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The :
Functional
Graphics
of Michael

IEPY. Anyone who has been immersed
ROCEEDS FROM | in graphics for a long time may be
ENTER THE PARK F R E E CO N C E R T _ - OF | jolted in a first encounter with

i yﬁ%:: :"T"’"'?‘E C E N - Q A L KS Michael Doret’s work. It's nothing
 4E ehou g .t GREAT /0 5 like the tasteful, classy graphics
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even the razzle-dazzle punk-style
computerized video graphics
we're growing accustomed to. No,
Michael Doret’s designs are bla-
BRA0S1 % 7 A 1 BRI A M208 * 45 A BE 1375 OB A | AR I8 6 A 176 % ELE R IR AN B25668) RO T YA A BXEH tantly “old-fashioned and it is pre-
' ' ; — | e cisely this courageous outmoded

y & look that stops us in our tracks
: k. ; and eventually wins us over.
Ny | The ’20s, *30s, and early ’40s
¥ Doret’s graphics recall an era
|| i when advertising was innocent;
i when people with something to

sell, sold it hard...when those with
something to say, said it loud and
clear. Later, in the postwar years,
advertising graphics took on
sophisticated new ways. Psycholo-
gists probed the motivations and
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buying habits of consumers.
Advertisers softened their voices
to charm and seduce readers to
become buyers. Commercial art-
ists and fine artists raided each
others’ territory and blurred the
distinction between the two.
Museums hung paintings of soup
cans and Brillo boxes, and art
directors reproduced fine art in
their ads.

Although Michael Doretis a
product of those postwar years,
and his art school training was in
painting and sculpture, there are
no "fine art” pretensions in his
work. He admits that he thor-
oughly enjoys defying trends...
going against the mainstream. But
he also enumerates some of the
potent experiences that pointed
him in the direction he has taken.

He recalls that as a youngster he
was always intrigued with letter-
forms in the signs he saw around
New York—the full-bodied, choco-
late-colored letters on the Good
Humor ice cream truck...the
flamboyant posters and billboards
of Coney Island’s Luna Park...the
spectacular illuminated signs of
Times Square. During his college
years he was particularly smitten
with the psychedelic posters com-
ing out of the San Francisco hippie
scene. And when he arrived at
Cooper Union in the '60s to study
painting, the art world was in the




i 1} thrall of a hot new movement—Op

'“ mmlﬁmﬁ — N on i1 Art. It was partly inspired by Josef

N , - i : g i 5 Alber’s work concerning the inter-
| I“ action of color. It was partly a
reaction against the Abstract
Expressionist movement. Painters
like Victor Vasarely, Yaacov Agam
and Richard Anuskiewicz (Doret’s
teacher at Cooper Union ) were
among the artists who forged
ahead with visual experiments,
using flat color and simple geo-
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metric shapes to create optical
illusions and conundrums.

There is no question in Doret’s
mind that all those fond experi-
ences with color, geometrics, and
expressive letterforms propelled
him toward the funky, offbeat
graphics that have become his
specialty.

A Virtuoso of the Drawing Board

At first glance, Doret’s designs
look deceptively simple. On closer
look, we can see that each oneisa
complex amalgam of diverse ele-
ments under such precise control
they bond together in immutable
unity. There is no element that can
be removed or moved even a hairs-
breadth without collapsing the
whole. That’s what good design is
all about.

In Doret’s projects in particular,
where the lettering must be fitted
into circles, ribbons, swashes and

all manner of geometric and free-
form shapes, precision is the oper-
ative word. Unfortunately, there
are no simple solutions. He can
never turn to a type specimen
book for his letterforms (unless a
client specifically requests that
the lettering resemble an estab-
lished typeface). In each job the
words must be styled and manipu-
lated to fit his design. His style has
compelled him to become a letter-
ing designer. With each new proj-
ect he creates a new alphabet,
always concentrating on captur-
ing the character of the words and
fitting themn into their designated
spaces.

Because of the precise handling
and the subtle decisions he must
make, it's almost impossible for
him to farm out any part of the
finished work. While he is drawing
the letters, he is constantly adjust-
ing sizes, shapes, negative spaces,
drop shadows, the angle of a serif
and the color relationships. So his
design style forces him to do the
finished art on his projects as
well. And as long as he’s atit, he
does the mechanicals too, which,
according to ad managers and

X printers, are nothing short
A Poster announcing Simon and of perfection.

Garfunkel concert.
o The problem-solving and con-
B Cover for 1dea, the Japanese E o B u R " E : g
asinof gromhiaarts. L I I cepts are e@ﬂgratmg for poret.
C Coverdesign forbook on co " ST R u c T Io " Thg execution is painstaking and
trademarks tedious. But for sorneone who

D, E Covers for Scorebook, magazine L loves symmetry and order, letter-
distributed at baseball games. @ ® forms, and a free hand with color,

Doret has chosen the precisely

rightdirection. Marion Muller
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M Logo for game by Parker Bros. HEADLINE: ITC AMERICAN TYPEWRITERBOLD  TEXT:MEDIUM  SUBHEADS: BOLDITALIC  CAPTIONS/BYLINE: MEDIUM ITALIC

F Logo for Columbia, jazz recordings,
used on records, tapes and CDs.

G Logo for Readers’ Digest records,
Jackets and brochures.

H Book cover.

I Coverdesign for book on
trademarks.

J Title treatment for feature film.
Logo for greeting card company.

L Logodesign for Leo Burnett Co.,
Chicago, announcing construction
of their own building.
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