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Introduction 
 
 
 Conformity is the sin. Convention is the enemy. We reject the status quo of a generation 

of failed old men sending young men to die. The time is now for youth and vibrancy and 

creativity to prevail. We can feel it in the air - like a surge of wind gaining strength. To hell with 

traditional notions; they’re as boring as last year’s hairstyles, low hemlines and trite 

observations. A costly war stole our futures; our lives will never be the same. It is time to 

challenge convention, question everything and demand our own authority. Rebellion is stirring 

and it starts with how we live, what we believe and what captures our interest. 

 The signs are all around us. Bold art grabs our attention and spreads like agitated crowds 

on a street corner. We discard the old ways of communicating and embrace wild color schemes 

and groundbreaking visual arrangements announcing a new plane of understanding. Our lives 

and confidences are maimed and toppled, so it is only fitting that the images giving voice to our 

anger are equally skewed. Perception shifts as we escape the horrors of troubled times and band 

together to effect change. The culture belongs to us - the new generation.  

 Like fresh growth sprouting from charred earth, the art world rebuilds a new visual 

landscape in the aftermath of war and despair. As it was during the Vietnam War, so it was after 

World War I and the Russian Revolution. One hundred years ago, young people questioned the 

bourgeoisie, while only a few decades later in the 1960s the youth movement questioned The 

Establishment. As we approach the 100th anniversary of the War to End All Wars, the threads 

that stretch between generations and conflict resonate upon each other as they revolutionized 

graphic arts.  



Hoffman 
 

2 

 

 This paper will analyze how abrupt yet similar transformations in art resulted from two 

eras of dramatic cultural change in the 20th Century occurring half a century apart. These 

societal shifts following unpopular and devastating wars bear a striking similarity. This thesis 

confines the argument to record album covers and their associated poster art of the 1960s 

compared with abrupt changes in the 1920s following the horrors of WWI and the Russian 

Revolution in a similar form of radical expression through poster design. These cultural shifts 

born of conflict have been unparalleled since in the Western world, yet they had the power to 

effect lasting changes and innovation in the graphic arts. This paper will show how the 

revolutionary vision of post-WWI era artists El Lissitzky, Raoul Hausmann, Alexander 

Rodchenko, Theo van Doesburg and the Stenberg brothers as well as Vietnam war-era artists 

Karl Ferris, Martin Sharp, Victor Moscoso and Rick Griffin broke the boundaries of design and 

challenged their generation to see differently. Both eras showcase inspired artists to illustrate 

their rebellion amid unpopular, devastating wars imposed by their respective generation’s 

entitled “old men.” 

 
Art became meaningful and music was a force everyone of our generation 

understood and backed. The feeling was significant, palpable, as young people would 
gather at record stores to talk about the newest album, particularly album cover art. This 
was a shared experience that soon caused a critical mass. A counter-culture was rising; 
this was not the music of our parents. Art and music brought a country together, that 
moved us all, in the form of record album art and rock posters.  

 
 -Ted Hoffman, Vietnam War era veteran (b. 1950). 
 

The 1960s - The Vietnam War Era 

The work of musicians and artists of the mid-1960s to the early 1970s helped transform 

the nation’s mood, shifting from the innocence and optimism of the 1950s to the strident 
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questioning of authorities and institutions. Artists used the vast reach of modern society to 

influence culture in a manner both swift and ubiquitous. In the 1960s, critical elements came 

together to create the most explosive decade since World War II, which erupted in the 1960s 

“Cultural Revolution.”  

 In the 1950s, as Cold War hysteria swept across the Western world, the social 

environment became increasingly repressive and conservative. Government authorities imposed 

censorship of literature, speech and other forms of public expression. At the same time, a rise of 

material “consumerism” created a “social phenomenon marked by a popular obsession with 

material gain” (Issit 2). Young people grew dissatisfied with the conformity and militarism of the 

prosperous era. Fueled by the traditions of Bohemianism and the intellectual Beat Movement, the 

growing youth movement began to assert its individuality against the conformist Establishment. 

Young people began rejecting their parents’ stifling lifestyles and sought to resist 

mainstream middle-class values they perceived as inauthentic and outdated (Eskilson 338). New 

thought propelled this growing cultural revolt inspired by music, the visual arts, and psychedelic 

mind-expanding experiments (Issit 3). Author Aldous Huxley’s The Doors of Perception (1954) 

and Heaven and Hell (1956) remain definitive statements on the psychedelic experience 

(Manzarek 102).  

The counter-culture of the 1960s blossomed into a cultural phenomenon that developed 

first in the United States and the United Kingdom and then spread throughout much of the West 

between the mid-1960s and early 1970s. The movement gained momentum during the U.S. 

government's extensive military intervention in Vietnam. At the same time, the Civil Rights 

Movement—another key element of the counter-culture—emerged in full bloom in the mid-

1960s.  
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As the Vietnam War raged, record albums mobilized legions of disaffected youth 

(today’s Baby Boomers) thrust into a world of conscription, misery and death. The self-sacrifice 

of their fathers’ generation faded to memory by the time young men of age found themselves 

vulnerable to the draft. The artwork decorating record album covers and rock posters (which 

were used to promote the bands’ live performances) challenged that authority while offering an 

alternative as peaceful as the work was seditious—messages infused with harmony, unity and 

love. But the message was pointed nonetheless (Plagens 1).  

 As a result of this social unrest came this incredible creative artwork that 
 splashed across the album covers of every musical artist. The times they are a-
 changin' for sure. We found a new way to express our rejection of the 
 "establishment.” It was them against us!!  
 –Jim Neil, musician (b. 1953). 

By contrast, in the early part of the 1960s, album cover art was benign, banal and boring. 

The record companies kept things safe, such as showing pictures of band members dressed in 

suits (figs. 1 & 2).  

 

Fig. 1: Joey Dee - Dance Dance Dance, 1963. Record album cover. Classic Album Covers of the 60s 
(Thorgerson 35).  



Hoffman 
 

5 

 

0 

Fig. 2: Ernie Maresca – Shout! Shout! (Knock Yourself Out), 1963. Record album cover. 1000 Record Covers 
(Ochs 14). 

 

The kitschy designs served a purpose, along with the homogeneity of the bands of the 

early 1960s: celebrating the status quo. For example, uninspired record album artwork for 

musician Gene Pitney (1940-2006) reflects the lack of attention to detail, imagination and budget 

that existed on record album design. Witness two album covers, two adoring models, one set of 

wardrobe and props, and one single photography session adorning two separate record albums 

produced separately over a two year period – 1963 and 1964 (figs. 3 & 4). 

 



Hoffman 
 

6 

 

 

Fig. 3: Gene Pitney, – Gene Pitney Sings Worldwide Winners, 1963. Record album cover. 1000 Record 
Covers (Ochs 54). 

 

Fig. 4: Gene Pitney, – Dedicated to My Teen Queens, 1964. Record album cover. 1000 Record Covers 
(Ochs 55). 

The quaint images belied enormous changes yet to come, how the growing counter-

culture would blow the cobwebs off stifled creativity and inspire message-driven innovation in 

album cover design. The revolution started with an outlier group from England. The global 

success of the Beatles gave bands increasingly more decision-making power to determine how to 

project their public image. Record labels began to pump more money into album packaging, 

unleashing the creative community (Thorgerson 54). 
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Record album art in this era of vinyl musical recordings was designed to fit on a generous 

12 3/8ths-inch square format that allowed enough room to insert a 12” long-playing vinyl 33-1/3 

rpm (revolutions per minute) LP (long playing) record (Blake 8). The scale of the format allowed 

designers, illustrators and photographers to create artwork that excited the imagination of the 

consumer for a fully immersive experience (Plagens 1).  

 

Blowing Minds 

Visual elements now drew from a literally mind-bending pantheon of influences and 

styles, from psychedelic art to high fashion, elaborate logotypes to commercial illustrative styles 

appropriated from simpler, former eras (Sutherland 2). By the late 1960s many top-selling album 

covers for rock groups embraced psychedelia, celebrating alternative ways to heighten 

perception, escape reality and leave behind mediocrity in album cover design. Bands now 

wanted people to do more than just listen to their music. In this case, the experience they sought 

was “blown minds” (Thorgerson 75).  

Blown minds indeed. Lysergic acid diethylamide (LSD-25) and mescaline were once 

thought to be wonder drugs for clinical use in psychiatry. Psychiatrists were most interested in 

LSD’s ability to induce psychotic states. Dr. Humphry Osmond coined the word “psychedelic,” 

combining the Ancient Greek term “psyche” (mind or soul) with “delos” (visible or manifest) to 

describe the drug’s effect as a “mind-revealing” transcendent “experience.” In the early 1950s 

the Defense Department initiated extensive psychiatric psychedelic research, mainly on college 

students. Soon, the drug found its way to the mainstream even after the government cut off its 

research programs in 1962.  
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Despite the military’s decision to withdraw supplies and support, the experience from an 

LSD “trip” caught on like wildfire among civilians. LSD influenced a multitude of art forms, 

including theatrical productions, fashion, multi-media displays, music, drawing and painting. 

Many of the era’s design professionals claimed LSD (also referred to simply as “acid”) and other 

powerful hallucinogens greatly improved problem-solving abilities (Lemke 13), opening the 

“doors of perception” (Huxley 17) in artistic expression. The transformation from boring 

to graphic in album cover design and presentation was stark and pointed. Visual and musical 

artists joined to loudly reject the comfort and conformity of established conventions, choosing a 

jarring and clamorous canvas. They declared their art a loud protest to the false safety of the 

status quo. This was no gentle shift from one form to another but a multi-faceted rebellion.  

 The 60s brought huge changes especially in design and for that they should be 
loudly applauded. The old stuff was cleared by the tsunami of psychedelia and the 
way opened up to numerous different approaches in design, for which I (and 
many others) am truly thankful. 
 –Storm Thorgerson, record album cover designer (1944-2013). 

 
 

One example of retina-jarring psychedelic album cover design that reflected a new take 

on former styles was Martin Sharp’s (b. 1942) design for the “Super group,” Cream (1966-1968). 

Sharp was an Australian artist who lived in the same building as Cream’s Eric Clapton (b. 1945), 

in the posh district of Chelsea, London. He hired his ex-studio mate, Bob Whitaker (1939-2011) 

(a photographer for the Beatles) to take photographs for a collage on the back cover (Welch 

130). He also incorporated a publicity photograph of the band with Victorian engravings and 

painted the collage with fluorescent paints. The ornate psychedelic design on Disraeli Gears 

recalled the innovative art-nouveau style of six decades earlier, but with an added psychedelic 

twist. A vibrant clash of day-glow orange and pink, its ultra-saturated colors portrayed the 
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heightened energetic perception of a new era of liberated thinking. Spread wings signifying 

freedom exploded from a hand-drawn, floating balloon lettering of “Cream.” Decorative flowers 

bloomed across the composition suggesting explosive sensuality and life. Peacocks strutted in 

the lower part of the image, signifying awakening and beauty (fig. 5). From this point on, record 

album covers were never the same (Thorgerson 75).  

The name for the album came from an inside joke. Eric Clapton wanted to buy a racing 

bicycle and mentioned it to his drummer, Ginger Baker. A roadie named Mick Turner happened 

to make a comment, “It’s got them Disraeli gears,” when he really meant to say “derailleur 

gears,” but instead unwittingly alluded to the 19th century British prime minister, Benjamin 

Disraeli. The band thought that was pretty hilarious, and determined this should be the title of 

their next album (Welch 131). 

Disraeli Gears was the album that became Cream’s American breakthrough, achieving 

top-selling record status in 1968. The songs Strange Brew and Sunshine of Your Love were two 

commercial hits. Another song called Take it Back was inspired by broadcasted images of 

American students burning their draft cards. Disraeli Gears lives on as an American musical 

classic and was inducted into the Grammy Hall of Fame in 1999 (grammy.org).  
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Fig 5: Cream - Disraeli Gears, Polydor, 1967. Record album cover. Album Cover Album (Dean et al 33). 

 

 Fig 6: Country Joe and the Fish - Feel Like I’m Fixin’ To Die, 1967. Record album cover. Classic Album 
Covers of the 60s (Thorgerson 87). 
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 Our songs and lyrics screamed change from every groove in the vinyl. We hung 

on each new song's message of Peace & Love as well as rebellion. A new form of 

artistic expression sprung from the message "Power to the People." While we 

were groovin’ to the music, we passed around the album covers, filling our eyes 

with bright vibrant color and shapes, hoping to uncover some secret underlying 

truth in the songs of our beloved musicians. The album cover artwork expressed 

the ever-changing ideas and concepts of the music in my life, in the Sixties.  

  –Jim Neil, musician. 

Karl Ferris (b. 1948) is recognized as the “Father of Psychedelic Photography.” Working 

a steady job as a fashion photographer, he used his 35-year-old Leica camera to photograph the 

groundbreaking record album for Jimi Hendrix (1942-1970). Ferris subsequently met Eric 

Clapton and other major recording artists through their gorgeous model girlfriends. This is the 

way he met George Harrison (1943-2001) and fell in with an influential group of rock ‘n’ roll 

artists. Influenced by his many psychedelic bohemian friends, Ferris collaborated on record 

album covers for Graham Nash’s (b. 1942) group, The Hollies. Ferris created what has been 

referred to as the first psychedelic record album, Evolution in 1966 (fig. 7).  
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Fig 7: The Hollies. Evolution. Record album cover, 1967. By Karl Ferris. (Goldstein 1). 

Jimi Hendrix’s management appreciated the album cover and hired Ferris to create the 

album cover artwork for Jimi Hendrix’s seminal album, Are You Experienced? Hendrix admired 

how Ferris could break down the boundaries with his artwork just as Hendrix was doing with his 

music. Ferris dressed Hendrix in psychedelic “mod” clothes purchased from “Swinging 

London’s” fashionable Carnaby Street and assembled the look for the record album art (fig. 8). 

Combining the surreal qualities from infrared photographic film and the King’s Row suit 

adorning Hendrix, Ferris crafted the groundbreaking cover art for what would become Hendrix’s 

preeminent break-out musical experience (Ferris, “Revolution”). The many compositions on this 

trailblazing album included signature Hendrix songs, including Foxey Lady, The Wind Cries 

Mary, and the archetypical psychedelic song, Purple Haze (Boudreau 2). 
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Fig 8: The Jimi Hendrix Experience. Are You Experienced, 1967. Record album cover. By Karl Ferris. 
(Boudreau 1). 

Psychedelic Posters 

Bands promoted their live performances with the help of ubiquitous eye-grabbing rock 

posters, tacked all over walls and telephone poles to advertise local rock concerts (Lemke 14). 

The poster art echoed the new exuberant, expressionist visual language of album art, providing a 

complement for the exploding counter-culture youth movement. Many of the mid-1960s rock 

posters replicated the profound visual effects of a psychedelic trip from mind-bending drugs such 

as LSD, mescaline and hallucinogenic mushrooms. Legibility and conventional design using 

formal aesthetic principals were thrown out (Eskilson 338). 

Victor Moscoso (b. 1936) was one major San Francisco-based poster artist who 

pioneered the use of vibrating colors to create a “psychedelic” effect. Formally trained in the 

visual arts at Cooper Union Art School before attending Yale University School of Art with 

Josef Albers, Moscoso was keenly aware of the rules and principles of color theory and design - 

and bent them (Plagens 2). Moscoso instead combined the vibrant hand drawn lettering of his 

psychedelic peers with more sophisticated techniques using photo collage, mind expanding color 
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combination with breath taking results. For example, his 1967 Youngbloods poster integrated the 

wild and bending lettering into the undulating forms of a pair of dancing naked hippies (fig. 9). 

Their “make love not war” gyrations mimic the kinetic force of the abstract patterns splashed 

throughout the poster, all recalling the visual hallucinations brought on by tripping on LSD.  

 

 

Fig 9: Victor Moscoso, Youngbloods, 1967. Poster art. Graphic Design - A New History. (Eskilson 338). 

Richard Griffin (1944-1991) was another California based poster and album cover artist 

who created the weirdly trippy looking Flying Eyeball poster in 1968 (fig. 10). He rose to fame 

with his psychedelic posters for the Fillmore West in San Francisco and the Avalon Ballroom in 

the late 1960s (Eskilson 339).  
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Fig 10: Richard Griffin, Flying Eyeball, 1968. Poster art. Graphic Design – A New History (Eskilson 339). 

Jerry Garcia (1942-1995) of the Grateful Dead (a counter-culture rock group that openly 

advocated liberal drug use) met Griffin backstage at one of the Dead’s concerts and asked him to 

create the wildly detailed record cover album for The Dead’s Aoxomoxoa, released by Warner 

Brothers in 1969. Griffin’s professionally crafted album art depicts a surfer’s paradise of bright 

blue sky, glowing warm sunshine and life sprouting from Mother Earth (fig. 11). The cryptic 

skull and crossbones represented life and death. Griffin claimed that the whole design was 

“tribal,” and the lettering was based on an old English style designed to flow into liquid edges. 

This aesthetic reflected the influence that water and the ocean had on Rick Griffin’s short life; he 

died in a motorcycle accident in 1991 (Thorgerson & Powell 22). Griffin’s meticulous artwork 

adorned a great number of other rock posters for bands such as Jimi Hendrix and The Doors 

(Barilotti 1). 
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Fig 11: Richard Griffin – Aoxomoxoa, 1969. Record album cover. Warner Bros. Stories Behind the Sleeves 
-100 Best Album Covers (Thorgerson & Powell 22).  

Strange Days 

The Doors, a controversial rock band formed in 1965 - whose name was inspired by 

Aldous Huxley’s book detailing his own mescaline-fueled trip in The Doors of Perception 

(Manzarek 102) – were among the most scandalous and counter-culture acts of the 1960s. 

Formed by a group of four intellectuals consisting of the audacious mesmeric poet Jim Morrison 

(1943-1971), the jazz and blues inspired composer Ray Manzarek (b. 1939), John Densmore (b. 

1944) and Robby Krieger (b. 1946), the Doors hated their first record cover, which featured a 

traditional photograph of each of the band members. Instead, the record cover art for their 

Strange Days album could have been a scene out of a Fellini film with the planned absurd chaos 

of a Dadaist poster (fig. 12). It shows “a veritable freak show of carnival characters” (Thorgerson 

& Powell 140) complete with a strongman, a juggling mime, a trumpeter and a midget parading 

on a New York side street. The back cover shows the same midget annoying a sophisticated 

snooty model dressed in psychedelic clothes in a doorway. Designed by William Harvey (1931-
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1992), the art director for Electra records, and photographed by Joel Brodsky (1939-2007), the 

artwork shows a sophisticated dynamic use of diagonal lines presented by the little person, the 

circus performer and the strong man.  

 

 

Fig 12: The Doors - Strange Days, 1967. Record album cover. Electra. Stories Behind the Sleeves -100 
Best Album Covers (Thorgerson & Powell 140). 

 In Strange Days, the Doors felt they had a “great visitation of energy” (Manzarek 257) 

and enjoyed “a wonderful vibrancy and a reflection of heightened awareness.” (Thorgerson & 

Powell 140). This record album cover remains Ray Manzarek’s favorite of all the Doors record 

albums, as it reflected the warped days in 1967 as the generation gap widened. The youth 

movement was now in full bloom and the feeling of social unrest (Davis 59) and protest against 

the establishment was in full assault (Issit 2). 

 The Doors went on to perform the heroic antiwar anthem Unknown Soldier at the 

Fillmore Auditorium in San Francisco on November 16, 1967, when the Doors opened for the 

British band Procol Harum. The “Unknown Soldier” described the constant experience of seeing 
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the violence of the Vietnam War on television, and the death of an unknown soldier sent into the 

haze of war on the orders of old men with a long-standing ideology to defend. Later, the Doors 

would develop the song’s performance into a sketch depicting a mock execution. This was a 

serious piece of antiwar and establishment agitprop that was received with subdued wonder 

among young people of draft age (Davis 211). One month earlier, from October 15-21, “Stop the 

Draft Week” resulted in the burning of two thousand draft cards. During this time at a nearby 

“sit-in,” folk singer Joan Baez was arrested along with 40 other war protesters (BBC News, 

1967). Six months later, on March 10, 1968, General Westmoreland requested 206,000 men 

added to the draft in addition to the current force of 510,000 – a 40% increase in the armed 

services (Gottlieb xx).  

We could, and should, question authority. We were being asked to die for that  
 authority and to any of us it did not make any sense. We could not drink   
 legally, but we were old enough to die to support the system. 

 – George Bowers, Vietnam veteran (b. 1948). 

 
 
Bands wanted to sell not only the experience of listening to their music, but also a 

message expressing moral outrage toward an unpopular war. Songs such as Country Joe and the 

Fish’s (1966-1971) Feel Like I’m Fixing to Die Rag and Vietnam Song (fig. 6), Pete Seeger’s 

Bring ‘em Home and Turn, Turn, Turn, and some of Dylan's early songs, such as Blowing in the 

Wind and The Times They Are a-Changin’, as well as many Joan Baez protest songs became 

unifying anthems for the anti-war movement. It was the job of the designers that created the 

packaging and rock posters to represent the bands’ demands for social upheaval – and ultimately 

drive up sales of albums.  
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The advent of the Vietnam War, race riots and the women’s movement were all 

hallmarks that signaled an end to frivolity and happenstance in American society. Life had 

become deadly serious. Youthful society made the decision to become agents of change, 

responding to artists that both confirmed that desire and articulated it. They presented a bold way 

of seeing the world—one where words undulated, horizons shifted, colors melted and 

conventions crumbled into a new exemplar of reality. 

 

Post WWI Era 

 
Fifty years earlier, the world was similarly rocked. Cultural revolution connects both the 

1960s Vietnam War era and the emergence from World War I . Both wars were vastly 

unpopular, causing conscription of young men when voluntary draft efforts were exhausted. 

Young people first questioned, and then revolted vigorously in protest against the outdated 

beliefs of the old men who sent them to slaughter. Youth of both eras strongly rejected the music 

of their parents; instead the 1920s youth embraced jazz, while the 1960s youth culture seized the 

new intensity of rock ‘n’ roll music – which in part had its roots steeped in the earlier era’s jazz 

age. As music changed, the fashions changed, life-styles transformed and the art world 

encouraged and reflected these abrupt shifts in taste.  

World War I (1914-1918) triggered abrupt and significant cultural change. The fallout 

from this deadly and ultimately unpopular “Great War” initiated a dramatic shift in thinking 

worldwide; consider that The Russian Revolution (culminating in 1917) and the Mexican 

revolution (1910-1920) occurred at the same time. Societies throughout the world were rocked 

by protest, upheaval and renunciation. Calls to join the movements were delivered on street 

corners, in cafes and passed from hand to hand. Artists illustrated and articulated the rebellion’s 



Hoffman 
 

20 

 

demands. Dissent was given a face and a voice. The art world reflected this change in thinking in 

powerful and lasting ways, expressed in the burgeoning modernist movement.  

As the 20th century dawned, a novel approach to the creation of visual arts began as a 

new modern world blossomed with a quickening of industry, technology and scientific progress. 

During this time of change, artists drew away from traditional realistic and sentimental themes, 

rejecting these forms of expression as outdated. Graphic design, illustration and photography 

found its footing as a mass communication medium thanks to the rise of newspapers, films and 

magazines. Avant-garde artists in Europe together with Constructivist artists in Russia embraced 

technology’s advances in post-20th century modern life, incorporating these utilitarian themes in 

mixed media practices (Marien 241). 

 WWI’s horrific devastation not only killed and maimed millions of idealistic young men, 

but also marked the end of a generation’s trust in authority, as well as traditional mindsets about 

Western art (Eskilson 187). The grim realities of industrial warfare led young people to question 

war propaganda and the notions of grandiose nationalism that started the war in the first place 

(Johnson 2). Many of the era’s artists and thinkers were left alienated and disillusioned (Mintz & 

McNeil 1). “Here was a new generation…. ” wrote F. Scott Fitzgerald (1896-1940), in This Side 

of Paradise, “grown up to find all Gods dead, all wars fought, all faiths in man shaken… 

(Fitzgerald 180).”  

Looking back five decades earlier after WWI came to a close, historian Samuel Hynes 

observed: 

A generation of innocent young men, their heads full of high abstractions like 

Honour, Glory and England, went off to war to make the world safe for 

democracy. They were slaughtered in stupid battles planned by stupid generals. 
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Those who survived were shocked, disillusioned and embittered by their war 

experiences, and saw that their real enemies were not the Germans, but the old 

men at home who had lied to them. They rejected the values of the society that 

had sent them to war, and in doing so separated their own generation from the 

past and from their cultural inheritance.”(qtd . in Sherry 247) 

 
The optimism embraced by the Edwardian era’s la belle époque was over. Many of this 

“lost generation’s” able-bodied men were drafted into the war while few soldiers returned 

(Holden 389), many maimed physically and mentally (DeGroot 18) - often haunted for the rest of 

their lives by post-traumatic stress disorder. The post-World War I world differed enormously 

from the pre-war era, as many of Europe’s monarchies had collapsed, replaced with socialist or 

liberal governments. Following the cataclysmic effects of WWI, a cultural revolution advanced 

globally. During and after the war, flowery Victorian language was discarded and replaced by 

more daring prose. In the visual arts, “Surrealists and Expressionists devised wobbly, chopped-

up perspectives and nightmarish visions of fractured human bodies and splintered societies 

slouching toward moral chaos” (Johnson 1).  

During the late 1910s and early 1920s, women’s suffrage spread throughout Europe and 

the Americas. Women increasingly entered the workforce while enjoying a new sense of sexual 

freedom. The “flapper” was the emblem for the liberated woman of the 1920s, adorned with 

heavy makeup and audaciously short skirts, representing a wildly new and daring image of 

womanhood. Fitzgerald, a prominent fiction writer of the 1920s, captured the essence of this era 

with the phrase "The Jazz Age" (Badertscher 2).  

In 1926, John Held’s lively illustration adorning the cover of Life Magazine helped to 

further define the jazz age as the “Roaring 20s.” The cover shows a chic young woman as flapper 
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dancing “The Charleston” with an older, dapper gentleman who is attempting to keep up with 

the new dance, in Teaching Old Dogs New Tricks (fig. 13). The flapper’s flash of thigh -- 

daringly exposed by thigh-high stockings and garter belts -- shows she is leaving the Victorian 

era behind as she kicks up her heels to dance. The old guy is enjoying the view, as his line of 

sight leads straight to the daring bare part of her naked gams. The red shiny ribbon is an arrow 

that points from the flapper’s right hip straight to her delighted dance partner. The two dancers 

are lost in the high energy and provocative dance, which was considered to be quite immoral. 

Many young women would dance the Charleston alone or in groups to mock the “drys” or the 

“old fogies” who supported the Prohibition of alcohol. 

 

Fig 13: John Held. Teaching Old Dogs New Tricks - How to do the Charleston, 1926. Cover of Life 
Magazine. Cornell University Reading Project: The Jazz Age, Web. 

A New Universal Visual Language 

As the music and lifestyle changed, new trends in graphic design also dominated, as 

demonstrated by De Stijl (the Style) from the Netherlands, the Dadaists from Zurich and Berlin, 

the Avant Garde from Paris, and the Constructivists from Russia. The post-war De Stijl 
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movement embraced a sense of order that responded to the trauma and chaos of World War I. 

The artists of De Stijl believed rampant individualism and national egotism was responsible for 

the savagery of the conflict. In response to this trauma, De Stijl movement artists such as Theo 

van Doesburg (1883-1931), Bart van der Leck (1876-1958) and Piet Mondrian (1872-1944) were 

all agents of change, offering a universal and harmonic visual language of geometric abstraction 

as a salve for Europe's battered psyche. 

 

 

Fig 14: Theo van Doesburg - Study 1, 2 & 3 Composition (The Cow), 1916-1917. Pencil and Oil. Graphic 
Design – A New History (Eskilson 187). 

 

Theo van Doesburg, the ‘ambassador’ for De Stijl demonstrated a new way of seeing in 

the reductive way he deconstructed and distilled shape from a figurative drawing in The Cow 

(fig. 14). Through a series of sketches based on his study of observed nature, van Doesburg 

systematically simplified the shape of a grazing cow through a gradual introduction of geometric 

structure. De Stijl’s roots in Analytic cubism are clearly seen in this arrangement of shapes. 

Ultimately, the cow is distilled into a total abstraction, broken down into a series of squares and 

rectangles coherently arranged in a balanced composition with a limited color palette. 

Contrasting red squares signify the cow’s tongue and udder while the dominant gold rectangle 

signifies the core of the animal. This reductive process suggests how van Doesburg and other De 
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Stijl artists sensed that “natural forms contain the essence of universal harmony, so that even as 

mundane a creature as a cow is representative of a higher plane of Neo-Platonist transcendence” 

(Eskilson 187). Deconstructing life into universal elements underscored the equalizing power of 

familiarity. 

 Meanwhile, during World War I, a group of poets, writers and artists calling themselves 

Dadaists met at the Café Voltaire in politically neutral Zurich, Switzerland, making the café a 

cultural outpost for the group. They intensely objected to the war and what they saw as “a 

bankrupt materialism of the age” (Marien 242). They had a vision for a new art that would not 

only express their despair but also expose the absurdity of life, sweeping away tired old 

conventions they felt should be rejected. Another more political group of Dadaists met in Berlin 

as Germany was falling apart at the end of WWI. Their aim was to make social statements, 

countering and categorically rejecting traditional cultural norms (243). De Stijl and Dada artists 

may seem to have had little in common, owing to the Dadaist’s love of absurdity and random 

choice, while the De Stijl artists clung to rational structure. But the two groups collaborated 

together at the Constructivist Congress held in Weimar Germany throughout the early 1920s. 

This location was also the home of the groundbreaking German art school known as the 

Bauhaus, which opened in 1919 (Eskilson 229).  

 The Bauhaus goal was to prepare students for an ambitious task – “to redesign the entire 

manmade universe” (Kramer 6). The political spirit of this tumultuous time believed that the 

“fine arts must now be rejected as a useless and harmful relic of a reactionary bourgeois culture” 

(3). The grim realities of industrial warfare led to a strong sense of cynicism toward the ruling 

classes. People were disgusted with authorities and profiteers. They demanded directness and 
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honesty in art forms, less festooned with rhetoric, propaganda, grandiose nationalism and 

euphemism (Johnson 2).  

Overall, these groups made up the Modernist movement, which blossomed after the end 

of the Great War and the Russian Revolution (Eskilson 186). Largely, the Modernists repudiated 

fine art, which was denounced by the Russian Constructivists as “mere speculative activity…. in 

favor of the kind of functionalist art that was more explicitly designed to serve the practical and 

propaganda interests of the Revolution” (Kramer 3). Vladimir Tatlin (1885-1953), a Russian 

avant-garde artist who was active in the Constructivist movement, stated at the 1919 

International Iskusstv: “A revolution strengthens the impulse of invention. That is why there is a 

flourishing of art following a revolution…. Invention is always the working out of impulses and 

desires of the collective and not of the individual” (qtd. in Kramer 1). This new awareness gave 

way to a revolutionary period for the graphic arts throughout Europe, Russia and Northern 

America.  

This new approach reached critical mass when an influx of Russian Constructivist 

émigrés, among them El Lissitzky (1890-1941), Antoine Pevsner (1884-1962), and Naum Gabo 

(1890 -1977), who flocked to Western Europe from Russia in the period following WWI and the 

Russian Revolution. The concept of “artist as engineer” grew. Now, the designer referred to 

himself as “constructor” – or, “as Dadaist Raoul Hausmann preferred, ‘monteur’ - mechanic or 

engineer” (Mount 1). This marked a paradigm shift within the field of graphic arts, from an 

essentially descriptive narrative approach to one of assemblage (collage, or montage) of 

illustration, photography and other elements into the creation of something entirely new.  
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Fig 15: Raoul Hausmann - Tatlin at Home. 1920. Dadaist collage. Photography: A Cultural History 3rd 
Edition (Marien 234). 

 
Dadaist Raoul Hausmann’s (1886-1971) collage, Tatlin at Home pays homage to the 

machine aesthetic, which shows the merging of man and machine (fig. 15). A complex piece of 

machinery, which includes a steering wheel, emerges from where Tatlin’s brain should be, while 

in the background sitting on a table are organs from a human body contained apart from the man. 

Hausmann portrays Tatlin as a man freed from the messiness of emotion, which is the result of 

out-of-control passions. Hausmann believed this poor decision-making caused his generation to 

embark on an unpopular and costly war in the first place. This collage is a clear example of the 

degree of precision and objectivity now practiced by a new generation of thinkers (Eskilson 

224). 
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Constructivism, Communism and the Poster 

A multi-media, nonlinear approach liberated design from its previous dependency on 

realism (Mount 1). The most striking examples of work coming from this new artist-as-engineer 

sensibility were evident in the innovative posters that emerged from the Soviet Union following 

WWI and the Russian Revolution. El Lissitzky created a now emblematic poster Beat the Whites 

with the Red Wedge to signify the battle won by the Red Army during the Russian civil war (fig. 

16). 

 

Fig 16: El Lissitzky – Beat the Whites with the Red Wedge, 1919-1920. Offset lithograph poster. Graphic 
Design – A New History (Eskilson 204). 

 

Lissitzky used simple color symbolism, where the Red Army signifies the revolutionary 

Bolshevik side. The white signifies the Tsarist counter-revolutionary side, which is clearly losing 

the battle, as the red wedge pierces the white shape. El Lissitzky used strong diagonal line to 

portray an aggressive attack through the bold and eloquent language of geometric shapes. A 

thrusting triangle—red, phallic and primal—penetrates the white womblike, retreating spherical 

space in a conceptual yet deadly battle depicted in two-dimensional space. The revolutionary 
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“Reds” won, and this poster is its victory cry. Perhaps the union of these shapes would give birth 

to a whole newly defined utopian Russia.  

The Russian Revolution (1905-1917) demolished the Tsarist autocracy, giving way to a 

newly founded Soviet Union with its focus on a utopian society under Bolshevik rule (the reds). 

Soon thereafter, the Bolsheviks changed their name to the Communist Party in 1918. The 

Constructivists, led by graphic artist Varvara Stepanova (1894-1958) and her husband Alexander 

Rodchenko (1891-1956) strove to create revolutionary works in service of the new workers’ 

state, to communicate new thought and sensibilities to the masses - from poster art to architecture 

and worker’s clothes. The radical designs that had energized a nation began to define it. 

Rodchenko and the poet Mayakovski (1893-1930) (Margolen) formed an advertising 

agency called “Mayakovski-Rodchenko-Advertising-Constructor,” with its key goal “to put into 

action all the weapons the enemy also uses, including advertising (qtd. in Marian, 261).” The 

agency directed their advertising at a mass Proletarian audience in service of the newly formed 

state, promoting such state-produced products as candy, beer, cocoa and even baby pacifiers 

(Marian 241). Mayakovski pronounced their work as a form of political activism in a manifesto 

called, “Agitation and Advertising” that stated, “The bourgeoisie knows the power of 

advertising. Advertising is industrial, commercial agitation…. It is the weapon that mows down 

the competition…(qtd. in Margolen 113).” Advertising was now considered a morally superior 

profession for the new society in the freshly formed Soviet Union. Rodchenko’s resolve was 

clearly at work–to make art less theoretical yet more practical and useful in society. 

Many of Rodchenko’s advertising posters implemented a simple illustrative style that 

featured the object for sale in a rudimentary yet hyperbolic form. Rodchenko’s posters were 

concerned with simple yet bold presentations using strong flat colors, ignoring extraneous details 
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or complicated depictions of the products. Text is kept separate from the illustrations in order to 

clearly depict the merchandise. Rodchenko’s sense of humor is also evident in a poster 

promoting rubber baby pacifiers, where he shows an exaggerated agitated dummy-as-baby 

representing a psychotic looking infant holding a cluster of rubber teats in its mouth (fig. 17). 

The text reads, “There are no better dummies than old suckers.” 

 

 

Fig. 17: Alexander Rodchenko, Advertisement for Baby Pacifiers, 1923. Poster. Photography: A Cultural History 3rd 
Edition (Marien 234). 

 
The background is bisected through the midline, painted with vibrating complementary 

colors of red and green rendered in equal values. The baby, plopped right in the middle, has 

immense crazy eyes on an overly large head to better contain nine teats in its widely grinning 

trapezoid-as-mouth. The body is reduced to a series of basic unadorned geometric shapes. While 

these designs seem simple, they have a jarring impact on the eye, demonstrating a different way 

of seeing something familiar. Like Lenin and the Bolsheviks, El Lissitzky’s and Rodchenko’s 
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Suprematist-inspired designs were deeply revolutionary and ground breaking. However, these 

bold designs based on shape and simplified color schemes have stood the test of time even as the 

ideologies that inspired them failed. Both Rodchenko’s and El Lissitzky’s poster designs have 

since been recycled and repurposed for generations to come, even finding their way into popular 

culture for science fiction television entertainment such as Farscape: The Peacekeeper Wars 

(1999-2004) as well as T-shirt design, home decor and record album designs such as Franz 

Ferdinand’s post-punk revival record album Michael, 2004. 

 

Cinema Posters for the New Social Order 

 
The new Communist regime seized on the agitation role that cinema and graphic arts 

would play in the conversion of the masses to the new social order (Mount 1). In the early 1920s, 

cinema was a burgeoning form of entertainment that provided a fertile opportunity to drive home 

a message to the largely illiterate masses. At the same time, the relative openness of the Soviet’s 

New Economic Policy permitted the distribution of foreign films from Germany and later in the 

1920s, the United States. 

By 1923, movies grew to become a significant part of Russian popular culture. Popular 

cinema proved to become a ready source of badly needed income and escape for the state after 

the devastating effects of the Russian civil war (1917-1922) (Eskilson 212). The state employed 

a number of designers to extensively advertise this exciting new medium. A new synergetic 

relationship between the new “cinema and the graphic arts would result in a revolutionary new 

art form: the film poster” (Mount 2). 

The whimsical, dynamic and witty film posters of the brothers Vladimir Stenberg (1899-

1982) and Georgii Stenberg (1900-1933) absolutely revolutionized the design aesthetics of the 



Hoffman 
 

31 

 

1920s. From 1923-1933, the avant-garde Stenberg Brothers, deeply rooted in Constructivism, 

changed the look and feel of poster art and advertising (Heller & Fili 292). The genius of the 

Stenberg Brothers was their unique ability to montage elements from films to evoke the 

excitement of going to the movies by depicting exciting compositional techniques that included 

freeze-frame and dramatic close ups. They freely pushed scale and perspective, producing 

compelling yet dizzying results, evoking the intensity of the cinematic experience (Eskilson 

212).  

Born in 1899 and 1900 to a Russian mother and a Swedish father, the brothers first 

studied engineering and fine arts at the Stroganov School of Applied Art. They worked as 

architects, sculptors, and designers of railway cars, theatre sets and ladies’ shoes. Their deep 

experience and knowledge from working in contemporary film theory, Constructivism, 

Supremacist painting and avant-garde theater, combined with their graphic art skill and 

draftsmanship (Mount 2), informed the dramatic and compelling look of their ground breaking 

poster art (Ecob 1). 

Even though the posters may appear to look like Dadaist photomontages, they were 

actually illustrated by hand. The innovative Stenberg brothers designed and constructed a 

prototype overhead projector, which enabled them to project filmstrips onto their posters frame 

by frame. They could embellish faces and bodies and distort them as necessary for a photorealist 

look. This technique gave their posters a stylistic consistency and quality that would have 

otherwise not been possible to achieve, due to the limitations of the printing processes available 

at the time, by cutting and pasting photographs onto paper (Eskilson 212). The Stenberg brothers 

consistently combined elements in their posters by using bold splashy colors, stark typography 

and simple geometry (Heller & Fili 292) for startling eye-catching results. The pastiche of 
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characters and shape the Stenbergs used in this poster design are clearly influenced by their 

Constructivist and Suprematist background. Each figure in the piece obeys its own rules of 

perspective and scale for a disorienting yet compelling effect.  

 

 

Fig. 18: Georgii and Vladimir Stenberg, High Society Wager, 1923. Poster. Graphic Design – A New History 
(Eskilson 214). 

 

The Stenberg’s High Society Wager poster, publicizing a 1923 German film by the Berlin 

film director, Carl Froelich (1875-1952), shows the characters in the film ascending a spiral 

staircase (fig. 18). The movie is about the downfall of a wealthy couple that fall victim to the 

dark side of gambling (Curry 1). The Stenberg’s poster for the film does not show an exact scene 

from the film, but instead bases a montage on some of its elements. The spiral staircase that 

dominates the composition is on one hand a Constructivist device, yet at the same time, it 

projects a sense of adventure and danger. The staircase also serves as a fitting metaphor for the 
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“social climbing” that leads up to the eventual downfall of the gambling couple depicted in the 

film (Eskilson 215). 

Both the avant-garde Polish-born Soviet filmmaker, Dziga Vertov (1896-1954) and 

Latvian-born Sergei Eisenstein (1898-1948) were two of the most prominent filmmakers in post-

revolutionary Russia, passionate in their beliefs of Bolshevik ideas with great hopes for the new 

Marxist state. Eisenstein fought in the revolutionary Red Army, though his own father supported 

the opposite side (Seton 34). Eager to build a fresh new world beyond the anguish of the civil 

war and free of old bourgeois tendencies, he was drawn to theatre, making films with amateur 

actors that documented and celebrated the new Bolshevik state (185). Though Eisenstein, 

remembered as the “father of cinematic montage” sought to make films for the common man, his 

passionate use of metaphor, quick edits and symbolism in what he called “intellectual montage” 

sometimes lost his audience (Kaminsky 1). The poster artist Rodchenko, who shared Eisenstein’s 

radical social theories about the visual arts, had a small role in one of Eisenstein’s films (Marien 

262). 
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Fig. 19: Georgii and Vladimir Stenberg, The Man with the Movie Camera, 1929. Poster. Graphic Design – A New 
History (Eskilson 214). 

 

The Stenberg brothers’ 1929 poster, The Man with the Movie Camera, was made to 

promote an experimental documentary film made by Vertov. The film is “a day in the life” in 

Moscow, which reflected Vertov’s theory that a plot-less film can be told through his “Kino-

Eye” with its variety of cinematic techniques. He combined extreme close ups, unusual angles, 

fast motion, slow motion, montage and jump cuts - all to create an abstract motion picture that 

pulsed with life in a world of socialist industry (Marien 262). Vertov notably announced his new 

way of seeing and translating his vision to cinematic form in this statement:  

 
I am kino-eye [film-eye]. I am in constant motion. I draw near, then far from objects, I 

crawl under, I climb onto them. I move apace with the muzzle of a galloping horse. I 

plunge full speed into a crowd. I outstrip running soldiers. I fall on my back, I ascend 

with an airplane. I plunge and soar…. (qtd. in Marien 262). 
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The Stenberg’s poster advertising Vertov’s film depicts the fragmented form of a woman 

rotating in front of a cityscape of towering skyscrapers descending to one-point perspective right 

behind her arched back (fig. 19).. The text spirals above her, echoing her motion, while 

providing a few written details about the film. Nothing from this poster actually came from 

Vertov’s film other than the woman’s face and the spiral, which evokes the all-seeing lens of the 

camera (Eskilson 215). 

The Stenberg brothers’ main goal was to startle. “We deal with material in a free 

manner.… disregarding actual proportions…. turning figures upside down; in short, we employ 

everything that can make a busy passerby stop in [his] tracks.” (qtd. in Heller & Fili 292). 

Together, the prolific Stenberg brothers created over 300 cinema posters between 1923 and 

1933, until Georgii’s untimely death from a motorcycle accident. These posters, radical even 

from existing perspectives, bent the rules of color theory, perspective, scale and readability of 

type, creating a dramatically new art form that was met with broad public appeal and success. 

Many of the Stenberg’s experimentation with letterforms were precursors to the 

phototypographical advertisements of the 1960s. Their sophisticated manipulation of pictorial 

space seems particularly prophetic of the infinite mutability of images made possible by 

advances in technology in graphic design (Mount 2). 
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Conclusion  

On its face, seemingly whimsical and trifling album cover art of the mid 1960s may seem 

a whimpering echo of such commodious intent to re-craft the images of a generation. Yet that 

particular presentation of art, message and commerce similarly defined and galvanized a 

generation of youth questioning an illegitimate war and, by extension, the established 

conventions that led them into it. Messages powerful and provocative lurked within brightly 

colored, wildly expressive and seemingly nonsensical illustrations that urged listeners to reject 

societies’ orthodoxies—for which many of their friends were dying tragically on foreign soil. 

Just as the Russian constructivists, Dadaists and the Bauhaus artists used art in a specific way - 

following the horrors of World War I and the Russian Revolution – the artists of the 1960s 

framed their calls for rebelling against the old visions in bold color and form and theme. 

The early days of the Soviet Union launched a “golden age of poster design” to 

communicate and punctuate spreading societal transformation. Fuelled by a combination of 

exploding artistic and idealistic movements in post-revolutionary Russia, and with the emergence 

of graphic artists such as El Lissitzky, Alexander Rodchenko and the Stenberg brothers, this new 

art was backed by a nascent Bolshevik government strongly supportive of design and that 

understood its impact (Ecob 1). Only 50 years later, record album art and associated rock posters 

would become the vehicle for an equally subversive way of seeing the world, and in their wake 

create a completely new visual language eventually embraced by the very Establishment it 

challenged, in the mass-produced visions of Peter Max (b. 1937) and Andy Warhol (1928-1987).  

Art as statement, vision, challenge and symbol continues to define trail-blazing cultural 

movements. In 2012, Ronny Edry, (b. 1970) a graphic designer, educator, family man, resident 

of Israel (since 1989) and frequent Facebook updater, discovered that one of his posters attracted 
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swift international attention. The bold colorful image showed Edry posing with his five-year-old 

daughter clutching an Israeli flag, along with the words “Iranians, we will never bomb your 

country. We heart you.” (fig. 20) 

 

Fig. 20: Ronny Edry, We will never bomb your country. Poster. PBS Feature: We Will Never Bomb Your Country: 
The Israeli-Iranian Peace Web 20 Mar. 2013. Web. 12 May 2013. 

 

 His idea was “to put a face on it” - that 10 years of conflict with enemy Iranians must 

come to an end, and it was important to him to “raise his voice” (Zilber 1) and broadcast his 

graphic message of peace to social media. He attached a message with the poster that stated, “For 

there to be a war between us, first we must be afraid of each other, we must hate. I’m not afraid 

of you. I don’t hate you. I don’t even know you. No Iranian ever did me no harm. I never even 

met an Iranian…. Just one in Paris in a museum. Nice dude.” (qtd. in Zilber 2). After posting this 

simple poster to his Facebook page late one night in March 2012, he woke up to a deluge of 

“likes” and wildly positive postings from Facebook users worldwide – including from young 
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people in Iran (Israel and Iran: A love story, video). He had struck a nerve. Messages poured in 

from people asking Edry if they could add the graphic to their profile pictures. Within a span of 

48 hours, Iranians responded on Facebook (Margalit 2). Edry’s poster soon became a catalyst for 

a surprisingly warmhearted dialogue between the people of two nations on the brink of war. The 

Iranian response included the following: 

“I am an Iranian lady. I just saw your warm and beautiful message to my country mates. 

Reading your message brought tears to my eyes and warmness to my heart. Just wanted to ensure 

you, we all Iranians feel the same, we just want peace and beauty on the earth, we hate war and 

slaughter, we all are the parts of one body…” 

And this: 

“A friend of mine shared your message on her wall and I assure you, it made my day! As 

an Iranian, a very dark and evil picture of Israel has been portrayed for me ever since I was a 

child & I think it has been the same for your people…. We both are the victims of our 

governments, we both are human beings seeking a better life, trying to make a better world.” 

(qtd. in Zilber 2).  

Soon, Iranian-made posters adopted Edry’s bold graphic type style with sans serif type 

against contrasting color bars placed on top of snapshots from the citizenry (fig. 21).  
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Fig. 21: Unknown. Not ready to die in your war. Photo collage of posters. Edry. Web. 12 May 2013. 

 

 Social media now makes it easier to affect cultural change. As Edry states, “We can 

undercut the middle man, the politicians…. I’m not addressing Ahmadinejad. Today we can 

reach Iran and they can reach us.” (qtd. in Zilber 1). Edry’s wife, Michal, declared the intent as 

no less than the fall of the second Berlin Wall. At great risk, Iranians soon created their own 

reciprocal posters of love and peace, despite the grave security and political dangers they might 

experience while communicating with Israel. Zohreh, a twenty-six your old Iranian Facebook 

user stated, “War is the last thing I wanted to hear…. I don’t feel hate for Israeli people, and I 

don’t remember that the history of my country had a problem with Jewish people.” (qtd. in 

Margalit 2).  

To dismiss this grassroots campaign for promoting peace in the Middle East as naïve 

would be as equal a mistake as those who discounted the bold power of 1920s posters or the 

expressive ideals of 1960s albums. To date, the campaign that begun as a single Facebook post 
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has exploded worldwide. For example, according to the “Iran –Loves-Israel” Facebook page, 

during the bombing tragedy that struck the Boston Marathon on April 15, 2013, messages and 

posts poured in from social media from Iraq, Iran and Syria with messages declaring they “love 

(signified with a heart) Boston.” 

In their days, the art of post-World War I and the Vietnam War conflict challenged 

unpopular wars with devastating consequences and demanded a new way of seeing the world. 

Decades-long tensions in the Middle East have bred a young populace equally determined to 

reject the status quo. The immediacy and efficiency of modern communication gives graphic 

messages the power to reach out globally to other young people who reject the inevitability of 

perishing in yet another “old man’s war.” From this rebellion springs another burst of bold and 

innovative graphic design with its own unflinching message of change.  

Life is cyclical and so is art. Time will reveal the dramatic path of the next explosion of 

conflict triggering demand for cultural change resonant enough to inspire yet another generation 

into its new wave of design innovation. 
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