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A Myriad of Experiments
Since posters are premised on being printed, they are based on many
types of camera-ready copy. Besides the photographs and illustrations
that generally come to mind, posters may based on drawings in black
ink with colors added in the process of printing, or may be laid out on
a computer and sent directly to be printed. In every case, however, the
printed end product is achieved through the process of plate-making.

Computers are now commonplace, and using software to
produce posters has become the norm. The spectrum of such work is
also wide, from illustrations based on computer drawings to the use
of scanners to capture photographs or illustrations for processing
on the computer. The skillful use of digital technology produces
fresh representations, including unique textural, spatial, and three-
dimensional effects. Above all, what sets this process apart is the fact
that the individual can control the whole process from concept to
printing on his or her monitor. As a result, the one-sided approach of
faithfully reproducing a photograph or other camera-ready copy on a
photographic plate is gone. Instead, there is now every opportunity to
explore diverse forms of representation and reaffirm possibilities in
the process leading up to the printed end product.

In the decades from 1960 to 1980, before computers came
widespread in the design setting, the process of creating a poster
required knowledge of printing process and printing technologies,
because the final product was closely linked to their characteristics.
The method of creating the layout (the paste-up) and the printing
process determined the representation and constrained the final

product. Silkscreen printing and offset printing produce different
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results even if they are based on the same camera-ready copy, because
the physical properties of the printing process are part and parcel of
the output. Where designers are concerned, there are clear differences
in awareness of representation before and after the accuracy of the
photomechanical process increased. Social circumstances and the
technology of the day are closely linked to representation. Thus, it
is very interesting that for roughly thirty years [rom 1960 onward,
Japanese poster design functioned as a varied testing ground that kept
pace with the process of technical development.

Graphic design in Japan became quite dynamic from 1960 on.
The standard of living was rising, and consumer awareness developed
and changed in important ways. Advertising became more prominent,
and the volume of advertising increased rapidly. The production of
commercial posters also expanded in step with economic growth
and the rising demand for advertising. Photography became the
mainstream for representation, and in the advertising industry, the
collective production system and the art director system took hold.

Yet the Japan Advertising Artists Club (JAAC) disbanded in
1970 alter a decade on a downward trajectory. Trends in graphics
changed during the JAAC’s final decade, with the World Design
Conference in 1960, the Tokyo Olympics in 1964, and with changing
social conditions such as the recognition of the social problems caused
by severe air pollution and polluting corporations. The younger
applicants to the JAAC competition had alrcady diverged in terms
of their aims: some were looking for the possibilities that would lead
to becoming award-winning star designers, while others denied the
artistic nature of design and turned their gaze on society. Differences
with the thinking of the first generation of designers that had powered
postwar graphic design in Japan were surfacing among the JAAC
membership. ™1

This exhibition covers Kazumasa Nagai, Ikko Tanaka, Shigco
Fukuda and Eiko Ishioka, the major designers of the second postwar
generation, people born around 1930. They were active members
of JAAC, but from 1960 onward, they all attempted to open up new
worlds for posters and graphic representation by developing their own
individual styles. Their thinking was flexible and they had an insatiable
appetite for experimenting with representation.

[ would like to look at two aspects of the characteristics of
representation in the poster format through these four designers.
First, there is the frequent use of photographs, and second, the focus

on the process of plate making and the experiments with printing
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The Beloved by the Sun- MARTNWS,

Shiseido Beauty Cake, Refer to Imai, Y. “Japan Advertising Artists Club

D: Eiko Ishioka, and Silkscreen Posters” in Kashiwagi,

1966 H., Matsuba, K., & Imai, Y. (2012). Musashino Art
University and Design II: Design Archives from
50s’ to 70°s, MusashinoArt University Museum
and Library.
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epitomized by “creative plate-making.” The rapid improvements in
photomechanical process technology provides the context for both
aspects, because the high-precision plate-making technologies that
allowed magnification to B1 size (728 by 1030 mm) also supported a

poster format where photographs occupied center stage.

Photographs and Posters
In the latter half of the sixties, the use of photographs in posters
surged as the world of the commercial poster came into its maturity
through the work of Gan Hosoya, Makoto Nakamura, Eiko Ishioka
and other new-style art directors. Ishioka attracted attention in 1966
when she picked the model Bibari Maeda for 7%e Beloved by the
Sun-Shiseido Beauty Cake 1181 campaign poster for Shiseido and
in the process established that anyone can aspire to the image of a
woman when she has been turned into an ad. Later, she distinguished
herself with her work on a series of posters for PARCO where, rather
than drawing attention to the corporate image, she actually created
the corporate image through strongly individual work. She did not
commodify fashion but focused foremost on the way women lived their
lives, expressed in the form of messages to women making the most of
the times.

What distinguishes this series of posters is that Ishioka led a team
of skilled photographers and copywriters who collaborated with her
on the production. This approach had already become established
as the director system, but in the world of commercial posters,
where anonymity had been the norm, its significance lay in a form
of cooperation in which the director identified talented individuals
and highlighted their individuality and distinctive looks. This kind of
production system became trendy during the 1970s when attention
started to focus on the individuality of photographers and copywriters.

The poster is a medium with a strongly social nature. Production
is, of course, premised on the poster being fit for purpose, but
the format is constantly beset by issues surrounding artistry and
anonymity, in addition to its graphic art aspect. On the one hand,
the introduction of the art director system established a collective
structured system for design production, but designers had to dig deep
to find ways to shape the communication and achieve client objectives
while maintaining awareness of their own individual styles. There
was also a sense of crisis in the air, with some asserting that there
was no direct link between the flourishing world of advertising and

improvements in the quality of graphic design. Designers were split
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Lilycolor Wallpaper,
AD: Kazumasa Nagai,
1974
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Contemporary
Japanese Posters,
AD: Kazumasa Nagai,
1982
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between those who wanted to pursue a strong expression of artistry on
an individual footing, and those who wanted to work in organizations.
It also became clear that, due to the differences between posters with
a strong commercial nature, and posters advertising cultural activities,
that designers were pursuing different goals.

As a designer, Ikko Tanaka leaned toward cultural activities. He
only produced a few posters where photography was central, but one
of them is the JAPAN STVLE poster fi9-2 included in this exhibition.
The photograph is by Bishin Jumonji and the costume by Issey Miyake,
but the elaborately constructed space that brings out the power in
the photograph is set squarely within the world of Tanaka, and the
differences with commercial posters are conspicuous. The work is
not obsessed with personality, but appears to strongly position the
poster as a form of graphic art that is aware ol the connections between

society and culture.

The Plate-making Process
Posters incorporate photographs to acquire a new ambience, but
plate-making technology is fundamentally premised on the faithful
reproduction of “the photograph.” In color photomechanical, the
image is reproduced by combining tiny dots of the four process
colors, which are black and the three primary colors, yellow, magenta,
and cyan. To improve reproducibility, it is not unusual to add light
colors or spot colors, increasing the number of colors to six or eight,
to get a better effect when reproducing skin tones. In the process of
making the plate, it is also easy to correct skin color in photographs
to something that approaches a healthy light brown. This focus on the
diverse processes of plate-making and experimentation with graphic
representation has been a feature of poster making since the 1970s.

[ have the Creative Printing Manual published by Toppan
Printing in 1971. Back then, this kind of manual was indispensable for
graphic designers because it would not have been feasible to produce
the desired effects without knowledge of color charts, resolution half
tone screen, appropriate camera-ready copy, and reproducibility.
The Creative Printing Manual was a first attempt to compile and edit
the knowledge of fundamental printing technologies that printing
companies had accumulated while accepting orders for plate-making.
In the opening pages, the manual recognizes the need for shared
understanding and platforms for designers, production, manufacturing
and sales, and it also spells out the role of the “Printing Director.” "2

The manual introduces the wide range of graphic representation
(=} O
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JIDA 30th Anniversary

Program,

AD: Kazumasa Nagai,

1982
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Toppan Printing Co. Ltd, 1971

*2 [RRY =27 )L Creative printing manual)

Seihan Manyuaru (Creative Printing Manual),
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that is possible in the plate-making process, including experiments
with special screens, solarization, or composite photographs. It is
illustrated with experimental works by seven designers, including
the Shiseido posters that were the result of a collaboration between
Makoto Nakamura and the plate-maker. It may have started with
printing companies, but the phrase “creative plate-making™ came into
usc at a later stage, leading to a variety of creative techniques including
differentiation between dots, print color conversion, and special
cffects. This manual clearly demonstrates that graphic representation
is dependent on plate-making and printing.

Such representations include the Lélycolor Wallpaper posterfig3,
the Contemporary Japanese Posters for the Museum of Modern Art,
Toyama fig-4 and the poster for the JIDA 30th Anniversary Program
fig-5 by Kazumasa Nagai. Nagai has incorporated effects based on
plate-making, opening up new possibilities while remaining aware of
the origin of graphics.

By using a special screen for JAPON-JOCONDE fia-6, Shigeo
Fukuda showed us the Mona Lisa, a painting known to everybody,

from a different perspective. In 1989, Fukuda released JAPON-

JOCONDI 1989 makoto NAKAMURA +shigeo FUKUDA i9-7, which

is another study based on the Mona Lisa. For this image, he replaced
the dots with 2552 cancelled stamps. This work is based on the
ultimate analog technique, manual labor. 1989 was also the year when
the personal computer started to establish itself as a design tool.
Representation that had depended on “creative plate-making”™
could now easily be recreated on the computer by using the filters
and special effects in “Photoshop”, but Fukuda purposely chose the
laborious manual method. Computers increased efficiency, but if you
believe that the thought processes that take an image from graphic
representation to printing is important, his choice can be interpreted
as a tacit message sending a warning to the superficial creative. The
decades from the 1960s to the 1980s were a time when experimental
representation emerged out of questions posed about the nature of

graphic design in the interstices between the individual and society.
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Japon-Joconde 1989
makoto NAKAMURA
+shigeo FUKUDA,

AD: Shigeo Fukuda,
1989



