
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POSTERS IN THE COLLECTION
by page order
Page 9 – Milton Glaser's portrait,
Photo by Michael Somoroff, 2015
Page 10 – New York is about New York, 1976
(4-color offset litography, 37x23¼')
Client: New York magazine
Page 17 – I Love New York More than Ever, 2001
(4-color offset litography, 22x124')
Client: School of Visual Arts
Page 18 – Great Illustrators of our Time, 1982
(4-color offset litography, 36x24')
Client: Rizzoli Galleries, New York
Page 27 – Sarajevo Olympics, 1983
(drawing, 30x40cm)
Client: International Olympic Committee
Page 28 – Sarajevo Olympics, 1983
(4-color offset litography, 36x24')
Client: International Olympic Committee
Page 29 – Sarajevo Olympics, 1983
(4-color offset litography, 36x24')
Client: International Olympic Committee
Page 30-31 – Sarajevo 100, 2014
with Mirko Ilić (left), (4-color offset litography, 36x24')
Client: ULUPUBIH
Page 33 – Dylan, 1967
(4-color offset litography, 32¾x22')
Client: Columbia Records
Page 34 – The New Mechanic, 1979
(4-color offset litography, 36x24')
Client: Baltimore Center for Performing Arts
Page 35 – Mostly Mozart Festival Lincoln Center,
1983 (4-color offset litography, 36x24')
Client: Lincoln Center for the Performing Arts
Page 36 – 50th Jubilee, 1991
(4-color offset litography, 36x24')
Client: Queens College, CUNY
Page 37 – The Joy of Reading, 1986
(4-color offset litography, 36x24')
Client: The Book of the Month Club
Page 38 – Sevilla Expo, 1992
(4-color offset litography, 27⅜x18¼')
Client: City of Sevilla
Page 39 – Giorgio Morandi / Milton Glaser, 1989
(4-color offset litography, 36x24')
Client: Galleria d'Arte Moderna, Bologna, Italy
Page 40 – Milton Glaser Exhibition, 1976
(2-color offset litography, 24x36')
Client: Musées Royaux des Beaux-Arts de Belgique
Arte Moderne
Page 41 – Milton Glaser Drawing is Thinking, 2014
(4-color offset litography, 36x24')
Client: SOS Students Design Festival Sarajevo
Page 42 – Van Gogh, 100 Years, 1989
(4-color offset litography, 36x24')
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Client: Dutch Government Organization
Page 43 – The Gallery at Lincoln Center, 1990
(4-color offset litography, 36x24')
Client: Lincoln Center for the Performing Arts
Page 45 – Juilliard, Pianist, 1988
(4-color offset litography, 36x24')
Client: The Juilliard School
Page 46 – Juilliard, Lightning (left),1990
(4-color offset litography, 36x24')
Client: The Juilliard School
Page 46 – Juilliard, Cubist Musician (right), 1991
(4-color offset litography, 36x24')
Client: The Juilliard School
Page 47 – Juilliard, Ladder, 1989
(4-color offset litography, 36x24')
Client: The Juilliard School
Page 48 – Having a Talent Isn't Worth Much…, 1977
(4-color offset litography, 45x29½')
Client: School of Visual Arts
Page 49 – To Be Good is Not Enough, 1979
(4-color offset litography, 45x29½)
Client: School of Visual Arts
Page 50 – Art is... (left), 2000
(4-color offset litography, 34x24')
Client: School of Visual Arts
Page 50 – Only Words, Until an Artist Users Them
(right),1985 (4-color offset litography, 46x29½'')
Client: School of Visual Arts
Page 51 – SVA – The First Forty Years, 1985
(4-color offset litography, 46x29½'')
Client: School of Visual Arts
Page 52 – Sony Tape, Full Color Sound, 1979
(4-color offset litography, 36x24')
Client: Sony
Page 53 – Sony Tape, Full Color Sound, 1980
(4-color offset litography, 36x24')
Client: Sony
Page 54 – Design Talk, 1995
(4-color offset litography, 35¾x22½')
Client: Cooper Union
Page 55 – Quaderno, 1993
(4-color offset litography, 26½x19')
Client: Olivetti
Page 56 – Ten Years: Remembrance, Education,
Hope, 2006, (4-color offset litography, 36x24')
Client: Holocaust Museum Houston
Page 57 – 1 Hundred: AIGA, 2014
(4-color offset litography, 36x24')
Client: The American Institute of Graphic Arts
Page 58 – The Society of Newspaper Design, 1989
(4-color offset litography, 22x27½')
Client: Society of Newspaper Design
Page 59 – Pasta, 2006
(4-color offset litography, 36x24')
Client: Allan Heller
Page 61 – Hamlet, 1981
(4-color offset litography, 36x24') Client: PBS

Page 62 – Images of Labor, 1981
(4-color offset litography, 36x24')
Client: Smithsonian Institution, Washington, D.C.
Page 63 – Blue Shadow, 1977
(4-color offset litography, 36x24')
Client: Blue Shadow Publishing
Page 64 – Law, 1987
(4-color offset litography, 36x24')
Client: American Bar Association
Page 65 – 75th Anniversary of Masque Sound, 2011
(4-color offset litography, 24x184')
Client: Masque Sound & Recording Corporation
Page 67 – From Poppy With Love, 1967
(4-color offset litography, 34x23½')
Client: Poppy Records
Page 68 – Poppy Gives Thanks, 1969
(4-color offset litography, 37x24')
Client: Poppy Records
Page 69 – The Poppy Founfation, Townes van
Zandt and Mandrake Memorial, 1968
(4-color offset litography, 36x24')
Client: Poppy Records
Page 70 – Simon & Garfunkel, 1967
(4-color offset litography, 38x25') Client: Gary Keys
and Sally Jones
Page 71 – The Lovin' Spoonful, 1972
(4-color offset litography, 37x24') Client: Gary Keys
Page 72 – Hugh Masekela, 1972
(4-color offset litography, 37¾x24')
Client: Gary Keys and Del Shields
Page 73 – Brooklin Center for the Perfoming Arts,
1984, (4-color offset litography, 36x24')
Client: Brooklin College
Page 74 – Long Wharf Theatre, 25 Years, 1989
(4-color offset litography, 36x24')
Client: Long Wharf Theatre
Page 75 – Saratoga Festival, 1980
(4-color offset litography, 36x24')
Client: Saratoga Performing Arts Center
Page 76 – Masquerade at Sea, 1967
(4-color offset litography, 37¾x23½')
Client: Gary Keys
Page 77 – Take a Trip to Lotus Land, 1967
(4-color offset litography, 28x18')
Client: Push Pin Studio
Page 78 – The Russian Tea Room, 1972
(4-color offset litography, 36x24')
Client: The Russian Tea Room
Page 79 – Los Angeles Bicentennial, 1981
(4-color offset litography, 31x25')
Client: City of Los Angeles
Page 80 – Cooperstown Summer Music Festival,
2014, (4-color offset litography, 36x24')
Client: Cooperstown Music Festival
Page 80 – Camp Kinderland, 1999
(4-color offset litography, 36x24')
Client: Camp Kinderland
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Page 80 – Timeless Tales, 1988
(4-color offset litography, 36x24')
Client: The New York Public Library
Page 80 – UCLA Summer Sessions, 1987
(4-color offset litography, 286x20')
Client: UCLA
Page 81 – National Academy of Recording Arts &
Sciences, 1976, (4-color offset litography, 30x20')
Client: National Academy of Recording Arts &
Sciences
Page 82 – Creativity, The Human Resurce, 1980
(4-color offset litography, 36x24')
Client: Exxon
Page 83 – Metropolitan Opera Salutes, Mozart 200,
1999, (4-color offset litography, 36x24')
Client: The Metropolitan Opera
Page 84 – Lustrare Gallery, 1990
(4-color offset litography, 36x24')
Client: Flying Harlequin
Page 84 – Lee Knight Present Gravity Free Design
Conference, 2011
(4-color offset litography, 36x24')
Client: Lee Knight
Page 85 – The Two Hundredth Anniversary of
George Washington's Inauguration, 1989
(4-color offset litography, 36x24')
Client: New York City Commission on the Bicentennial
of the Constitution
Page 86 – Bach Variations, 1985
(4-color offset litography, 36x24')
Client: Tomato Records
Page 87 – Bach, 1989
(4-color offset litography, 36x24')
Client: Tomato Records
Page 88 – Sustainable Pleasures: Music at
Southampton, 2007,
(4-color offset litography, 36x24')
Client: Stony Book Southampton
Page 89 – Theatre for a New Audience: Twenty-Five
Curious Years, 2004
(4-color offset litography, 36x24')
Client: Theatre for a New Audience
Page 90 – Heiva, 1985
(4-color offset litography, 36x24')
Client: The Shoshin Society
Page 91 – Camus: Rebellion, Resistance and Death,
2003, (4-color offset litography, 36x24')
Client: School of Visual Arts
Page 92 – Milton Glaser, Art is Work, 2000
(4-color offset litography, 36x24')
Client: AIGA
Page 93 – Woman's Year in Technology, 1988
(4-color offset litography, 36x24')
Client: Clarkson University
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Support for the exhibition

Akademija likovnih umjetnosti
u Sarajevu

UDRUŽENJE LIKOVNIH UMJETNIKA
PRIMJENJENIH UMJETNOSTI I DIZAJNERA
BOSNE I HERCEGOVINE

