—a—S—UTERY SSADEBAIVIAI—15




&

7747

a—3—J-5

R e
B

AT e
Lot

s
LRI

it

SRR




2747

—a—3—2-- 5

19904F6 H25H  #iERAT

WO T TTERED

FirE NIES

FATRT  BRRUCCEFTEA

T101  HEARTCHX SRR 1-5-5
B03(291) 6953 ($ate)

03(292) 1221 (%)

IREOE  HR7—6294

FIRI SRENRIGR  BUAC GRBIILBYACH:

F—&T - GLTARIEBEEL W LET,
EMIAN—ICRRLTHN T

© 1989, Seibundo Shinkosha Publishing Co., Ltd.
Printed in Japan

(R EHBREFOBITEM KL 2 T)
ISBN4-416-79025-2

ABILI989FE1H, "7 4 F 7105 & L TRITFE e LoE TS &
DFCERE LTRITLA b TY,

FHFITOMES

THRORE S/ REHA F /M) BREER BN U4 /B r B2
BIER/TAFT/7v—> /AT FBROK/ 70—1) 2+ /H
¥/ H—F7+ )4 /CHROMA ~ Vegeta(~3 %)



BR

10,

90.

110.

I1L;

112,

114,

118.

CONTENTS
= T s T = 55 (L i H—Hp
New York 5—Introduction -« - v, R R RRTR by Shin'ichiro Tora
TAVAEHEDHARANTHFA F— 1 AARCZCE L L EICHARR 7 o, W— o F=7 2=
Japanese Designers in the U. S. : More Japanese than in Japan? =« by Lou Dorfsman
SANDTHA F =12 T A G W—+ N—7 2=
Mini Critiques & Biographies of Five Graphic Designers «««««-eoveeeveviiinines by Lou Dorfsman
6()115{(:(/)_—__1_5.—7 ................................................................................................... ]Ulﬂt];yl"-

New York in 1960s by Ikko Tanaka

e Hi—H ETH A V254
Shin’ichiro Tora 25 Years in Editorials

e
Kiyoshi Kanai

¥xa:257}
Kinuko Y. Craft

a1, XR2eY 22 7P (£ TR P L—R=) cmunimmisiaiia =—nye«257h
56.  Kinuko Y. Craft, An lllustrator's Hustrator:---«--- eeeeereeneniiiiiiiinnn by Mahlon F. Craft
RHEAD 2

Minoru Morita Four in One

LR
Hoshin Hashimura

FHEENT T g 5] o BT e nmemanoimssmsniassiny cxnemns ot s ek oL 100 A R GG WSS %O
08 Years [N Nl Y.  55sessisssessasionssimngss sua vannessss sesssas snsmsmsnnsosions onvesmesmns by Shin’ichiro Tora
7“)(1)75&||7‘_\-;7‘-‘+)-“43/@'—'1_§=;‘,: .................................................................................... {ﬁhk -4
USA and Japan : Background of Degign «««««««=sssseresrrerremeimiiiii, by Kiyoshi Kanai

TAVHDAF AP r—=2—t L TORDER Al 277 b

My Life as an American lllustrator ««---«---- LR E R ETCRROPRPTRes) by Kinuko Y. Craft
e AZ R 3 TP AT LI cormnvnommsmnsasis ssvansonses oo i o4 65163 v 60s 6 8038 K 32108 VaRA AT ERR SR ES HHAD 2
EXPECt fOr “the NEXE ON@”++++«rrrrererreriitiieeie e e e et e e et e e e e by Minoru Morita
/\“x}\éa)@(?—;“p_}:‘ﬁy.)-_y HASHT #reveesesimnssinmamionmermnmemiansanisimmsseissmssmsassecnsss =R
HASHI, blade runner with his best <+« corereeireri by Ryoichi Miura

=2—3—7 F7ATHHE, Al v— F—T72<
NY5 Members Table Talk, chairman : Lou Dorfsman

A



&

7747

a—3—J-5

R e
B

AT e
Lot

s
LRI

it

SRR




BR

10,

90.

110.

I1L;

112,

114,

118.

CONTENTS
= T s T = 55 (L i H—Hp
New York 5—Introduction -« - v, R R RRTR by Shin'ichiro Tora
TAVAEHEDHARANTHFA F— 1 AARCZCE L L EICHARR 7 o, W— o F=7 2=
Japanese Designers in the U. S. : More Japanese than in Japan? =« by Lou Dorfsman
SANDTHA F =12 T A G W—+ N—7 2=
Mini Critiques & Biographies of Five Graphic Designers «««««-eoveeeveviiinines by Lou Dorfsman
6()115{(:(/)_—__1_5.—7 ................................................................................................... ]Ulﬂt];yl"-

New York in 1960s by Ikko Tanaka

e Hi—H ETH A V254
Shin’ichiro Tora 25 Years in Editorials

e
Kiyoshi Kanai

¥xa:257}
Kinuko Y. Craft

a1, XR2eY 22 T7P (£ TR P L—R—=) crmunaima s =—nBnrye«257h
56.  Kinuko Y. Craft, An lllustrator's Iustrator:«------eeeeeeeerereriieei by Mahlon F. Craft
RHEAD 2

Minoru Morita Four in One

LR
Hoshin Hashimura

FHEENT T g 5] o BT e nmemanoimssmsniassiny cxnemns ot s ek oL 100 A R GG WSS %O
08 Years [N Nl Y.  55sessisssessasionssimngss sua vannessss sesssas snsmsmsnnsosions onvesmesmns by Shin’ichiro Tora
7“)(1)75&||7‘_\-;7‘-‘+)-“43/@'—'1_§=;‘,: .................................................................................... {ﬁhk -4
USA and Japan : Background of Degign «««««««=sssseresrrerremeimiiiii, by Kiyoshi Kanai

TAVHDAF AP r—=2—t L TORDER Al 277 b

My Life as an American lllustrator ««---«---- LR E R ETCRROPRPTRes) by Kinuko Y. Craft
e AZ R 3 TP AT LI cormnvnommsmnsasis ssvansonses oo i o4 65163 v 60s 6 8038 K 32108 VaRA AT ERR SR ES HHAD 2
EXPECt fOr “the NEXE ON@”++++«rrrrererreriitiieeie e e e et e e et e e e e by Minoru Morita
/\“x}\éa)@(?—;“p_}:‘ﬁy.)-_y HASHT #reveesesimnssinmamionmermnmemiansanisimmsseissmssmsassecnsss =R
HASHI, blade runner with his best <+« corereeireri by Ryoichi Miura

=2—3—7 F7ATHHE, Al v— F—T72<
NY5 Members Table Talk, chairman : Lou Dorfsman

A



—a1—3—7-+:5 BX

POT=Y Y U HICESA I LEREOESHY L LTERAE~ Y2, %
RPWRT ENEZA S 7OMRM LG L L TESHRREZES Ly t=2—
S—2r0=YY b, BREALC S A ETER 7 O ER T O 7 2 G B R R
LB, BUTSLREY LICHAREDREN, ¥ 74 2D ZvHBIZIRD
LBETT, £V xvrvCBiILES iz A P2 =T e L s a
nE, =YYy oL EHOWMEY I T LT AT

L L, REa=P Yo ErBIEboTb=a—a—2it435 2V 4%
—RHRMEALC, R aBCTO#ERT S 2 mED 27 ) T4 T4 T4 1%
Eh® b1 ALbPEZ S T0 220610,

COMRIAEEKS THERTAILRRELBNVC L ML OFSEARE
bALEDG L,
MABEPHELTROCDZ)V A Z—=2r—2a ORI T AV b2l

New York 5—Introduction

People working in the advertising industry used to think life in Madison
Avenue was above everything else. Madison Avenue's golden age as the world’s
arena for the grand advertising industry seems dwindling. |t could not cope
with activities of unique local cities which appeared as a result of polarization,
advance of Japanese industries along with its rapid economic development as
well as increase of office rental fees. Agencies and productions started moving
to the downtown and Madison Avenue is losing its glory of the past.

However, even if Madison Avenue undergoes changes, creators living in
New York will not disappear. Because people attracted to New York are the
ones equipped with the highest creativity and latent energy who can adapt
themselves to any age.

To survive and play an active role in the world of advertisement need
strenuous efforts. Violent ups and downs are incidental to the business in the
past and now,
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by Shin’ichiro Tora

Even very popular creators are often stolen of their accounts while they are
on vacation and become jobless. Global publishing companies frequently
change hands. It is a society with kaleidoscopic changes, and the life there is
completely different from that in Japan.

A project was proposed to follow the footsteps of Japanese creators who
moved to New York and worked there for more than 20 years fighting against
the rough seas of the creative business and compile them into a story as a
guidepost. Although they are professionals in different fields, what these five
men have in common seems to be the frontier spirit and traditional hybrid
creativity of Japan.

Why the Japanese? It is not a problem here. Here, an international market
for creativity is open every day and those who have real creative ability alone
are allowed to survive,
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Japanese Designers in the

It has been a quarter of a century or so since graphic designers from Japan
(and elsewhere) came flocking to the United States, especially to New York, at
the height of what now seems in retrospect a kind of Golden Age of Design,

In the 60s, of course, the U.S. enjoyed exceptional dominance in the whole
field of marketing. Japan’s formidable marketing skills, and Europe’s were yet
to develop.

| talked recently with five of the Japanese designers who came here in
those years, and we discussed many things — their motives in coming to the
States...their reasons for opting to remain...the differences in business culture
between the U.S, and Japan.

They came originally for all the reasons that have traditionally prompted
young people to make important journeys. Education. Fame, Money. Above
all else, perhaps, the freedom to be themselves.

And from our conversation an interesting paradox emerged, Japan, as a
culture, has a basic orientatjon toward ornamentation, design and beauty of
form. This national sensibility is evident in everything from Ukiyoe prints to
kabuki performance to tea ceremony to food and flower arrangement, and so
on. The United States, as a culture, is incomparably less design-conscious.

Yet in this same U.S., because it is also a less conforming society than
Japan's, it's possible that creative individuals such as these designers feel more
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U.S.: More Japanese than in

free to be themselves, which is to say, more quintessentially Japanese! Back in
Japan they might instead be trying to set themselves apart from others, to
fight the system.

Looking at it another way, a closed society (closed so it can be a "‘germ-
free environment,” in designer Kiyoshi Kanai’s phrase) places emphasis on
institutions, not individuals. It is more inhibiting and less stimulating to the
inner self than an open society where non-conformity is a given, and the winds
of change blow, disconcertingly to be sure, all the time.

The paradox is becoming recognized. ““The more | attempted to work from
an international perspective, the more national | became,”” writes Takaharu
Matsumoto, president of a graphics design firm in Tokyo.

“The Most Exciting Graphics Anywhere’’

We talked through a long, rambling, invigorating lunch — Kinuko Craft,
Yasuomi Hashimura, Kiyoshi Kanai, Minoru Morita, Shin Tora and |.

Could they remember why they had first come to the States?

They said, ““| came to New York because it was producing the most excit-
ing graphic designs anywhere.”” And they said, *’| wanted to work with Saul
Bass.” And they said, | felt very at home — the American way encourages
individualism, and accepts ethnic diversity,’’

There were adverse first impressions. It was “dirty, noisy, smelly, and

25
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Japan ?

bad!"’,

But then there were good discoveries. Decision-making is much faster in
the U.S. than in Japan. There is more frankness, less “‘negotiation.” The
structure is not as hierarchical. Young unknowns have more of a chance.

The Importance of Connections

Having the right connections is crucial in Japan, my luncheon companions
tell me. ““Here,"" says Kanai, ““your portfolio opens the door... You're not so
much dependent on recommendations and personal favors. In Japan it’s all
connections, so even if you have talent you may not succeed.’’

And connections also affect one's private life, blurring the line of demarca-
tion many people like to keep between their private and professional worlds.
In Japan, | am told, the rule is “‘almost daily networking and socializing, or
you don't get recognized by your peers as professional...”

What they are really saying, it seems to me, is that the Japanese design and
advertising community is very “political,” and very highly structured. It's
probably a lot less so in the States, but far from totally absent.

However, | point out that | myself have done a great deal of work for Japa-
nese clients and have never had a negative experience. A chorus goes up: "Ah,
but they don’t treat you like a Japanese!”’
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by Lou Dorfsman . diector

Beauty Separated from lIdea .

We start to talk about the use of abstraction in Japanese graphics — beauty
as its own statement, so to speak, divorced from selling idea. This is an area of
sharp distinction between the two countries. The U.S. is far more idea-
oriented.

| ask: Is the Japanese public, through education and culture, more able to
accept and enjoy abstract beauty in an ad without any specific message about
the product or service?

Shin Tora ascribes this quality to Japan’'s homogeneity. “Everyone is of the
same race — not like the United States. So people in Japan can understand
each other, heart to heart, and everybody can understand the same design, the
same symbols, north or south. (An ad) can be abstract, curious, eye-catching
— and have no meaning! But it can be very attractive."”

But Minoru Morita notes: ''Last year at the New York Art Director’s Club
International Exhibition, what | heard from the audience was that among the
foreign winners, the visual message was harder to undetstand.’” He concludes:
"It's beautiful to look at posters, but the American designs are clearer, and
they are easy to understand.”’

And | add a word about my own approach, which has always been to try
to find the strong, incisive idea, and then communicate it as cleanly and
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excitingly as possible. After thinking over this part of our discussion, | find |
am more convinced than ever that graphic messages which combine both
elements — intuition and logic, if you will — are the most powerful,

Japanese or Western?

As the conversation continues, we begin to talk not of differences but of
similarities. | ask: after your years here, would you say your work was pre-
dominantly Japanese or Western?

Sometimes one, sometimes the other, they tell me. The needs and objec-
tives of business are always with us. So we end up operating under many of
the same constraints here as in Japan.

In any case, | suspect that such labels are becoming meaningless. The
reality is that the good American designers are being called by Japanese
clients. And the good Japanese designers are being called by American clients.

Good work is good work. Maybe this is the most meaningful “nationality’’!
The Winds of Change

After this conversation, | reflect that today the winds of change are blow-
ing throughout the world.

The democratic impulse seems to be on the rise in surprising places. New
multinational entities are forming, e.g., the European Community, ASEAN.
Business and industry are ahead of governments in grasping the inevitability
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of a global economy. (As anyone who witnessed the worldwide turmoil of
October 19, 1987 knows all too well, the global economy is already here.)

And, as a next step, global understanding can advance through cultural
communication, as well as the obvious and growing worldwide environmental
concerns.

Significantly, cultural communication is getting important new impetus
from Japan. In announcing the Praemium Imperiale prizes — the new inter-
national yearly prizes in the arts, analogous to the Nobel Prizes — the Japan
Art Association has said that while Japan has stressed economic development
in the last several decades, it is time to look to the 21st Century with a pri-
mary emphasis on the cultural fields. .

And this shift, of course, inevitably means a greater emphasis on the in-
dividual. Which is just where | believe it belongs.

The work and life experience of those five very effective individualists —
Kinuko Craft, Hashi, Kiyoshi Kanai, Minoru Morita and Shin Tora — stand in
eloquent agreement!
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Mini Critiques & Biographies
of Five Graphic Designer/
Artists

by Lou Dorfsman

Kinuko Y. Craft

Kinuko Craft commands an exceptional versatility. She handles both
realism and fantasy with equal design consciousness and flair. And her work
has the impact of super craftsmanship. Born Kinuko Yamabe, Ms. Craft
graduated from the Kanazawa Municipal college of Fine and Industrial Art in
1964, and then came to the United States to study at the School of the Art
Institute in Chicago. She became a freelance illustrator in 1969, working at
that time in the editorial and book markets, and now for major advertising
and packaging clients as well. She has won many outstanding awards for her
wide range of styles, and often develops not only the idea for the illustration
but the style in which it can best be depicted.

Yasuomi Hashimura

Hashi, as he is widely known, brings to his camera work something unique-
ly Japanese, a special relationship with nature. His revelation of forms —
stopping action at just the right moment — is arresting in its simplicity and
elegance. He was born in Japan, educated at the University of Hawaii and the
Art Centre College of Design in California, having come to the United States
in 1968. As a successful commercial photographer, he has created notable
visual images for leading companies, spanning a wide business spectrum from
airlines to aspirin, banks to bluejeans. In 1974 he opened his own studio in
New York. He has received many prestigious awards, and has had a one-man
exhibition at the Mikimoto Gallery in Tokyo.

Kiyoshi Kanai

Kiyoshi worked for me at CBS. He was the fastest ‘‘study’’ | have ever
seen — with an immediate grasp of how to express visually the most subtle and
idiomatic nuances of our company style in approaching audiences and adver-
tisers. A graduate of Tokyo University of the Arts, with a BFA in communica-
tions design, he first worked in Tokyo's Takashimaya Department Store. In
1964 he came to the U.S. for more study, both in California and finally at
New York's Pratt Institute. He then came to CBS in New York, and from
there formed his own communications design firm in 1973. He has been re-
peatedly honored by top awards; clients include the Japan Society and Asia
House as well as Citibank, N.A., Remy Martin and Doubleday Publishers.

Minoru Morita

Minoru Morita’s use of symbols is very strong. He gives poster-like impact
to his subjects by distilling complex issues into single compelling visual images.
And he has a very fresh sense of color! Morita graduated from an art and craft
high school, majoring in printing, and then found an opportunity to come to
the States to instruct in karate! However, after attending the School of Visual
Arts in New York, he started the Japan Design Center, and became first a
lecturer and later an Associate Professor at Pratt Institute. He considers that in
America he has lived four lives: as a karate teacher; college professor; president
of his own company; graphic designer. In addition to many awards, his entry
for the 1985 Peace Poster show was selected as a Graphis cover.

Shin Tora

Shin Tora combines a fine eye for photography with technological exper-
tise in the ever-changing camera world and a sure sense of what photography
magazine readers want to know first. He graduated from Tokyo University of
Education and was the advertising art director/promotion art director of
The Japan Times, Ltd. for 11 years. In 1963 he came to New York, and be-
came art director for Popular Photography Magazine. Later, when it was
acquired by CBS, Mr. Tora became promotion art director for CBS Magazines
as a group. Today he continues his magazine function, now in association with
Diamandis Communications, and is also head of his own business, TGD Com-
munications Group. He has won numerous distinguished awards.
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New York in 1960s

According to my old notebook, it was at 18:30 on January 10, 1961 when
I arrived in New York. It was shortly after the introduction of commercial jet
planes to domestic flights, and even though | left Los Angeles very early, the
night fell over the Appalachian Mountains, and soon | landed in New York
with a view of Manhattan studded with thousand lights just like a jewelry case.

It was January of 1961, shortly after J.F. Kennedy was elected the Presi-
dent, and New York was in a festive mood anticipating the Inauguration
Parade a few days afterward. The Japanese were not issued passports or al-
located foreign currency freely unless they contributed directly to the. trade
in those days, and | seldom met Japanese travellers on the streets.

| had to file an application for travel abroad with the Ministry of Inter-
national Trade and Industry to obtain an approval that my trip to US would
contribute to the Japanese economy, and then went to the Ministry of
Finance to obtain a permission for the foreign currency quota as meager as
$30 per day. It was only after all those procedures taken and all those red
tapes cut that | finally could apply with the Ministry of Foreign Affairs for my
passport. The passport itself was quite impressive with its genuine leather
cover and the square Chinese characters arranged vertically.

Reflecting such situation, almost 100 friends and acquaintances came to
Haneda Airport to hold a great send-off party when | left. It was almost like
to see a soldier off to the front.

Travellers then were often overstrained with a heavy sense of mission that
they had to meet such a great expectation of friends as they were allowed to
spend the precious foreign currency. | felt | had to harvest a great fruit in the
design field. | did not know much about New York as we had little informa-
tion about foreign countries then. | did not even know the Island of Man-
hattan was partitioned with avenues and streets. With curiosity and anxiety,
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By Ikko TANAKA

my body became tense and stiff. Fortunately, a junior friend of mine, Arisumi
Matsunuma, had been stationed at Kanebo's N.Y. office which was in the
Empire State Building, and he took good care of me. He reserved for me a
room at $8/day at Hotel Martinique at the 32nd Street and Broadway, which
has since dilapidated into a slum to my deep regret. New York had much snow
in the winter of 1961, and | remember vividly my immense relief when | ar-
rived at the hotel and took a hot bath.

It was the glamour of New York's typographic design at the time that at-
tracted me there. Two years previously in 1959, Mr. Yusaku Kamekura was .
invited the international seminar promoted by the New York Typodirectors
Club as a speaker, and returned home with a lot of newspaper advertisements
and various editorial designs. He showed them to us at the meetings of a study
group of young designers, “Group of 21", The excitement of seeing them
inspired me to take a trip to New York.

| wanted to see New York and its sophisticated atmosphere where such
great masters as the late Herb Lubalin, Louis Dorfsman, Otto Storch, Henry
Worlf and Neal Fujita created masterpieces.

With a letter of introduction from Mr. Kamekura in hand, | first visited the
office of Aaron Burns, the chairman of Typography Association. He ran a
typeface company and owned a studio in a plant which produced lead cast
typefaces. | timidly showed him some slides of my works there.

He liked my works much better than | expected, and kindly asked me
which designers | wanted to meet in New York. When | mentioned Herb
Lubalin and Louis Dorfsman, he immediately lifted the telephone and
obtained appointments for me. It was certainly a triumph for me. My note-
book shows that | did visit Lubalin and Dorfsman a few days later. CBS was in
an old building on Madison Avenue before it was moved to the highrise
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designed by Eero Saarinen. Louis was working with a young illustrator at his
office although it was a holiday. | was very impressed with his office where the
originals by Shnyder, Steinberg, and Ben Shahn were unostentiously stand-
ing in dark corners. | thought | had finally come to the Madison, the top of
the world.

Louis received the short young Oriental like me without prejudice, kindly
gave me volumes of reference materials such as promotion kits and ads he
designed for CBS, and commented on them in a humorous way. These works
eventually gave significant influences on the Japanese graphics of 1960s. Four
years and three months later, | had an opportunity to hold a one-man show
at the Gallery of de Jong & Co. in the Netherlands. After travelling through
France and Italy, | visited New York for the second time in the middle of
April, 1965.

The time coincided with EXPO’ USA held in Queens where the Japanese
Pavilion was designed by the late Kunio Maekawa, and the display under the
artistic direction of Yusaku Kamekura. | was assigned the mural for an electric
company’s space. One of the purposes of my trip was to see the work with my
eyes.

Another mission | bore was to ask Louis Dorfsman and Paul Davis to show
their works at “Persona Show’’ which was scheduled to be held at Tokyo
Matsuya in the autumn of that year.

| believe it was Yoko Mihashi, an illustrator, who opened a studio in
Manhattan for the first time as a Japanese. She was a graduate of Women's
College of Fine Arts, and used to work at the Japan Design Center as | did.
As her sister was living in N.Y., she decided to come in 1963 and opened her
studio near 68th Street and Lexington.

All the designers who travelled to New York at that time relied on her.
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She accompanied me all through the trip in 1965, too. | visited Paul Davis
for the first time then. Paul got married shortly before the time, and | recall
we talked while we sat on their bridal bed covered with a vividly colored
bedspread.

When | visited Louis again at the CBS building, | was stunned to be
received by a young Japanese man at the elevator hall. His name was Jun
Kanai. | was very surprised to learn that Louis employed a Japanese as a
design staff. Louis must have liked the Japanese very much as he kept on
recruiting other Japanese staff such as Kubo and Kubota.

| visited New York twice in January and June in 1989. On an evening in
June, | was invited to an ltalian restaurant which was newly opened on
18th Street by Shin'ichiro Tora, Minoru Morita and Jun Kanai. We had a
lively conversation over the difficulties we had undergone during two
decades of the life in New York. The three men each had their own history
here. | discovered then that the athlete who demonstrated Karate in front
of the mural | created in the Japanese Pavilion was Minoru Morita, and that
Mr. Tora once worked at the publishing department as CBS.

Minoru Morita was an athlete-turned designer a very unique career. His
straightforward personality suggested such a unique history was quite pos-
sible.

Although | have never met Kinuko Craft of ““New York+5"", | know Hashi,
a star photographer who held an impressive one man show at Yurakucho
Seibu this spring.

When | had my one man show at Cooper Union in 1987, a bouquet was
sent from him, and his assistant took me to his studio as if to kidnap me. He
was as energetic as his famous strobe work showing champagne spouting from
a bottle.
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Biography of shin‘ichiro Tora

Graduated from Tokyo University of Education
After working for the Japan Times for 11 years
as advertising AD, moved to New York in 1963.
Worked for a popular photo magazine of Ziff
Davis Publishing Co. for 23 years as AD. In
1986, established TGD Communication Group
while working as promotion AD for the maga-
zine section of CBS. In 1988, assumed the
position of promotion AD for the Popular Photo
Magazine of DCI Publication concurrently serv-
ing as promotion AD for a similar magazine, the
American Photo.

Director of N.Y. ADC from 1986 to 1988.
Member of the lllustrators’ Association. Chair-
man of the Panel for ADC Travel Show as well
as its membership. Since 1974, participated in
organizing the Japan-US Design Exchange Ex-
hibition every year, introducing Japanese
photos and package designs to New York.
Award: Awarded 2 Gold Awards, 3 Silver
Awards and 2 Distinctive Merit Awards from
ADC, Gold Award and Silver Award from the
lllustrators’ Association, Gold Award and Silver
Award from the Publication Designers' Asso-
ciation. Received more than 100 awards.
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History of the Magazine Logo: In the 50
years' history of the photo magazine, it did not
change its logo for more than 20 years (left). To
emphasize the word “photography”, | asked
Hiroshi YAMASHITA, typographer, to create a
logo in one line composed of small letters in
1985 (center). After moving to CBS Publication
in 1986, | made the two words of Pop and
Photo stand closer and changed their colors to
make a strong impression by the popularly
known name of Pop-Photo. | and the small leter
of L elongated and then cut off at the top to
imply the growing future of the magazine
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Romorkatfo picture of San Francisco
bulldings piercing early-morning clouds
was made with & Hassalblad, Campbeil's
tavorite seriol camera, 8 150-mm

lens, and Ektacolor Professions! fifm.

BY RICHARD BUSCH

The remarkable photograph on the opposite page,
made very early one summer morning while pho-
tographer/pilot Bob Campbell was on a routine
solo picture-taking flight over and around his na-
tive San Francisco, is a

prime example from the work

of one of the most highly cre-

ative aerial photographers

we editors at POPULAR

PHOTOGRAPHY have seen in a long time.
Other fine examples of that work—which he

sells regularly to West Coast magazines, bus-
inesses, and to individual buyers who see his

frequent exhibitions; and which he also pro-

duces simply for his own personal enjoyment—fol-
low on the next seven pages. -

As a maker of outstanding aerial photographs,
30-year-old Campbell has two important things go-
ing for him. The first is the fact that he is a compe-
tent, experienced pilot who can put the plane exactly where
he wants it—even if that means maneuvering around, low to
the ground, in hairy places like canyons—and take pictures

at the same time. And the second thing is his
ability to visualize and produce the photo-
graphs to his satisfaction. His standards, in p Ot()gl‘ap S
this regard, are very high. Campbell has not
only developed a keen sensitivity for design, composi- b

tion, color and light, but he also has a solid back- R()beI‘t
ground in photographic hardware and technique— y

films, exposure techniques, and the printing proc-

ess—all of which he learned partly on his own,
130

including a knowledge of a variety of cameras, C

THE
WANDERING
KIMONOS

WINDOW
SHOPPING

Three Masters of
Food Photography




mET1 >
25YEARS
IN254
EDITORIALS

SHINICHIRO TORA
R

T A

ECKIsh, B
FRARMED Y 2 A7 AV EVA IRV
EHXANS N BMKRMEET, HPI v b, K—D,
ATVvA, V754, AF—REDRE—FEIT ARy
FN A VEVAMRS TV ERERTC S, ZH
BHEMEEE bR Y, KRB THERZ 24
o, BELLHEEZ b Twalcd ) 2257
KRS TD L, 212, RETLHIRBRER
GE S, FREDTE AT TRENEM 2 K S
EVibd, 310, CORRYY V- f RV ADMEE
BYVtrary-Fv—7Etbebh, 25, A%
ARSI CEFEZPNRCIL TS0 T
Hr, L LEWECL-> TEMKC»IZE 6T,
0, TRFa2TMCbROTELRCISEEREL
ZUNERORCEIADIOMEDL O L L
2P, BREFORETFA VIBHD IS DM
OT, BRI BEREYEARE LT3, BH
PRECHURI Ltk B, #FEHFA XDOKREL b
DREMBIZA %2 b BHBI LR, »OTO
ZATZHEPFHERL T3, 7TAYHATIRERAC

12

BY NATALIE CANAVOR
Michael Mathers is a photographer who likes “do-
ing things the hard way.” In a time when 35-mm
is the heralded instrument. of environmental por-
traiture, he lugs a 4x5 view camera.from site to
site, and takes long, available-light exposures
from under a black cloth. Believing that a good
portrait requires finding out about the person, he
finds it not unusual to spend perhaps three hours
talking to a new subject before shooting. And
when he's become interested in focusing upen a
subject in real depth—such as a group of people
representing a subculture—he has done so from
the inside, by literally assuming that lifestyle.
Thus he lived for five months as Sky Rail Red,
railroad hobo; as a sheepherder for six months in
Oregon, Idaho, and Wyoming; and for several
months as a circus roustabout in an effort to pene-
trate that culture.

Thirty-two-year-old Mathers, a rangy redhead
with an air of intensity, is a transplanted Eastern-
er who free-lances out of Portland, Or. Though
when required or for occasional relaxation he will
aim his lens at “things,” people pictures are virtu-
ally his only photographic interest, and he consid-
ers the accomplishment of good portraiture a life-
time undertaking. “I'm captivated by what hap-
pens to people in front of a camera—their vulner-
ability. You have to care about people, spend the
time, to get good images of them.” The people-at-
work pictures shown here are from a series he has
been working on for almost two years, and derive
from a particular fascination with the individual's
interaction with his environment. In various
ways, Mathers has been exploring this theme
since he first took up photography.

TThis was during his senior year at Harvard Uni-
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Sawmill worker

versity when, as a restless English major, he casu-
ally enrolled in some photography courses. He im-
mediately became obsessed, as is his tendency, but
because of a dislike for “group learning”” and per-
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haps his penchant aking the more difficult
route, he virtually taught himself via all-night
sessions in the lab. This routine didn't quite pre
vent him from graduating, whereupon he traveled
overseas extensively, working on several occa-
sions as photographer for anthropological proj
ects. (Did this experience influence his photo-
graphic outlook? Mathers is reluctant to say so,
because he doesn’t like anthropologists, but ac-
knowledges that “anybody who photographs peo-
ple is an anthropologist.”)

The photo essay on railroad hoboes was begun
during this time and developed in earnest in 1970.
His own perennial wanderlust provided a substan-
tial impetus to the concept. Five months tramping
cross-country with 35-mm camera and tape re-
corder resulted in a book, Riding the Rails, which
incorporated pictures of hoboes and their living
environment, taped conversations with them, and
Mathers' commentary on the experience and life-
style (published by Gambit, Inc., in 1973, and in a
paperback edition by Houghton-Mifflin in 1974).
It is an absorbing portrayal of those who are es-
capees from responsibility and the failed Ameri-

continued on poge 158
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A talented Australian
focuses on America’s
“ugly” industrial
landscape and finds
it strangely beautiful

BY NANCY STEVENS

Magazines in the US are roughly classified into two
categories: consumer magazines and trade maga-
zines or those for the public and professionals.
Photo magazines are in the category of hobby
magazines and often referred to as interest maga-
zines like those for car, yacht, boat, stereo, video,
ski, etc. Hobby magazines are not trade maga-
zines and although the circulation is smaller than
consumer magazines, the risk is smaller than
consumer magazines because hobby magazines
usually have stable subscribers. Advertisers are also
limited to a certain extent. Hobby magazines are
very effective advertisement media aimed at a
particular group of readers. Further, these special
interest magazines are called the “‘recession-proof”
because their targets are fans who are not influ-
enced by the business climate. Editors are required
to keep balance between professionalism and
amateurism; not too special and yet not too
amateuristic. Editorial design for a photo maga-
zine inevitably emphasizes photographs. The
larger is the size of a magazine, the more ef-
fective becomes its impact, a fact proved by the
Life Magazine. The size for a magazine is
determined according to the postal standard as the
magazines are usually mailed in the US. During the
25 years since | arrived in New York in 1963, the
size of magazines has dwindled by 1.5 cm both



