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PREFACE 

There are few black graphic designers in the market

place today. For many years it has been the concern of the 

writer as to the reason why. With so many fields and oppor

tunities now open to blacks, it ' s almost unbelievable that 

their presence in the graphic design industry is slight . 

In addition, the writer has encountered numerous 

young black graphic design students who have been misguided. 

These students suffer tremendous hardships due to the lack 

of resources, professional training , and accurate information 

about the industr·y. It is the hope of the writer that the 

findings of the thesis will aid in any capacity to increase 

the visibility of qualified blacks in the graphic design mar 

ketplace. 
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journey ; and the facultie s of The Pratt Institute , The Mary 

land Institute College of Art, and The Rhode Island School 

of Design for their suppor t and respect of the writer as a 

student . 
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CHAPTER I 

INTRODUCTION 

Importance of the Study 

Graphic design can be considered a select field to 

which only a few can afford its education and withstand the 

subsequent pressures of competitive opportunities in the mar-

ketplace. The graphic design industry is discerning and scru-

tinizing in its practices. Very few blacks succeed as re-

spected graphic designers . The industry is open to receive 

blacks as new participants but very few cari ·meet the demands 

necessary to embrace the challenge and opportunity. 1 

The average young black student with creative tale nt 

or interest has insufficient access to quality information 

that could lead him or her to pursue a career in graphic de-

sign. The potential student of graphic design can be exposed, 

educated, and integrated within the mainstream of the design 

industry. 

In any quest, there are problems and difficulties 

that accompany the journey. In addition to the struggles 

which are inherent to the pursuit of graphic design as a 

career, the black student possesses his own personal set of 

1 Interview with Roz Goldfarb, president, Jerry Fields 
Group II, New York, 16 November 1984. 

1 
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obstacles . The understanding of these problems , insight to 

the obstacles, and resourceful solutions are not readily 

available to the serious black student or those he must re 

late to. 

Understanding a fair assessment of the problems, a 

respect to the cultural differences, and a recommendation to 

solutions, more black students can be encouraged to become 

graphic designers . A se t of focused objectives could develop 

more qualified blac k graphic designers in the marketplace . 

Such professionals are needed to make new and different con 

tributions to the field. More black graphic designers are 

needed not only to grasp the opportunities presented by the 

industry, but to educate and aid in solvi~g the problems at 

hand for others . It is important that blacks are given 

choices and made aware of graphic design as a lucrative and 

viable means to achieving a degree of professional status. 



CHAPTER II 

BACKGROUND 

If one is rejected because he is uneducated, he can at 
least be consoled by the fac t that it may be possible 
f or him to get an education . If one is rej ected because 
he is low on the economic ladder, he can at least dream 
of the day that he will rise from his dungeon of economic 
deprivation . I f one is rejected because he speaks with 
an accent, he can at least if he desires , work to bring 
his speec h in line with the dominan t group . If , however , 
one is rejected because of his color, he must face the 
anguishi ng fact that he is being rejected because of 
something in himself that cannot be changed. All preju
dice is evil , but the prejudice that rejects a man be 
c ause of the color of his skin is the most despicable ex 
pression of man ' s inhumanity to man.l . 

To preface this statement, one clearly must under-

stand that to be black is culturally to be African by ethnic 

origin. In addition, it must be realized that unlike other 

minorities who have migrated to the western world, with the 

hopes of a better tomorrow, the African was led captive 

against his will into slavery . Consequently, this causes a 

great deal of anomi e a mong blacks. Glegg Watson describes 

anomie as . 

. a condition resulting from the bre akdown of tradi
tional values and norms of an individual who cannot or 
does not want to assimilate the values of a new more com
plex a nd often inhospi table environment.2 

1Martin Lut her King , Jr., Where Do We Go from Here, 
Chaos or Community? (New York : Harper & Row, 1967), pp. 109 -
110. 

2Glegg Watson , Black Life in Corporate America (New 
York : Archive Pres s /Doubleday, 1982) , p. 40 . 

3 
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There are fundamental differences in the culture of 

Europeans and Africans which must be respected . Western re-

ligion and thought emphasizes the power of reason and scien-

tific methods to describe and explain human behavior and re-

jects subjective analysis. For blacks, empathy is a way of 

knowing reality . The nonwestern heritage recognizes the im-

portance of the scientific method but affirms that the sub-

jective experience must be considered in explaining behav

. 1 1or . 

The slave system disrupted and displaced the cultural 

l ife of the African. Africans were not permitted to develop 

and assimilate to the new culture in ways similar to those of 

other immigrant groups . Andrew Billingsley observes that: 

The difficulty of re- establishing and maintaining their 
cultural systems was as apparent in this process as it 
was appalling. The small number of slaves distributed 
on each plantation prevented their developing a reliable 
set of new cultural forms. And finally, the absence of 
powerful institutions for the protection of slaves and 
their humanity accounted for both the destruction of the 
previous cultural forms and the prevention of the emer - 2 gence of new ones as a free and open human development. 

Anomie results , therefore , in feelings of isolation and the 

loss of intimacy found in traditi onal cultures. 

Furthermore , whites began emphasizing the obvious 

difference of color to the disadvantage of blacks. Billings-

ley further relates that: 

1Kermit Beverly Nash, "Black Success in Predominately 
White Institutions " (Thesis, Antioch College, 1973) , pp. 14-
15 . 

2Andrew Billingsley, Black Families in White America 
(Englewood, NJ: Prentice- Hall, 1968), p. 52. 
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This process of dehumanization started at the beginning 
of the slave gathering process and was intensified with 
each step of the way. It should not be difficult to dis
cern that people who, having been told for 200 years--in 
ways more effective than words-- that they are subhuman, 
should begin to believe this themselves and internalize 
these values and pass them on to their chi ldren and their 
children ' s children.1 

One must accept the prominence of the color factor as 

a gauge for determining success in the American culture . The 

reaction to color brings occasion to who will be successful 

and who will not. Perceptions and reactions to color have 

led to a pre- judgment of abilities. 2 To not consider this a 

truth denies the history and foundation on which America has 

been built. Whether racism or discrimination exists today is 

not the issue. The fact exists that it has been an integral 

part of America ' s character. This suggests that there are 

traumatic effects and complex ramifications that blacks will 

continue to internalize for years to come. 

Today, black people must continue to adapt to the 

dominant culture and its social goals . The answer lies with-

in the individual and how that perception to these differ-

ences can be handled. 

1 Ibid., p. 49. 

2Nash, "Black Success in Predominately White Institu
tions," pp. 18- 19. 



CHAPTER III 

PRIMARY ISSUES RELATING TO THE LOW NUMBERS OF 

BLACKS IN THE GRAPHIC DESIGN FIELD 

Fami ly Support 

The established criteria for the American success 

ethic includes power , prestige , financial mobi l ity, security , 

and a sense of accomplishment. Blacks have attempted to imi 

tate this idea of American success . Possessing no other 

available model at hand , blacks have imitated as well as ap

proximated whiteness and the values espoused by middle and 

upper- class whites . 1 

Success for blacks is a prototype of white success. 

The acceptance of these success standards is considered the 

ultimate desirable achievement . 2 This perception is ever 

present to the black. Material gain, status , and education 

become success indicators for black Americans. 

The question of how many blacks actually reach this 

degree of success presents a c omplex problem. Minimal eco

nomic resource and family instability are part of a vicious, 

ongoing cycle in which a certain number of blacks are seem

ingly caught . Born into deprivation, blacks witness the de -

1 Ibid. , p. 102. 

2rbid . , p. 37. 

6 
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nial o f economic opportunity. 1 John H. Scanzoni states 

that: 

As they grow up, they learn to e xpect little else for 
themselves than what they have already seen. Both in 
terms of the occupational structure and the family sys-

2 tern. What they have experienced the n becomes normative. 

Every parent wants his child to be successful. Black 

parents see education as the key to tha t success . 3 Joseph 

William Sims reveals that : "The s uccessful models in the 

black community, in most cases, are those which require a col-

lege education such as doctors, laywe rs, teachers, and social 

workers." 4 The occupation pattern that students select are 

in a large measure dependent on the attitudes, dreams, and 

aspirations of their parents (see tables 1 and 2) . 5 For the 

upper-middle class black this is prevalent. 6 A current 

critique of the television program "The Cosby Show ," produced 

by Bill Cosby, illustrates the attitude of the uppe r-middle 

class black . Sally Bedell Smith describes the show as: 

. a gently funny view of an upper-middle class couple 
- - the husband a gynecologist, the wife an attorney-- and 
their five children . . [ S] ays Mr . Cosby , "Does it 
mean only white people have a lock on living together in 

1John H. Scanzoni, The Black Family in Modern Society 
(Boston , MA: Allyn and Bacon, 1971) , p. 30 . 

2rbid. I p . 30 . 

3Joseph William Sims, "A Study of the Attitudes of 
Black Parents toward Vocational and Non-vocationa l Educa
tion " (Thesis, University of Michigan, 1972), p. 79. 

4rbid. I p . 79 . 

5rbid . I p . 8. 

6For a detailed discussion of this matter, see page 
15. 
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TABLE 1 

OCCUPATIONS PARENTS PREFER FOR THEIR CHILDREN 

Mothers Fathers Combined 

Occupations 

# % ~ 
1T % # % 

Professional high 
(doctors , etc. ) 40 25 .6 19 30.2 59 26.9 

Professional low 
(teacher, nurse) 46 29.5 10 15.9 56 25.6 

Professional (unknown, 
(no preference ) 7 4. 5 5 7.9 12 5 .5 

Clerical/business 
(secretary) 13 8 .3 2 3 . 2 15 6.8 

Technical high 
(dietician, etc.) 13 8.3 3 4.8 16 7. 3 

Skilled trades (welder, 
plumber) 8 5.1 5 7.9 13 5.9 

Technical low (beau-
tician , etc .) 7 4.5 7 11.1 14 6.4 

Entertainment and 
sports 5 3.2 0 0.0 5 2. 3 

No preference/unde-
cided 17 10 . 9 12 19 . 0 29 13.2 

TOTAL 156 63 219 100.0 

SOURCE: Joseph William Sims, "A Study of the Atti
tudes of Black Parents toward Vocational and Non-vocational 
Education '' (Thesis, University of Michigan, 1972), p. 48. 
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TABLE 2 

BREAKDOWN OF OCCUPATIONS PREFERRED BY PARENTS 

Mothers Fathers Combined 

Occupations 

# % ~ % ll % It If 

Doctor . . . . . . . . . . 24 15 . 8 9 14.5 33 15.4 

Secretary . . . . . . . . . 12 7 . 9 1 1.6 13 6.1 

No preference/undecided . . 17 11.2 12 19.4 29 13.6 

Nurse . . . . . . . . . . . 16 10.5 4 6.5 20 9. 3 

Any professional job . . . 7 4 . 6 5 8.1 12 5.6 

Lawyer . . . . . . . . . . 6 3.9 5 8. 1 11 5.1 

Social worker. . . . . . . 7 4. 6 · 4 6.5 11 5.1 

Teacher. . . . . . . . . . 13 8 . 6 1 1.6 14 6.5 

Mechanic . . . . . . . . . 5 3.3 3 4. 8 8 3.7 

Electrician . . . . . . . . 5 3.3 4 6.5 9 4. 2 

Artist . . . . . . . . . . 5 3.3 0 0 . 0 5 2.3 

Engineer . . . . . . . . . 6 3.9 4 6.5 10 4 . 7 

Counselor . . . . . . . . . 2 1.3 1 1.6 3 1.4 

Any trade. . . . . . . . . 0 0 . 0 3 4 . 8 3 1.4 

Computer programmer . . . . 1 .7 2 3.2 3 1.4 

IBM operator . . . . . . . 3 2.0 0 0.0 3 1.4 

Architect . . . . . . . . . 4 2.6 1 1.6 5 2 . 3 

Professional model . . . . 2 1.3 0 0 . 0 2 . 9 

Beautician . . . . . . . . 0 0 . 0 1 1.6 1 . 5 

Welder . . . . . . . . . . 1 . 7 0 0.0 1 . 5 
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TABLE 2--Continued 

Mothers F a thers Combined 

Occupations 

# % # % # % 

Electronic specia list. . . 2 1.3 0 0.0 2 . 9 
' 

Machine repairman. . . . . 2 1.3 0 0.0 2 . 9 

Architectural drawing . . 1 . 7 0 0.0 1 . 5 

Medical technician . . . . 2 1. 3 0 0 .0 2 . 9 

Dietician. . . . . . . . . l . 7 0 0.0 1 . 5 

Musician . . . . . . . . . 1 . 7 0 0 . 0 1 . 5 

School administrator . . . 1 . 7 0 0.0 1 . 5 

Interior decorator . . . . 1 . 7 0 0 . 0 1 • 5 

Foreign relations . . . . . 1 . 7 0 0.0 1 . 5 

Professional basketball. . 1 .7 0 0 . 0 1 . 5 

Chef . . . . . . . . . . . 1 . 7 0 0 . 0 1 • 5 

Physical therapist . . . . 1 . 7 0 0.0 1 • 5 

Business . . . . . . . . . 1 . 7 1. 1.6 2 . 9 

Refrigeration . . . . . . . 0 0 . 0 1 1.6 1 . 5 

TOTAL 152 62 214 

SOURCE: Joseph William Sims, " A Study of the Atti
tudes of Black Parents toward Vocational and Non-vocational 
Education (Thesis, University of Michigan, 1972), p. 49. 
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a home where the father is a doc tor and the mother is a 
lawyer, and the children are constantly being told to 
study by their parents?"l 

The majority of black parents are less than effective 

in translating their interests and the goals that foster 

achievement, motivation, and academic advancement. This is 

most common among black parents who lack a sense of compe-

t d t th . . 2 ence an mas ery over e~r own env~ronments . 

Parents prefer the traditional four -year college edu-

cation for their children . The key to better jobs, better 

opportunities, and higher standards of living is education. 3 

Sims continue s in stating: 

To the black parent, receiving an education meant a 
"book education." The feeling prevailed that training 
directed toward fitting a student to a particular job was 
not satisfactory.4 

The desire of blacks to enter the professions developed after 

the Civil War was fought but not won. Blacks were educated 

in literature, mathematics, and the sciences . Any other 

avenue is perceived as something to escape from or will not 

reap success. 5 Student aspiration levels are associated with 

1sally Bedell Smith, "Cosby Puts His Stamps on a TV 
Hit," New York Times , 18 November 1984, sec. 2, p . 1. 

2Glen A. Elder, Jr., "Adolescent Socialization and 
Development," in Handbook of Personality Theory & Research, 
eds . E. F. Borgalton and W. W. Lambert (Chicago, IL : Rand 
McNally Co., 1980) , p . 326 . 

3sims, "Attitudes of Black Parents ," p . 43. 

4 Ibid. , p. 17. 

5 rbid ., p. 15. 
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attitudes of parents and peer groups . 1 Joseph William Sims 

states in his findings that " ... the children said their 

mothers would be dissatisfied with low-prestige , manual occu

pations for their children." 2 

The desire for wealth, status, glamour, parental ac 

ceptance, and peer pressure may leave the black student with 

very few choices in pursuit of higher education and a career. 

The question is now presented: is studying art a viable op

tion to success for the black? 

The answer for both the upper-middle and lower class 

black student is no. In most cases, black students are 

first, second, and third generation family members receiving 

higher education. In many instances, extreme financial sac 

rifices have been made on the part of parents to meet the 

needs of their child. Even at best, these needs may not in 

fact be met. With the investment precious and the sacrifice 

intense, the black parent can be insistent on receiving the 

desired results, that is , success and well being for their 

child•s future . 

To the black parent, studying a rt (which would lead 

to the awareness of graphic design) is a luxury. The average 

black parental unit is not aware of "art " as a viable means 

to making a living . They do not see this type of education 

as a practical means to success. Consequently, many young 

potential designers are thwarted due to the lack of emotion-

1Ibid.' p. 22. 

2Ibid., p . 24. 
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al, spiritual, and financial support from the family struc-

ture. Richard A. Cloward states that: 

The individual must have access to appropriate envi
ronments for the acquisition of the values and skills as 
sociated with the performance of a particular role, and 
he must be supported in the performance of that role once 
he has learned it.1 

In spite of these rigid guidelines , few do venture 

out to explore and discover avenues of success in art. Their 

study is forthcoming. In summary, the quantity of potential 

black graphic design students is lost to preconceived notions 

of success, the lack of family support, and the lack of par-

ental awareness to the needs of the industry . . 

Industry Awareness 

It is reasonable to expect that a student could re-

ceive an awareness to graphic design in a high school art 

class . In most urban high schools, the graphic arts informa-

tion is buried within the trade, vocational, and industrial 

programs . Given the discussion on the kind of education 

which is acceptable to blacks, it would be no surprise that 

such programs hold negative connotations for them . Again , 

the black student who is successful academically and has 

learned the disciplines of mastering the educational process 

misses the opportunity to become exposed to the industry. 

At best, the g raphic arts information supplied on a 

vocational level is more production oriented than design 

1Richard A. Cloward and Lloyd E. Ohlim, Delinquency 
and Oppor tunity (New York : The Free Press, 1960), p . 148. 



14 

sensitive . 1 Many blacks a re fo rced into trade schools be-

cause of disciplinary problems or schol astic failures . Th i s 

is f ostered by the school practices of placing student s with 

disciplinary problems and l earning disabilities in special 

programs. 2 The type of student who gravitate s to vocational 

training and is e xposed to general graphic a rts industry in-

formation is not suited to embrac e graphic de sign as a pro -

f ession. 

Under any circumstance , black or white, no profession 

would wa nt to entertain the l a ck of commitment by its stu-

dents or professionals . The black student of caliber, seri-

ousness, and commitment to succeed is not e ven e xpo s ed to the 

industry and its opportunities . This student who is most 

likely to succeed and could explore the graphic art s industry 

to discover design as a p ro fess ion aga in misses the opportu-

nity . With the lack of encouragement to study art and graph-

ic arts being assoc iated with vocational train ing , many capa -

ble black students are left unaware of the g raphic design in-

dustry. 

All of the above results in more blacks in the pro-

duct i on end o f the graphic arts business than designers on 

the professional side. 3 Black students are merely not aware 

1For a detailed discussion of this matter see page 
41. 

2sims, "Attitudes of Black Parents ," p . 17. 

3rnterview with Roz Goldfarb ; interview with Jim 
Grathwol, art employment consultant, Career Builder s Inc ., 
New York, 15 November 1984. 
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of the graphic design industry . 1 

Of course, there are exceptions, for those few who 

are slightly informed, their concepts are not realistic . 2 

They lack a clear under·standing of the labor market and its 

. t 3 requ1.remen s. They are unclear as to how to pursue and to 

take the appropriate steps necessary to succeed as a design

er. The lack of industry awareness provides no vision for 

the black student to consider the options of a graphic design 

education or career. In addition, it provides no vision to 

the steps that must be taken to succeed in the marketplace . 

Financial Aid Resources 

The Negro class structure is "pyramidal," with a 
larger lower class, a somewhat smaller middle class, and 
a tiny upper class (made up of peopl e ·whose income and 
occupations would make them only middl e class in the 
white society ) .4 

The social class systems in the black communities 

differ markedly in their profiles from those of the surround

ing white society. 5 The family income fo r blacks is lower 

than fo r whites . The income gap makes it difficult for 

1 Interview with Marilyn Thornton, director, Arts, 
D.C. , Washington, DC, 12 November 1984; interview with Dot 
Ford , coordinator of Minority Student Affairs, Rhode Island 
School of Design, Providence , Rhode Island, 19 November 1984; 
and interview with Winston Kennedy, chairman , Art Department , 
Howard University , Washington , DC, 12 November 1984 . 

2rnterview with Roz Goldfarb. 

3rnterview with Marilyn Thornton . 

4Johanna s. DeStephano, Language, Society and Educa
tion: A Profile of Black English (Washington, OH: Charles A. 
Jones Publishing Co., 1973) , p. 78. 

5rbid., p . 78 . 
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blacks, more so than whites, to maintain middle class stan-

dards . In analyzing a study conducted by the Center for the 

Study of Social Policy, John Herbes states: 

The· gap between the average income of whites and blacks 
is as wide today as it was in 1960 . . The study 
showed that the educ ational level of blacks climbed so 
fast over the last two decades that it is now very close 
to that of whites. That has generated the movement of 
many blacks into the middle class, although the income 
earned by black college graduates is about the same as 
that earned by white high school graduates . 1 

Education for blacks has not yet raised their earning 

power to the level of whites with equivalent training . 2 The 

average income for a nonwhite family is less than that of a 

white family, with famil y heads and members having the same 

educational levels. 3 Poverty persists despite claims that 

each new generation of blacks is better off than the last and 

that blacks will soon be assimilated into American society. 4 

As of yet, blacks h a ve not been as successful in this proc ess 

as other immigrant groups have been. 5 Blacks are disadvan

taged in terms of job status and income . 6 In a recent study 

1 John Herbes, "Income Gap bet\veen Races \vide As in 
1960 , " New York Times, 18 July 1983, p . Al. 

2oestephano, Language, Society and Education, p . 79. 

3 Ibid . , p. 7 9 . 

4Robert L. Crain, Discrimination, Personality and 
Achievement (New York: Seminar Press, 1972), p . 18. 

5Ibid., p . 18. 

6Lodis Rhodes, "Black Symbolism" (Thesis, University 
of Nebraska, 1972) , p . 165. 
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performed by The Center on Budget and Public Priorities, 

United Press International reports that: 

Its major conclusion was that blacks , in terms of income, 
poverty status and unemployment levels, were worse off 
today than they were in 1980 and that the economic gap 
between blacks and whites had widened since 1980 . 1 

Given the black economic climate, meeting the finan-

cial requirements of supporting a child's endeavors toward 

higher education would be difficult. Most black students are 

in need of financial aid to support their education. 2 Most 

all black students who apply for financial aid are actually 

eligible to receive monies. 3 Not all black students receive 

fund ing, but are denied aid that is entitled to them by es

tablished financial aid and funding resources. 4 

Those black students who are eligible for aid but are 

denied funding don ' t complete the application process . 5 De-

nial of funding is caused essentially by the non-completion 

of forms. Students don ' t adhere to application deadlines, 

aren ' t able to fill out the forms , don ' t supply all of the 

requested information, and don't follow up the entire process 

to see it through. 6 Ken Clay candidly states: 

1united Press International, "Study Says Blacks Have 
Lost Ground ," New York Times, 6 October 1984, p. 5 . 

2Interview with Ken Clay, director, HEOP, Pratt In-
stitute, New York, 20 November 1984. 

3rbid. 

4Ibid. 

5Ibid . 

6Ibid . 
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. . . not following established 
to ge t monies that exist . . 
why minority students don ' t get 
entitled to.l 

rul e s and/or procedures 
That ' s the main reason 
the f unds that they are 

It is not uncommon for a black student to have com-

ple ted most of the process and then be thwarted at attempts 

to supply family income and tax information to funding 

sources . Parents are apprehensive to release 1040 tax infor-

mation. Most parents are receiving social security benefits 

or welfare support . The fear of putting their benefits in 

jeopardy prevents them from supporting their child ' s efforts 

to acquire financial aid for education. 2 

A professional art school education at an accredited 

institution is expensive . One can e xpect to pay approximate-

ly $7,000.00 to $8,000 . 00 in tuition and fees alone for a 

full - time status, for one year at the undergraduate level . 

Room and board expenses are additional costs. 3 

In studying des i gn at a professional art school , one 

must take the cost of art supplies into consideration as 

well. A budget of $2,000 . 00 a semester will provide adequate 

and competitive ar t materials for a student ' s availability. 

With the cost of tuition , room and board, art supplies, and 

out-of-pocket expenses , it is easy to summarize that estab-

lishing a budget of at least $15,000.00 for a year ' s educa-

tion at an accredited art school would be sufficie nt. 

3Telephone interview with Bursar ' s Office, Pratt In
stitute, New York, 20 November 1984; and interview with Dot 
Ford. 
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Most black students are not financially prepared to 

compete on this level. 1 The typical black student on finan -

cial aid who may be found in art school is from a low working 

class family . With one family member working, the average 

family income is $12,000 to $15,000. With two family members 

working, the average family income is $15,000 to $20,000. 2 

Subsequently, this black student may suffer academically as 

well as emotionally . 3 

There is a small percentage of black students in pro

fessional art school who are upper middle class. 4 Again re-

viewing the past studies, this student is more .likely to be 

directed into other areas educationally. If found in art 

school , this student is more likely to succeed due to finan 

cial resources and attitude. 5 

Given the exhaustive financial requirements needed to 

obtain a higher education on any level, it is easily under -

stood that black students and parents seek alternative meth-

ods for reaching this goal . Among any of the most acclaimed 

black universities, tuition costs are approximately $1,500 a 

semester. Given the choice, the latter option is seemingly 

attractive. Even 50 percent of these students who may attend 

a black university will drop out after the first year due to 

1! . nterv~ew with Dot Ford . 

2rnterview with Ken Clay. 

3rnterview with Dot Ford. 

4rbid . 

5rbid . 
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the lack of financing . 1 

Those students who are able to put themselves in this 

correct educational env i ronment (professional ar t school ) to 

s tudy design f ind it difficult to financially survive . The stu

dents who could afford this course of study are encouraged to 

seek other avenues of cultural and academic advancement. The 

majority of black students s eek alternative means of education 

at black universities where financial pressures are minimal. 

The lack of financial aid and support again hinders the quanti-

ty of black students who could potentially study graphic design. 

Graphic Design Curriculum in Black 
Universities and Colleges 

As discussed, black families are not usually in a fi-

nancial posi tion that would facilitate the sending of a child 

to college. 2 Given the lack of financial resources to the 

black student, there are additional reasons for one to secure 

an educ ation at an accredited black institution. The majority 

of black college students are the first in their family to 

attend college. Parents, being the primary source of infor-

mation concerning col lege , are generally not the only 

source. 3 Nina W. Brown states that: '' Studies on sources of 

information for students involved in the college selection 

1rnterview with Winston Kennedy . 

2Nina W. Brown, '' An Investigation of Personality Char
acteristics of Negroes Attending a Predominately White Univer 
sity and Negroes Attending a Black College" (Thesis, The Col 
lege of William and Mary, 1973), p. 15. 

3rbid ., p . 15. 
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process found that parents were the first source and school 

counselors second." 1 

Many black students do not choose to attend an inter-

racial college for numerous reasons. Many students do not 

have strong e nough academic r ecords that would allow easy en -

trance into col l ege . Several counselors who have had posi-

tive experiences at black colleges will encourage the average 

black student to follow suit. 2 

For the black student, since attending an ivy league 

or big ten school is not a consideration, the student escapes 

the trauma of college boards and selection by score results. 3 

Many black colleges don ' t require college boards or do not 

use them as a final selection device. Black institutions 

educate the majority of black students who g; .to co llege . 4 

Educational opportunities which many of these insti-

tutions offer are limited in range. Many black institutions 

lack the facilities and budget for an ambitious curriculum. 

The curriculum in most cases lacks diversity. 5 

At a black university, an art department can tradi -

tionally offer a strong BFA curriculum . A student can expect 

to become proficient in art education , painting and drawing , 

1rbid. ' p. 15. 

2rbid., p . 15 . 

3Roger Wilcox, The Psychological Consequences of Be 
ing a Black American: A Source Book of Research by Black Psy
chologists (New York: Wiley, 1971), p. 175 . 

4rbid. I p. 176. 

5rbid ., p. 176. 
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1 as well as studies in Afro-American art . 

In addition to fine a rts, one may find a graphic de-

sign curriculum at a black university. Typically , a student 

is required to complete 24 credits/a graphic-design-related 

courses to claim a major in this discipline . A student can 

expect to start the major at the beg inning of his junior year . 2 

Pursuing 24 credits related to this particular major, out of 

the expected 124 credits require d for the BFA degree, seeming-

ly is not nearly enough to be considered a g raphic designer 

upon its completion . As seen in figures 1 through 4, students 

don ' t acquire strong enough portfolios for competitive posi -

tions in the marketplace . This example was provided by a BFA 

graduate of a black university who asked to remain anonymous. 

Not having the exposure to graphic design profession-

als is usually a program ' s weak point . The range of avail-

able role models with whom a student can identify and whose 

intellectual behavior and commitment can s erve as a guide is 

narrow and lacks diversity. 3 

Black academics have bee n cut off from the opportuni-

ty to develop a strong sense of professionalism , kinship with 

their colleagues in their own discipline, or seeing them-

selves as professionals first rather tha n solely as teach

ers . 4 There have been no models to support and reinforce cer-

1rnterview with Winston Kennedy . 

2Ibid. 

3wilcox, Psychological Consequences of Being a Black 
American , p . 177 . 

4rbid. I p. 177 . 
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PRO· GRO ·PLUS 

Fig . 1 . 2xample of front panel of packaging for a 
line of hair products 
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D.\IL\? 11~\IR .\XD 
SC.\LP 

DRESSilG 

PRO·GRO·PLUS 
DAILY 

HAIR & SCALP 
DRESSING 

RESTORES & 
MAINTAINS: 

• PROPER PH 
BALANCE TO 

SCALP & HAIR 
• STRENGTH 
• BODY 
• MOISTURE· 

BALANCE 
• SHEEN 
• SOFTNESS 

Fig. 2. Example of s ide panel of pa c kaging f or a 
l ine o f hair products 
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PRO·GRO·PLUS, an all-vegetable, seaweed, herbal, fruit and m ineral conditioner 
formulated in total harmony With nature, is a daily hair dress for normal and pro
blematic hair. Because of Nature's Secrets' Biological Transmutation Precess·, 
Pro-Gro-Pius restores to the hair and scalp through daily use the vitality, balance 
and sheen necessary for healthy looking hair. Designed specifically as a daily 
dressing for hair. 

USAGE: 

Place· an amount of Pro-Gro-Ptus conditioner, the size of a nickel, in palm of 
hand. Rub hands together and apply to hair and scalp. Repeat until hair has 
been thoroughly covered and conditioner has been absorbed. This rich blend of 
herbs, fruits, vegetables and minerals Is to be used daily or as often as 
necessary and left in the hair. 

• Nature'3 way of giving hair and scalp the exact nutnMU th~y nud . 
• 

RECIPE: 

Distilled water, herbal-complex, glycerin, moisture-pro-complex • •, I so stearic 
. Acid, seawtHJd-complex, lecithin, essential oils, ploysorbate 80, glycerol 
stearate, autolyzed yeast, nucleic acids, 8-complex, panthenol, Burdock, slip
pery elm bark, walnut leaves, echenacla, comfrey, marshmallow, rosemary, 
chamomile, flaxseed, mullein, Bladderwrack, alfalfa, sarsaparilla, pectin, 
grapefruit extract, lactic acid, fragrance. 

• • Nature'' S.Crets new molstertzatlon formula. 

Manufactured By: 
NATURE'S SECRETS CORPORATION 

P.O. Box 143, Columbia, MD 21045 

Fig. 3. Exa~ple of back panel o f packag ing f or a 
line of hair p rod ucts 
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Fig. 4. Illustration used 
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tain occupational aspirations. 

Professors with limited industry scope can effect a 

graphic design program at a black college poorly. This can 

be seen in not only the execution of but the design of cur -

riculum and in design philosophy (see appendixes A and B) . 

The majority of black students with an average or 

less than sufficient economic background for academic status 

gravitates to black universities for a higher education. 

These colleges lack strong, if any, curriculum in graphic 

design . The opportunity to reach large numbers of black stu-

dents with graphic design information is ~gain lost. 

Stereotypical Prejudices, Preconceptions, 
and Language Differences 

Over a period of time, blacks in America have been 

considered socially ostracized. The long-time effect of de-

pression and ostracism results in negative connotations of 

the group at large . The repressed group has learned to ex-

pect and believe negative definitions of self. 

The effects of cultural devalued opinions held of 

blacks weaken the self-identification process of black ado-

lescents. A crisis of identity, self-esteem, and individual 

self-worth is caused by conflicting attitudes infringed upon 

blacks searching for a realistic identity of self.
2 

1Larry Jordan, "The Negative Defining of Blacks of 
Selves and Other Social Objects" (Thesis, University of Illi
nois , 19 7 3 ) , p . 3 . 

2Reginald Lanier Jones , Black Psychology (New York: 
Harper & Row, 1972), p. 35. 
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For years black Americans have accepted the second 

class status which was assigned to them by America. They 

have had to accept inferior treatment and attitudes of supe

riority by whites . 1 Berkham Karon observes that: 

The direct effects of discrimination on blacks are 
low self- esteem and anger at the way they are treated. 
Both of these lead to fear which may be manifested in 
self-abrogation, caution and apologetic behavior. 
[T]he anxiety-provoking feeling of being angry leads the 
black to act ingratiating but removed, hesitant and mis
trustful . . . The anger is denied. . The denial of 
hostility also leads to passivit~ and resigned acceptance 
to not meeting problems head on . 

Fear, submission, irritability, explosive discharges, and de

pression are manifestations of suppressed !age . 3 Johanna De-

Stephana further relates that: "It is a fact of American life 

.. . that as long as Negroes are predominantly lower - class 

they will, as a group , have low esteem." 4 

Educators must take into consideration that blacks 

perceive themselves differently on specific dimensions of the 

self concept. Students from lower socioeconomic classes feel 

inadequate in social interaction with peers. These students 

may be unwilling or afraid to interact in class. Feelings of 

inadequacy may cause resistance in any process of educational 

1 Robert Guthrie, Being Black (San Francisco, CA: Can
field Press, 1978), p. 150. 

2Berkham Karon, Black Scars (New York : Springer Pub
lishing Company, 1975), p . 43. 

3 rbid . , p. 43. 

4oestephano , Language, Society and Education: A Pro 
file of Black English, p. 79 . 
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. d 1 gu1. ance. 

These inner conflicts make it difficult for blacks to 

use their potential intelligence and to focus their atten-

tion . Also, there is a continuous and constant struggle 

against expressing hostility. 2 Feelings of despair, apathy, 

and withdrawal are also felt by those who may feel victim-

. d 3 1.ze . 

The small black upper middle class is not free of 

psychological pressures . Those blacks who are in the profes -

sions having higher education and college training form the 

upper-class stratum in most black communities do not escape 

these negative influences . Within this group are individuals 

who interface with white peers. In rare cases are the blacks 

incorporated into the white upper middle class . Their con-

flicts are primarily caused by the fact that the social sys

tem keeps them "half in and half out . " 4 Johanna DeStephano 

further states that : 

They are also forced to experience various types of 
nervous strain and dissipation of energy over petty an 
noyances and deprivations which only the sensitive and 
the cultivated feel.5 

1Gary William Healey , Self- Concept: A Comparison of 
Negro- Anglo and Spanish-American Students across Ethnic, Sex, 
Socio- economic Variables (San Francisco , CA : R & E Research 
Associates , 1974), p . 63 . 

2Lenwood G. Davis, The Black Family in the United 
States (Westport , CT: Greenwood Press, 1978), p . 46 . 

3oestephano , Language , Society and Education , p. 68 . 

4rbid . , pp. 75-76. 

5 rbid., pp. 75 - 76 . 
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The usag e of nonsta ndar d Ne gro dialect (black Eng 

lish) is the primary l a ng uage o f the black subcultural gro up . 

Because black English is different from standard English, it 

is not automatically in f erior. 1 

This language is a perfect tool of the culture. It 

functions in the black ' s social setting and is acceptable to 

where he is . Only when he moves into the larger culture doe s 

the black find a need to speak a variety of English . 2 

Most educators ha ve negative attitudes toward bla ck 

English or nonstandard Negro dialect. These negative atti

tudes result in false assumptions of black students . These 

assumptions operate to the detriment of the black student . 3 

Frequently these assumptions cause educators to feel 

that black English is inferior to standard English, that 

these differences are deficiencies and black students are 

"nonverbal"--suggesting l a ziness and resulting in speech full 

4 of errors. 

Blacks fail to communica t e in the classroom. From 

the time black children enter school, they are corrected in 

their speech . Continued correction has a tendency of cutting 

off speech . Subsequently, blacks are reluctant to take pa rt 

in classroom discussion and are rendered "nonverbal . " De-

Stephano further relates that : 

1 Ibid . , p. 178. 

2rb i d . , p. 177. 

3rbid., p. 177. 

4Ibid., p. 177. 
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The fac t is, d isadvantaged black children are not 
"non- verbal . " They are verbally different and this does 
not mean that they are verba lly inferior to standard Eng
lish speaking middle-class children.l 

Presently, in new movement, the black questions tra-

ditional and national images o f himself and his supposed in -

feriority. Positive forces within the black community chal-

lenge the cultural deval uat ion forces of the past . A new re 

inforceme nt of pr i de now exists. 2 

The ambient phenomena of the black psychology and im-

pressions of sel f must now be f ocused into context. The 

graphic design educationa l process demands and requires much 

of its students. The extreme spirit of c·ompeti tion, the 

boldness of being assertive, the inquisitiveness to ask ques-

tions, the courage of cha llenge, and the willingness to ac -

cept harsh and s evere criticism are the charges placed on its 

competitors . Given the circumstances for most black stu-

dents, stereotypical pre judices, preconceptions, and language 

differences may get in the way of effective educational tech-

niques. 

The Role of Academic Insti tutions 

American educational institutions have demonstrated 

a behavior of supremacy, domination, and exclusion toward 

blacks. 3 Black students cannot assume that efforts in school 

1 Ibid. I !? • 18 3. 

2oavid Hooper Howard , "The American Negro ' s Dilemma" 
(Thesis, Indiana University , 1963), p. 35. 

3Nash, "Bla ck Success in Predominately White Institu
tions," p. 52. 
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will be rewarded by society in the same way as for white stu

dents . Academic achievement requires hard work and study. 1 

In most cases , the communication design or graphic 

design department is one of the most difficult departments in 

an accredited professional art school. Few black students 

enter the design departments . 2 Those that may begin this 

program will drop out after the first semester. 3 

The largest problem for the black student is isola-

tion. Isolation makes the student feel unwanted, possess a 

sense of rejection, and a general sense of not being a part 

of the department. Students may change from the graphic de-

sign departments because they are the only black in the 

class. 4 

Black students must relate to whites. Relating to 

white professors is difficult for the black student . The 

5 students merely don ' t respond. Professors generally sug-

gest students should not be in the design program. Depart-

ments are not willing to reach down to be patient with slower 

students . There are few, if any , minorities teaching design 

who can bridge the gap. 6 

1Albert J. Lott and Bernice E. Lott, Negro and White 
Youth (New York: Holt, Rinehart and Winston, Inc ., 1963), p. 
132. 

2 . Interv1ew with Ken Clay . 

3Interview with Dot Ford. 

4Ibid. 

5Interview with Ken Clay; and interview with Dot Ford. 

6 . Interv1ew with Ken Clay . 
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Subsequently, students find it difficult to accept 

criticism. Criticism cannot be taken personally but as a 

measure to grow by . 1 Students must get past personal impres 

sions to see and g rasp the information being presented . 2 

Black students lack aggressiveness . 3 They easily ge t 

discouraged . White students are more aggressive and sure of 

their skills and talents. These students are easily intimi-

4 dated. The mere idea that they are in college causes intim-

.d t• 5 1. a 1.0n . 

No self-worth, coupled with very little self 

confidence, plagues the black student . 6 Students need to ac-

quire skills in confidence . They do not see themselves as 

successful . They don ' t see themselves as really becoming de-

signers . One must see himself as successfu l in this area. 

Blacks don't see the potential in making money and feel they 

won't be able to secure a living in this area. 7 Students 

don ' t feel comfortable or safe enough that someone would pay 

them to work or for their efforts . 8 

Along with the seemingly negative attitudes of self 

1rbid. 

2rnterview with Dot Ford. 

3rbid . 

4 . Interv1.ew with Ken Clay. 

5rnterview with Dot Ford. 

6rbid . 

7 . Intervl.e\v \vith Ken Clay. 

8 . Interv1.ew wi th Dot Ford. 
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in relation to studying graphic design at a professional art 

school, the lack of minority recruitment prevents greater 

numbers from receiving the proper education. Due to the 

Bache Decision , there has been a loss of commitment to re-

cruit minorities . No active recruiting efforts are being 

taken. Most efforts are directed to suburban areas where 

blacks are not easily accessible. Consequently, the overall 

enrollment of blacks in professional art school is low. 1 In 

most cases, talent and potential are untapped, destroyed, and 

undiscovered.
2 

The numbers of black graphic design graduates 

from professional ar t schools are few (see appendixes C and 

D) • 

Design Consciousness and Awareness 

The Negroes have been able to create works of art be
cause of their innate purity and primitiveness. They can 
be a prism, without any intentional preoccupation, and 
succeed in rendering their vision with exactitude and 
wi thout any imposition of exterior motive.3 

Even a scant investigation of African art and culture 

will tell of the black's long involvement as a visual artist. 

In remembering that the black by nature is African, educated 

western influences assume that traditional Africa was cul -

turally impoverished due to a lack of letterform to record 

its antiquity. 4 Robert F. Thompson observes that : 

1Ibid . 

2Interview with Ken Clay. 

3Nancy Cunard, Negro: An Anthology (New York: Freder
ick Unger Publishing Co ., 1970) , p. 413. 

4Robert F. Thompson, Flash of the Spirit: A Psycholo
gy of Black and Afro-American Art (New York: Doubleday, 1984), 
p . 228 . 
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The ideographs of the Ejagham people of southwestern 
Cameroon and southeastern Nigeria e xplode the myth of 
Africa as a continent without a tradition of wri ting . 
The Ejagham developed a unique form of ideographic writ
ing , signs r epre senting ideas and called Nsibidi, sig ns 
embodying many powers, including the essence of all that 
is valia nt, just and ordered .... Nsibidi, in the 
Ejaghalil language , means roughly "cruel letters." . 
Nsibidi do not derive from western writing syste ms. 
There a re no Arabic or Latin letters in the script . It 
is wholly Afr ican. l 

In addition to letter forms, Africans possess their 

own graphic signs and systems . Thompson further cites: 

. cosmograms marked on t he ground for purposes of 
initiation and meditation of spiritual power be tween 
worlds . . ways of reaching spirit with graphic 
signs . 2 

The African culture is not void df typography and 

symbology. Aspects o f this culture have been retained by 

blacks who were enslaved in America . 3 It would be safe to 

say that these influences still exist for blacks today . Con-

sequently , these forms of symbolism are a part of the blacks • 

visual vocabulary. A system of symbolic forms has been in

strumental in the deve lopment of black consciousness. 4 

Lodis P~odes states that : 

Symbolism is the factor which accounts for the unique 
ness of human being s . The point also has been made that 
symbols are freely created , they are represen tative a nd 
they are transmitted by tradition. What they represent 
a nd the process of transmission are problematic . All 
these fac tors are tightly meshed in symbolic interaction, 
an interaction which involves self, behavior, and social 

1Ibid. t pp . 227 - 28 . 

2Ibid . , p . 108. 

3rbid. I p. 112. 

4Ibid., p. 105. 
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. . . 1 1nst1tut1ons . 

The black experience is made to seem none important 

in the design classroom. It is not given the same evidence 

. 1 . 2 1n c ass ass1gnments. Addison Gayle intimates: 

I am ashamed too, for the colored artist who runs 
from the painting of Negro faces to the painting of sun 
sets after the manner of the academicians because he 
fears the strange un - whiteness of his own features. An 
artist must be free to choose what he does, certainly, 
but he must also never be afraid to do what he might 
choose. 3 

Gayle further states that : 

The road for the serious black artist then who would 
produce a racial art is most certainly rocky and the 
mountains high . Until recently he received almost no en 
courage~ent fo r his work from either white or colored 
people. 

One of the stillnbling blocks encountered by blacks in 

the marketplace is culture. 5 Blacks lack the development of 

their sensibilities to sophistication as accepted by the de

sign industry. 6 They lack this design discipline . 7 "Sensi-

bility n ., pl. - ties. Delicate, sensitive, responsive to the 

pathetic or to artistic or aesthetic values. " 8 

1 Rhodes, "Black Symbolism," p . 108. 

2 . . h K Cl Interv1ew w1t en ay. 

3Addison Gayle , Black Aesthetic (Garden City , NJ : 
Doubleday, 1971) , p . 262. 

4rbid . , p . 260. 

5rnterview with Roz Goldfarb . 

6 rbid. 

7Ibid. 

8American Heritage Dictionary of the English Lan 
guage, 1970 ed ., s.v. " sensibility." 
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The majority of black students live in dense ly popu-

lated areas. This geographical segregat ion forces many 

blacks to go to school with themselves . Urban settings pro 

vide less opportunity for integrated ex~osures. 1 

II [I ] ntegration serves to establish the preconditions 

for educational and occupational achievement and for a gener

ally happier life ." 2 

The cultural differences of black imagery , not being 

aware of accepted design sensibilities , and the inability of 

becoming aware to integrated exposures, leave many black stu-

dents wi thout knowledge of the necessary graphic design con-

sciousness and sophistication needed to succeed. The lack of 

this awareness prevents many blacks from being competitive as 

designers . 

Lack of Experienced Role Models Due to the 
Inability to Secure Meaningful 

Employment Opportunities 

If there is one of the things I regret about my c a 
reer , it is that I wish I had had more opportunity to 
have had a professional mentor . . . somebody to work un
der when I was younger . . . to have given me mo~e direc
tion . .. . I think that it ' s difficult as a black person 
to find that . 3 

Unemployment figures from the 1981 Employment and 

Training Report of the President reveals a staggering in

crease in the black unemployment rate in all age categories 

1crain, Discrimination, Personality and Achievement, 
p . 176 . 

2Ibid., p . 176. 

3Interview with John Morning, freelance graphic de
signer , New York, 13 November 1984. 
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between 1977 and 1981. 1 Since 1969, the softening economy 

has led to a serious deterioration overall in regards to un-

employment. Black youth's substantial gains in educational 

attainment have not brought commensurate improvements in 

their labor market status. Additional years of education 

haven't raised employment for nonwhites as to whites. 2 

Over the entire labor market, social inferiority is 

the black's strongest handicap in the competition for jobs. 3 

Should the ambitious black successfully weather previous ob-

stacles, he must face the fact that employment discrimination 

may keep him from the job for which he has been trained. 4 

It is best to be apprised, that in spite of education, blacks 

are denied access to job opportunities. 5 Blacks do not have 

equal access to job opportunities. 6 In addition, they are 

frequently relegated to positions which are low in the status 

f 
. 7 structure o a soclety. 

It is difficult for blacks to achieve employment po-

sitions of extreme responsibility and management. Corporate 

1Herschel Johnson, "New Direction for Economic 
Growth," Black Enterprise , June 1984 , p. 206 . 

2The Twentieth Century Fund Task Force on Employment 
Problems of Black Youth , The Job Crisis for Black Youth Re
port (New York: Praeger Publishers , 1971) , p. 4 . 

3Guthrie, Being Black, p. 150 . 

4rbid., p. 150. 

5scanzoni , The Black Family in Modern Society, p . 67. 

6Rhodes, "Black Symbolism," p. 106. 

7 Ibid. , p. 2 0 . 
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decision makers feel blacks lack the quali ties of ambitious-

ness , aggressiveness , self-reliance, and confidence, which 

are attributes needed for management positions. 1 The black is 

regarded as a dependent- type individual who lacks the ability 

to make the kinds of decisions executives must make . 2 Cor-

porations reveal that blacks at the management level reflect 

the limited supply of qualified blacks in the job market. 3 

In recent separate interviews, two leading graphic 

design employment and recruiting specialists in New York City 

were asked to comment on blacks as graphic designers and 

their future in the field . Roz Goldfarb, president of Jerry 

Fields, Group II, and Jim Grathwol , art employment counselor 

at Career Builders, Inc., commented candidly on their impres-

sions. Their responses were profound (see appendix E): 

. I will send out anyone on an interview who 's quali
fied to interview for that particular job . ... I will 
assume that the amount of black designers registered in 
this firm represents 5 percent of the people we have 
registered here ... which is a very small group , and 
then of that group it's a small percentage that are real
ly good . . . so we are talking about almost a handfu l of 
peopl e and which I find very disappointing. . I think 
in five years I have probably placed maybe two or three 
black people .... Now the reason for that has nothing 
to do with them being black .... Honest to God, in very 
rare cases that I can think of, does anyone care what 
color the person is . . . but never a question about 
race ... the converse part of it is that if I ' m dealing 
with a corporation, I may actually get a request for a 
person from a minority background and they have needs to 

1Nash, "Black Success in Predominately White Institu
tions," p. ~4 . 

2Ibid., p. 65. 

3stephen MacDonald, "Business and Blacks" (Thesis, 
Princeton University, 1970), p . 120 . 
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prove that they have fair hiring practices and here' s the 
Catch-22 in this field, that i f XYZ Corporation called me 
up tomorrow a nd said we are desperate to hire a 
qualified black designer I would be very hard 
pressed to fill that job ... this is a very sad 
thing . 1 

.. I often receive requests for minority applicants, 

specifically. The problem is that there are just too few 

talented available in the marketplace ." 2 

In 1984, many corporations are willing to hire minor-

ities as designers. There are very few black applicants . 

Goldfarb continues: 

. . . The bottom line is that you have the marketplace 
where there ' s opportunity and you don ' t have qualified 
people [minorities] enter . . Whei there's such a low 
percentage of qualified black talent in the marketplace 
then the talent that does exist is perceived perhaps as 
an oddity . . I'm guessing that there is psychologi 
cally a negative effect where if there are not enough 
people to create a presence then obviously those that are 
there seem to be more of an oddity. . I can tell you 
if someone walks in this office and has a good portfolio 
the fact that they are black really has absolutely noth
ing to do with anything ... . I think it ' s an advantage, 
probably. . . Why aren ' t they learning how to package 
themselves and market themselves to enter a marketplace 
where there is terrific opportunity?3 

From all indications, in 1984 the graphic design in-

dustry and the marketplace are ready to meet the challenge of 

accepting blacks as graphic designers . Very few blacks are 

able to grasp the opportunity at hand. The majority of 

blacks aren't qualified as graphic designers to embrace this 

clear stage. 

1 rnterview with Roz Goldfarb. 

2rnterview with Jim Grathwol. 

3Interview with Roz Goldfarb . 
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Blacks are visible in the graphic arts industry . 

Larger numbers of blacks can be found as mechanical, produc

tion, and traffic personnel. These are the lower paid 

areas. 1 

In a casual assessment, both specialists rated the 

blacks they had seen as indicated in table 3. 

TABLE 3 

ASSESSMENT OF BLACK GRAPHIC DESIGNERS 

Average to excellent in 

Average in. 

Average to poor in. 

attitude 

appearance 

verbal skills 

interviewing skills 

self- confidence 

assertiveness 

awareness to industry and re
quirements to compete 

education 

resume development 

portfolio 

In comparison, Marilyn Thornton, director of Arts, 

D.C., an arts employment and training agency center for the 

arts, located in Washington , DC, was interviewed. Geographi-

cally, the center is located in an urban setting where the 

1Interview with Jim Grathwol; and interview with Roz 
Goldfarb. 
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majority of applicants is black (see appendix F). 

Servicing graduates from area colleges and universi 

ties (there is no major accredited art school in Washington, 

DC), all of the applicants seeking graphic design employment 

represent those blacks who have been exposed to the industry 

in a densely black educational arena. The center was ori

ginally founded by the United Labor Agency of Greater Wash

ington. It was originally funded by the Compre hensive Em

ployment Training Act (CETA). The main mission of the center 

is to support area persons in the arts with arts- related em

ployment and assistance. 

In addition to supporting all fine artists, the 

graphic designer is assisted with employment counseling and 

placement. 

Arts, D.C. provides training programs for the graphic 

designer in portfolio development, apprenticeship for work 

experience, career counseling for employment, and employabil 

ity development services . Ms . Thornton has first -hand experi

ence in trying to assist the black graphic designer in becom

ing marketable. Her comments are invaluable. 

In summary , her statements reveal that blacks as 

graphic designers are: 

1 . generally ill prepared and unaware of the industry 

2. weak in portfolio preparation and presentation 

3. in need of financial support for the employment search 

process 

4. unable to communicate and lack strong verbal and writing 
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skills 

5. not aggressive to the employment search process and de 

mands1 

· With discrimination always a consideration , and an 

open graphic design marketplace but no qualified takers, few 

blacks receive quality work experience and exposure as graph

ic designers . This results in few experienced role models to 

encourage black students to e nter the fie ld, 2 to instruct or 

be visable as design professors , 3 or to provide employment 

opportunities through support and networking systems . 4 

All Issues Result in Few Black Designers to Impact 
and Influence Academia , Corporations, and 

the Graphic Design Industry 

Blacks possess differences in culture and background. 

Being African in nature , blacks have had to adapt to this 

culture and its goals . Not having the freedom of choice, 

blacks have found it difficult to assimilate and integrate 

into this society given the circumstance s of their migration . 

Preconceived notion s of success and the assimi l ation 

of white valued success intimidate students to explore new 

and different areas to succeed in. The lack of family sup-

port and parental awareness to the industry prevents a quan-

tity of potential black graphic design students from surfac -

1Interview wi th Marilyn Thornton. 

2Interview with Dot Ford. 

3Interview with Ken Clay . 

4 rnterview with Pat Cummings , illustrator/designer, 
member of the Black Art Directors Club, New York, 16 November 
1984. 
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ing. 

With the lack o f e ncouragement to study art, many 

quality students are encouraged to study alternative, prove n, 

and safe careers . Not studying art, in a general sense, pr e 

vents them from possibly becoming awa r e of the industry. 

Remedial probl ems can lea d students to graphic arts informa

tion via vocational training . With production techniques be

ing emphasized in this area, these students wouldn ' t rece ive 

information concerning or be suitable for graphic design. 

Studying des i gn at a professional art school is fi 

nancially exhaustive. Those who can afford the luxury a g ain 

are directed to other c a reer avenues. Blacks seek the bl a ck 

university as an alternate route for higher education. Here 

financial pressures are palliated and minimal. 

Most black stude nts are educa ted at bla ck colleges 

and universities. These colleges lack strong, if any, cur

riculum in graphic design . The opportunity to qualify and 

reach large extreme numbers of blacks is lost by not provid

ing enough quality design information . 

Black psychological impressions of self are generally 

negative. Stereotypical prejudices, preconceptions, and l a n

guage differences are constants that may get in the way o f 

effective educational techniques . 

Given the psychological ramifications of the black 

student, an insecure sense of self ma kes it difficult to 

withstand the pressures of the graphic design education and 

experience. Professiona l art schools are wanting in recruit-
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ment efforts of minorities . Few blacks are graduating from 

art schools where they can receive qualifying information . 

Cultural differences of black imagery are not com

parable · to accepted design standards and philosophies. The 

lack of integrated exposures leaves the black unaware and un

sophisticated. These factors prevent blacks from being com

petitive as designers. 

The graphic design industry is open to offer opportu

nities, but there are very few qualified blacks to secure 

these jobs. Covert discrimination in employment and hiring 

practices also continues to keep jobs an~ opportunities away 

from blacks. Not being able to acquire the necessary experi

ences to develop and grow as graphic designers , there are few 

competent role models to influence students in career 

choices, education, and to supply employment opportunities. 

All of these problematic issues result in low numbers 

of blacks as graphic designers in the industry . "Few " and 

" lm" " denotes to a slight presence . There are, though inci

dental in number, those who succeed as graphic designers. 

They have overcome the problems and hold valuable keys to 

success in this arena. 



CHAPTER IV 

METHODS OR APPROACHES TO RECTIFY PROBLEMS 

Methods to Succeed 

There are black graphic designers in the marketplace 

who are succeeding . For this study, three were chosen for 

interviews. During investigation , John Morning, free-lance 

graphic designer, Carol Porter , art director , Ketchum Adver 

tising, and Pat Cummings, free-lance illustrator/designer, 

shared experiences of their past steps which have allowed 

them to remain progressively active in the · field for at least 

ten years and more. Individual solutions, common factors, 

and qualities are collectively presented (see appendix G). 

How They Succeeded 

1. Developed an interest and awareness of art during early 

education and surroundings 

2. Perceptive teachers encouraged extra curriculum activi

ties in art 

3. Had family support in spite of the lack of knowledge in 

the art educational process 

4. Sought higher education at a professional art school 

5. Parents assumed financial responsibility for education 

6. Heavily influenced by a design professor 

7. Sought out work experience and on- the-job training dur-

46 
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ing course of study 

8. Completed course study and presently hold degrees from 

an accredited professional art school 

9. Possess a strong will and desire to succeed 

10. Are strong in self-confidence, assertiveness, aggres-

siveness, and believe strongly in abilities 

11 . Have accepted working with whites 

12. Have a strong identity of self 

13. Communicate well and command the English language pro-

ficiently 

14 . Possess staying power and have been persistent 

15. Have had racial obstacles , but have not been deterred 

16 . Realize and accept they have to work harder; could be 

considered overachievers in nature 

17. Network to make contacts and develop support systems 

18. Have sought out and received aggressive, challeng ing, 

highly visible opportunities 

19. Are making plans to continue in the field 

20 . Make competitive salaries 

21. Make attempts to become visible via lecturing, competi-

tions , and trade associations 

22 . Are interested in helping others 

23 . Are qua l ified for an opportunity in their specialization 

24 . Believe themselves to be talented1 

During conversation, though each portrayed individual 

1 rnterview with Carol Porter, art director, Ketchum 
Advertising, Washington, DC , 12 November 1984; interview with 
John Morning; and interview with Pat Cummings . 
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stories, their keys to success were amazingly consistent. 

What Academia Can Do 

Both the black university and the professional art 

school can bring forth and implement change. They can con-

tribute solutions. In addition, high school educators can 

take an active role as well . 

What the Black University Can Do 

The black university can : 

l. Seek administration and board of directors support for 

change 

2 . Retain design professionals and design academicians as 

consul tants to review curriculum 

3 . Change curriculum to meet industry standards 

4 . Seek out and engage design professionals, both black and 

white, to instruct classes 

5 . Offer cownensurate salaries to attract quality in

s tructors 

6 . Seek out funding for well designed and equipped studios 

a) In addition, maintain an inventory of competitive 

supplies and materials for distribution 

7. Develop a strong design library and resourc e center 

a) Purchase books, textbooks, trade magazine subscrip

tions 

b) Research and develop an archive of past and contem

porary black graphic artists and designers 

c) Develop informative syllabus per discipline 
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8 . Seek out and develop industry student competiti9ns, 

special tale nt scholarships, and grants ; offer depart

mental grants, awards , and scholarships 

9. Promote and market the department and graphic design de 

partment 

10. Recruit and develop strong, talented student body 

11. Implement scrutinizing and discerning criteria fo r ad-

missions 

12 . Develop strong internship programs 

13. Develop job placement and career development services 

14. Develop speech, oral presentation , standard English, and 

self-awareness classes 

15. Seek out and engage a strong academic advisor and coun

selor 

16. Initiate a relationship with a professional art school 

for student/professor exchanges a nd for parent advisory 

relations 

17 . Initiate a relationship with local design profe ssionals 

and associations for guest lecturing, critiquing, and 

seminars 

18 . Begin to flood the marketplace with qualified graduates 

What the Professional Art School Can Do 

The professional art school can: 

1. Engender adminstration and board of directors commitment 

in attitudes and funding 

2 . Educators must be made aware of differences 

3. They must become affirmative and make an attempt to re-
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spect differences 

a) They must recognize and agree with th e need enough 

to change attitudes and to incur action 

4 . Seek out seminars , workshops, and continuing education 

for educators and professors in areas of educating the 

disadvantaged and the realization of social variation in 

language use 

5 . Seek out and invest in risk students whose academic 

backgrounds and cultural experiences do not fit with the 

middle class pattern of most undergraduates 

6 . Become discerning in admissions by supporting those of 

quality but who lack resources 

7 . Targe t recruitment toward middle class blac k students 

who are timid in career choices and are provencial in 

this decision-making process 

8 . Actively make parents aware of those things in the areas 

of financing and educating their members in graphic de

sign 

9. Encourage active participation on their parts 

10 . Develop intense career counseling services 

a) Seek out and engage a strong black advisor who is 

also a design professional 

b) Provide extracurricular workshops on developing 

strong skills in communication, self-awareness, pre

sentation of self , classroom approaches , industry 

awareness , and portfolio developme nt/presentation 

c) Develop an outreach program for students to become 
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aware of successful black role models 

d) Seek su~port from local desig n community and develo~ 

internshi~s and em~loyment o~~ortunities 

e ) Enforc e a n academic requirement to participa te in 

above programs 

11. Develo~ attractive financial aid packages for students 

a) Seek funding and grants from outs ide foundations and 

resource s for tuition, room and board , and a rt sup 

~lies 

b ) Develop a discerning and competi tive vehicle/process 

where students must earn these financial awards 

c) Enforce criteria in maintaining grade averages for 

continued financial support 

d) Provide awareness, assistance in the compl e tion and 

follow-up process of conventional financial aid pro

cesses 

12. Allow and encourage students to form a student a ssocia 

tion 

a ) Allocate a space/lounge for their meeting 

b) Provide a strong black upper class student advisor 

to coordinate activities; support this person finan

cially with stipend or extra credits 

c) Establish and support a budget for activities 

What High Schools Can Do 

High schools can: 

1. Su~port and encourage teachers to research the graphic 

design industry 
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2 . Encourage and invi te ~rofessiona l art schools to recruit 

3 . Invite and present graphic designers to visit the a rt 

classroom and stude nts 

4 . Se t up field trips to graphic design studios 

5 . Become aware and promote professional art school train-

ing 

a) Develop resourc e center for industry literature , 

school catalogues , student contests, scholarships, 

and financial aid fo rms 

6. Introduce graphic design assignments into the year's 

course work 

a) To encourage the spirit of competition, have pro-

jects critiqued by outside sources 

7. Initiate parent/teacher awareness meetings for those 

students that show promise 

8 . Motivate and encourage students to investigate this ca-

reer path 

a) Present practical and material bene fits 

b) Expose counselors to the field 

The Role of Corporations , Businesses, 
and Trade Associations 

Corporations can support, change, and help solve the 

problems . Succinctly, they can offer jobs and opportunities 

for experience, growth, and success. Corporations are able 

to: 

1 . Encourage corporate officers and upper management to 

gain a sense of affirmative action in this area 
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2. Develop entry level positions for one - yea r apprentice

ships within in-house art d e partments or cre ative ser

vice departments 

3. Recruit bl ack g raduating students from black universi

ties and professional art schools who h ave graphic de

sign majors 

4. Enforce personnel requ irements in secur ing these oppor 

tunities 

5. Develop a mailing list of universitie s wi th strong de 

s i gn programs a nd professional art schools 

a ) Forward consistently job listin~s and opportunities 

to graphic design positions 

6 . Offer career counse ling and upward mobility planning for 

existing black graphic artists within the cor poration 

7 . Commit proportionately and place qualified black desig n

ers in manage ment positions such as a rt dire ctors , crea 

tive directors, art studio managers , etc. 

a ) Suppor t the i r success by sending them to management 

classes, workshops, and seminars 

b) Conduct follow-up counseling sessions to e nsur e pro 

ductivi t y and f urther promotion assurability 

8. Through outreacry , trade magazines , associations , etc ., 

encourage other corporations to do likewise in act i on 

and development of programs 

Trade as sociations c an play an a ctive role in meeting 

the needs of the proble m. They can render a strong support 

system fo r the resolution of the problems . Trade associa -
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tions are able to : 

1 . Become aware and sensitive to the problem at hand 

2 . Become a parenting assoc i ation and help crea te and en 

dorse a black graphic desig n assoc iation to: 

a) Gain a membership and funding 

b) Facilitate activists ' concerns and implement cha nge 

c) Deve lop schol arshi~s for education 

d) Create competi tion and show catalogue fo r visibility 

e) Create and run a job bank and employment services 

f) Offer workshops and seminars 

g ) Develop and disseminate a news letter 

h) Develop a fraternal aid program for up and c oming 

professionals 

i) Bridge the di fferences a nd become acq uainted with 

white peers and professionals 

3. Help bla ck g raphic designers and a black graphic design 

a ssociation receive exposure through: 

a) Aggressive endorsement and acceptanc e 

b) Press releases 

c) Lectures and seminars 

d) The publishing of black graphic designer s and their 

work, list of activities , and agenda in trade publi 

cations 

4. Help a black graphic design association establish a rap 

port with vendors to receive aid in : 

a ) Typesetting 

b) Printing 
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c) Color separation s 

d) Paper 

e) Distribution 

f) . Art and design 

g) Miscellaneous 

5. Seek all graphic art trade associations to gather in 

support and endorsement 

What the Family Can Do 

Family support is key. Having a strong support sys

tem can be considered as the cornerstone for the black stu

dent to succeed. Families are able to: 

1. Allow member the freedom to explore new avenues to pur

sue 

2 . Become aware of the graphic design industry 

3. Encourage students to find and research the best oppor-

tunities for education 

4 . Support student in selection and application process 

5. Exhaust all possible personal resources for financing 

6. Help students plan and budget expenditures 

7. Be a source of motivation/encouragement to succeed 

8. Be a source of positive strokes and influence 

9. Monitor student academic status 

10. Be involved with educators 

11. Be a source for leads and contacts for job opportunities 

12. Enforce quality control on key decisions 
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What the Individual Can Do 

With all avenues and doors open to succeed, individu

als play the most important role. Black design students and 

professionals must begin helping themselves and changing 

their attitudes. Both are able to: 

1. Assume responsibility for their own succeess 

2. Withstand the temptations of immediate and temporal suc

cess 

a) Make sacrifices 

b) Exercise patience 

c) Enforce discipline 

d) Make commitment 

3. Become directed and energetic in securing opportunity 

4. Acquire a strong, overwhelming desire to succeed at any 

cost 

5. Become goal-oriented 

6. Accept the challenge of hard and extremely difficult 

work 

7. Develop strong expectations for self 

8. Secure the best possible design education available 

9. Research and become aware of the industry and its re

quirements 

10. Communicate their desires, ideas, and goals without be-

ing apprehensive 

11. Communicate with whites on their own terms 

a) Bridge the gap of differences by making whites feel 

comfortable 
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b) Speak standard English fluently and proficiently 

12 . Control feelings of insecurity and hostility 

a) Develop thick skins 

If in school, black students are able to: 

1. Aggressively seek guidance and instruction from profes

sors--demand to be taught 

2 . Participate in classroom critiques 

3 . Strive for creative excellence 

a) Deliver quality projects and solutions 

b) Develop a sense of pride 

4 . Accept criticisms as a means to grow~h 

a) See information presented clearly by taking notes 

b ) Not become confused by personal feelings and emo -

tions 

c ) Accept rejection 

d) Accept defeat 

e) Seek out work experience before g r aduation 

If in the marketplace , blnck graphic designers are 

able to : 

1. Be aggressive without being abrasive 

2. Strengthen portfolio periodically 

3 . Reach out to all professionals , black or white, for ex-

periences and contacts 

4. Ask for help 

5 . Strive for per fec tion 

6. Apply for all opportunities in the marketplace 

7 . Ask employers for additional training and promotions up-
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ward 

8 . Balance wo rk satisfaction with qual ity relationships 

9 . Become qualified at any cost 

a) . Stay compe titive 

10 . Become active and visible in the marketplace 

a) Through a ssociations 

b) Competition 

c) Trade shows 

11. Be willing to help others along 

Both bl a ck students and profe ssionals are able to: 

1. Accept that they mus t work harder to be noticed posi -

tively 

2 . Not fee l alone and seek peer support systems 

3 . Belie ve, know , and see themselves as designers 

a) Keep the visualization alive by keeping aware 

4. Ignore racial over tones 

a) Accept tha t they will exist 

5 . Understand black psychology and self 

6. Not g ive up 

7 . Succeed 

a) 

b) 

Don 't be afraid to succeed 

1 Realize that they deserve to succeed 

1 r ntervie w wi th John Morning ; interview with Carol 
Porter; and interview with Pat Cumming s . 
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CONCLUSION 

Success for blacks demands the resolution of self . 

The black graphic desig ner must be involved in a definition 

of self and his success ethic . No longer can the black wait 

for this defining of purpose by others. Realizing the cir -

cumstances , this designer , more so than others, must be ac -

tive, intelligent, and insisting in orde r·to obtain success. 

The realization of his constraints and interpersonal dynam-

ics, as facts , now frees himself to evolve . through his own 

value system to success . His system can be different from 

those of his society. 1 

In order to perceive humanity behind the facade , so-

ciety must break through racial roles which have been main -

tained . Those of different cultures can never communica t e 

as equals unless there is a breakthrough of these role bar -

. 2 
r~ers. 

The handling of aggres sion is a major personality 

problem for blacks due to the racial history of this society. 

Aggression causes an identity crisis in its victims. The in-

hibitions of aggression are , as well, problems . The inabili-

1 Nash, " Black Success in Predominately White Institu-
tions," p . 104 . 

2Guthrie, Beino Black, p . 147. 
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t y to e x pr e ss a ng er may i mply denia l o f reality . 1 

In cop ing with a gg ression, blac k s mu s t e xe rcise a 

h i gh degree o f internal control. Ro be rt L . Cra in def ine s 

inte rnal contro l as " . a measure of the d eg r ee to wh i ch 

an individual feels he has the power to control his e nviron 

ment."2 Having a high degree of inte rna l control is a per-

sonality skill which is necessary for success. Blacks who 

possess this trait discipline themselves to create stability 

and achievement and have an ability to plan for the future . 3 

Blacks must take control of their own destinies. The 

choice of opportunity personally, professionally, and econom-

ically must be controlled. To be ful f illed in work is vital 

and crucial . Blacks must maintain the outcome of these 

h . 4 c 01ces. 

In making these choices, blacks must become a part of 

this economy. They will always be at a treme ndous disadvan-

tage if they don ' t begin to perceive the mselve s as a part of 

this society . Every group .that has come to this country has 

prospe red. They have found some way to b e a part of it eco-

nomically . Blacks must occupy positions of responsibility 

and authority to not only serve themselves but other blacks 

as well . 5 

p. 51 . 

1crain, Discrimination, Personality a nd Achieveme nt , 

2Ibid., p. 70. 

3Ibid. I p. 70 . 

4rnterview with John Morning . 

5rbid . 
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A sense of self- esteem is independent of one ' s sense 

of internal control . Crain further relates that " . the 

self - esteem scale measures the degree to which an individual 

is willing to assert that he is better than other people." 1 

Self-esteem is associated with the characteristic of being 

assertive . Self - e steem is a sense of competitiveness that 

enables an individual to manipulate his environment success-

fully . Coupling a strong sense of s e lf-esteem and a high 

degree of internal control will reap success . The black must 

b t . 2 ecome a sser ~ve. 

With a sense of self-esteem and control over destiny, 

blacks must find happiness . They must find peace in feelings 

of p ride, a sense of accomplis~ment, a nd special interests. 

Happy is the individual who is free from the anxiety about 

. t 3 
c~rcums ances. 

To succeed in the marketplace industriousness and in-

telligence are not the primary qualities needed to do a good 

job . A way of looking at work , at people , at human condi -

tions, nature and purpose are qualities that are required. 

Blacks must develop positive methods of viewing relation-

ships. The emotional values that play in the developing of 

one ' s behavior, perception of s elf, and perceptions of the 

way that others relate to self must be developed . Blacks 

1cain, Discrimination , Personality and Achievement , 
p . 8 5 . 

2rbid. I p . 85 . 

3rbid. I p. 86 . 



62 

must be willing to negotiate a truce between the old and re

quired self to fit in. Blacks mu s t break th e barriers of 

cultural difference . 1 

Blacks must develop a set of values that will enable 

them to accommodate the situation of rejection and isolation 

imposed on them by ci rcumstances . They must seek to develop 

their spiritual se lves . For years blacks have turned to the 

church to help es tabli sh a value system that would provide 

them with strength a nd enduranc e . Blacks must have extreme 

hope, faith, and belief in the abil ity to overcome any and 

al l obstacles . 2 

In order for the black graphic designer to transcend 

his problems t o success, he must see himself as black fir st. 

He must solve those problems that are inherent before he 

tackles the obsta cles of being a des i gner . I f he is able to 

strengthen his sense of self there will be no obstacle that 

would cause him to be perplexed. 

In assuming r esponsibility for one success, blacks 

must as sume that same responsibility for others, as well. 

There is economic and e mployment opportunity in the graphic 

design field for those who are qual if ied . Sensitive anc pa 

tient attitudes on the part of professional art schools will 

deliver qualified black participants but few in number . Pro

fessional art schools must assume their part of responsibili 

ty to the problem and so lution. It is the major responsibil-

1watson, Black Life in Corporate America, p. 10 . 

2scanzoni, The Black Family in Modern Socie ty, p . 50. 
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ity of the black design profess ional, educator, and universi -

ty to del i ver qualified a pplicants to the marke tplace . Th is 

will result in larger numbers being absorbed more expedi -

tiously . It c an only be hoped that the industry wi ll be able 

to accommodate and truly welcome new member s . 

I have learned that success is to be measured not so 
much by the posi tion that one has reached in life as by 
the obstacles which he has overcome while trying t o suc 
c eed. Looked at from this standpoint, I almost reach the 
conclusion that often the Neg ro boy's birth and conne c 
tion with an unpopular race is an advantage so far a s 
real life is concerned . With few excep tions, the Negro 
youth must work harder and must perform his task even 
better t han a wh ite youth in order to secure recogni-
t ion . . But out o f the hard and unusual struggle 
which he is compelled to pass, he gets a strength, a con 
fidence, that one misses whose pathway is comparatively 
smooth by reason of birth and race . l 

1Booker T. Washington, Up from Sla very (New Yo r k: 
Zavier Books , 1968), p. 46. 



AUTOBIOGRAPHICAL STATEMENT 

Cheryl D. Miller is a professional graphic designer of 

ten years. She has been an active force in the design commu-

nity , commercial marketplace, and many academic arenas . 

Ms. Miller is an advocate of a strong design education 

as a means to artistic success. Currently, she is pursuing 

the Masters of Science degree from Pratt Institute. She has 

earned the BFA degree from The Maryland Institute College of 

Art, and has studi ed at Rhode Island School of Design and The 

New York Institute of Technology. She has had concentrated 

majors in graphic and visual communications design. 

Professionally, Ms . Miller has held a strong profile 

in the broadcast industry as a broadcast designer . She has 

provi ded art direction and graphic design services to WTOP- TV

Post Newsweek, NBC Nightly Ne\vS, WRC- TV- NBC , WHMM-TV- Howard 

University , WABC - TV- ABC, Independent Network News, Warner Amex 

Qube, Spanish International Network, NBC Feature Movies, and 

Essence Communications. She is known as a print designer and 

has developed projects for Time Inc. and American Express . 

Ms. Mi l ler has a long affiliation with trade associa -

t i ons . She has been a member of the Art Director ' s Club and 

the Broadcast Design Association . She has received awards of 

excellence from the Broadcast Design Association, Desi Award 

Committee , and American Women in Radio and Television. 
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APPENDIX A 

ART DEPARTMENT SCHEMEl 

STUDENT NAME -------------------------------------
DATE OF ENTRANCE ----------------------------------
ADVISOR __________________________________________________ ___ 

FIRST YEAR 

FALL HR. GR.Z\DE SPRING HR . GRADE 

Drawing I 3 Drawing II 3 

Design I 3 Design I I 3 

Survey of World Survey of World 
Art I 3 Art II· 3 

Liberal Arts (Div. B) Liberal Arts (Div. B) 
(elective ) 3 (electi ve ) 3 

English 3 English 3 

Blacks in Art 3 Intro . to Photo. 3 

18 18 

SECOND YEAR 

FALL HR . GRADE SPRING HR . GRADE 

Drawing III 3 Drawing IV 3 

Design III 3 Desig n IV 3 

Painting I 3 Printmaking I 3 

Sculpture I 3 Ceramics I 3 

Liberal Arts (Div. D) Intro . to Art Ed. 

(elective ) 3 (elective) 3 

Liberal Arts (Div . D) 3 

15 18 

1Graph ic design curriculum as supplied by Winston 
Kennedy , Chairman, Art Department, Howard University , Wash-
ington, DC , 1984. 65 



FALL 

Design v --Lettering 
ing & Type Form 

Design VI--Adver
tising 

History of Art 
Elect ive 

Studio Elective 

Humanities Elective 
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DESIGN 

THIRD YEAR 

HR . GRADE SPRING HR . GRADE 

Design VII --Adver-
3 tising I I 3 

Design VIII - -Letter -
3 ing & Typography 3 

History of Art 
3 Elective 3 

3 Studio Elective 3 

3 Humanities Elective 3 

1 5 15 

FOURTH YEAR 

FALL HR . GRADE SPRING HR . GRADE 

Design IX--Reproduc - Design Elec t i ve 
t i on Techniques 3 

Studio Elective 3 

Art Elective 3 

Speech 3 

Thesis in Design I 3 

15 

Art Elective 

University Elec
tive(s) 

Thesis i n Design II 

3 

3 

6 

3 

15 



APPENDIX B 

QUESTIONS ASKED OF WINSTON KENNEDY 

1 . What is your involvement as head of t he Arts Department , 
School of Fine Arts , Howard Universi t y? 

2. Are the majority of black studen ts who en ter t heir 
freshman year at Howa rd University aware of the graphic 
arts industry? 

3 . At what point might they become aware of the industry if 
they don't already know? 

4 . Is the Art Department, Howard Un iversity considered an 
institution where one can learn g raphic ar t s? If not , 
wha t would be the typical goal or a purpose for a stu
dent to enter the art progra m a t Howard? 

5 . What is the extent of graphic arts curriculum offered? 
Are there speci fic classes in visual communica tions, 
typographic design , advertising design, illustration, 
packaging , photography , or production techniques? What 
are the basic requirements for c omplet ing the graphic 
arts disciplin e? 

6 . How ma ny instructors on the facu l ty are graphic arts 
professionals? What is their educational background and 
general experiences ? 

7. Do you know of any black universi ty that offers a strong 
curriculum in graphic design to i ts stude nts? 

8. Do you feel Howard University a d equate ly prepares its 
students to be graphic a rtists? If not, a re the stu
dents enc ouraged and motivated to seek additional and 
f urthe r training at a professional school? 

9 . Does the department offer any internship or job place
men t services to its students? 

10 . What are some o f the problems and obstacles tha t bl ack 
studen ts face in try i ng to study art ? 

11. Understanding the thesis sta t ement, from your perspe c
tive , what is your interaction with the marketplace , 
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other department chairmen , and students? What should I 
be aware of in order to complete this portion of re 
searc h? 

12. If you had the chance to speak and reach every serious 
black student, what ' s the most important message you 
could share with them? 



APPENDIX C 

QUESTIONS ASKED OF KEN CLAY 

1 . What is your involvement as Director, HEOP, Pratt Insti 
tute? 

2 . What's the percentage of black students that apply for 
financial a id to the total of minority student requests? 

3 . Do black students have any ?articular problems in get
ting financial aid that is not indicative to other mi 
norities? 

4. What is the percentage of black students tha t actually 
receive funding to those that apply? 

5. Describe to the best of your ability the family, econom
ic, and educational background of the black student that 
is typically reviewed . 

6 . Understanding the thesis statement, from your perspec
tive , what is your interaction with black students seek
ing financial aid to attend a major accredited ar t 
school that I should be aware of in order to complete 
this portion of review? 

7 . What do you feel would help the black student the most 
in securing the required funding to support his educa
tion in this area? 

8. Are there any speci fic fundin g programs that are avail 
able to the black student that he/she might not be aware 
of? 

9 . Generically speaking , can you recite problems that are 
typical to the black student and recommendations to 
avoid these and other pitfalls? 

10 . If you had the chance to speak and reach every poten 
tially serious black student in graphic design, what ' s 
the most important message you could share with them? 
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APPENDIX D 

QUESTIONS ASKED OF DOT FORD 

1. What is your involveme nt as Coordinator of Minority Stu
dent Affairs , Rhode Island School of Design ? 

2 . What is the pe rcen t age of black students to the total 
enrollment of minorities at RISD? 

3 . What are the most common prob l ems that are faced by 
black students that aren ' t necessarily faced by other 
minorities? 

4. Discuss RISD 's minority recruiting program of the late 
60s and early 70 s . Was it successful? Why or why not? 

5 . What is RISD ' s commitment to minority students and re 
c ruiting today? 

6 . What is the percentage of blac k students who begin their 
studies at RISD but don 't fin ish to those who actually 
r ece ive a degree? 

7 . For those who don ' t complete their cours e o f study , what 
are the main reasons for th e ir leaving? 

8. Are black s tudents financially as well as emotionally 
prepared to study and compete in art school ? If not, 
what areas are they lacking in these needs? Is there 
anything that c an be done to better prepare them for 
this challenge? 

9. Is t here family support and awareness of what a black 
studen t is attemp t ing to achieve in attending a rt 
school? If not, how can family members understand 
what ' s necessary to help the ir child be competit i ve? 

10. Will you speak candidly on the black student's ability 
to communicate , respond , and r elate to white ins truc 
tors? If there are difficulties, what can the s t udent 
do to overcome his perceptions ? 

11 . Do black students unders t and a nd know what's required 
of a nyone to enter t he graphic design industry? Do they 
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see this as a reality for them? 

12. Understanding the thesis statement from your perspec 
tive, what in your interaction with black students 
studying design in art school should I be aware of in 
order to complete this portion of review ? 

13 . If you had the chance to speak and reach every s e rious 
black student of graph ic design in a rt schoo l , what 's 
the most important message you could share with them? 



APPENDIX E 

QUESTIONS ASKED OF ROZ GOLDFARB AND JIM GRATHWOL 

1 . What is your involvement as a recruitment specialist to 
the graphic design industry? 

2 . Do you interview many b lack graphic designers? 

3. What percentage of those that you interview do you send 
out on interviews? 

4 . What percentage of those you send out actually receive 
employment? 

5. Out · of the percentage you turn away, is there a common 
problem that may link them together? 

6 . In regards to the following items, rate the black graph
ic designers you have seen on a scale of excell~nt, 
average, and poor: 

a ) Appearance 

b ) Communicative and verbal skills 

c) Self- confidence 

d) Assertiveness 

e) Attitude 

f) Awareness of the industry and requirements to com
pete 

g) Education 

h ) Resume development 

i) Interviewing skills 

j) Portfolio 

7. Summarize the areas that are collectively weak and nega
tive. Elaborate. 
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B. Do you feel as potential design professionals in the 
marketplace they are likely to succeed extremely well? 
Why or why not? 

9. How do your clients respond to black applicants? If ap
prehensive , what may be their fears? 

10 . How are black graphic designers perceived in the market 
place and industry? 

11. Do you have any clients who are black and own graphic 
design firms? Are any art directors/studio managers for 
a major corporation, advertising, or design firm? If 
so , what percentage do they represent to the total of 
those that request your p lacement services? If so , are 
they supportive in efforts to hire other blacks? 

12 . Are you aware that blacks have a difficult time in find 
ing graphic design employment? If so , what do you per
ceive their problems to be? What are your recommenda
tion s as possible solutions to these problems? 

13. Do you feel that blacks use race as a crutch for possi
bly not succeeding in the industry? Do you feel that 
blacks can clearly see both positive and negative as 
pects to their career development or the lack thereof? 

14. If you were to understand the black graphic designer's 
problems not only as an artist but as a minority , if you 
were made aware of information that would shed more 
light to the nuances of black life and their struggle to 
integrate into the mainstream of American success, if 
you truly realized that you and others like yourself 
hold the keys to the black graphic des igner ' s future 
success , could you be a difference to them in providing 
solutions? (Thi s may mean communicating the true status 
of their work or supporting and defending to your cli
ents one who is competitive, making suggestions for 
growth , etc .) 

15 . Do you realize that every black graphic designer that 
comes to you seeks your help on a level much deeper than 
any other applicant--white or other minorities? 

16. Understanding the thesis statement, from your perspec
tive , what is your interaction with black graphic de
signers seeking employment that I should be aware of in 
order to complete this portion of research? 

17. If you had the chance to speak and reach every serious 
black employment applicant , what's the most important 
message you could share with them? 



APPENDIX F 

QUESTIONS ASKED OF ~~RILYN THORNTON 

1. What is your involvement as Director, Arts , D. C. ? 

2 . What is Arts , D. C. ? 

3 . When was it started and why? 

4 . Wha t are the major programs offered? 

5 . Desc ribe t he typical young black adult/artist that comes 
to Arts , D. C . for assistance? 

6 . \vhat is the most common problem that those \vho seek em
ployment through Arts , D. C. and as black graphic design 
ers have? 

7. Describe the average portfolio you review of the bl ack 
adult s you see . Are they prepared fo r the marketplace? 
Why or why not? 

8 . Descr ibe t he family , economic , and educational back
grounds of the black graphi c designer you t ypically see . 

9 . From your review of portfolios, do black artists rea lize 
what the graphic design industry is really a bout? Do 
they understand and know what is required to enter the 
field? 

10 . Do family members ass ociated with black graphic design 
ers understand what their member is doing? If not, why? 

11 . Of the black ar t ists you see , what ' s the percentage of 
those who have attended ar t school to those who have at 
tended a black university or city college? Does the 
blac k university prepare students well for t he f i eld of 
graphic design? 

12 . Are t here any major d i fferences between the two? If so , 
wha t are they? Is o ne more prepared for tha n the other? 

13 . What percentage of young black artists get meaningful 
employment as pr ofessio na l g raphic desig ne rs af t er com-
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pleting the program to the total participants in the 
Arts , D.C . ? 

14. Are the re e nough opportunities for perma ne nt e mp loyment 
as a graphic desig ner for a ll of the applicants you re
view? If not , are there a lternate solution s for graphic 
design employme nt? 

15 . Is t here a grea ter percentage of young art i sts looking 
for their first graphic design job to those with some 
experience? 

16 . Are there many black ar t d irectors/g r aph ic designers in 
the marketplace to ass ist your efforts in placement? 
What is the percentage of black art dire ctors/designers / 
studio managers/owners who assist you to the total de 
sign professionals who may be available to help you? 

17. Does the black design professional who is available for 
assistance do so? Why or why not? What may be his 
background in general terms? 

18. Do blacks as a whole h a ve a future in graphic design? 

19 . What are the greatest problems and obstacles that blacks 
as graphic designers must face? 

20 . What are some of the solutions as you see it to gain 
some level of success in the marketplace? 

21. Understa nding the thesis statement, from your perspec
tive, wha t is your interaction with black ar tists seek
ing employment as graphic designers that I should be 
aware of in order to complete this portion of review? 

22 . If you had the chance to speak and reach e very serious 
black graphic designe r, what's the most importan t mes
sage you could share with them? 



APPENDIX G 

QUESTIONS ASKED OF JOHN MORNING, CAROL PORTER , 

AND PAT CUMMINGS 

1 . What is your involvement as an artis t in the graphic 
arts industry? 

2. In this capacity, how long have you been a working pro
fessional? 

3 . How did you become interested and aware o f this field? 
How and where were you trained? 

4 . What was your strongest motivating factor in making a 
commitment to succeed in this field? 

5 . Who has been the most influential de s ign profess ional in 
your background? How did you meet this person? What 
was this person ' s major contribution to your career? 

6. Who was most spiritually and emotionally supportive of 
your goals in this area? Were they completely aware of 
the integral dimensions of your ques t? 

7 . How did you begin your career? Trace your most impor
tant steps and achievements. How were these important 
to who, what, and where you are presently? 

8 . How do you perceive yourself and your present reasons 
for continuing your career in this field? How do you 
feel you are perceived by the marketplace and the indus 
try? 

9 . How do you perceive yourself in relation to your white 
counterpart or peer ? Is it important that they recog
nize and accept you and your work? Why or why not? 

10 . Do you feel you are receiving the exposure, notoriety , 
commensurate salary , and respect that your white peer 
(with the same amount of years/experience) receives? 
Are you now where you thought you ' d be ten years ago? 
Why or why not? 

11 . Do you know other black graphic artists? Of those black 
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artists that you may see, what ' s the percentage to th e 
tota l tha t you consider compete nt and quali f ied? 

12 . Wha t was the most difficult obstacle for you to over
come? How did you overcome this obstacle? 

13. How do you cope with anxiety, frustration, and rejection 
in regards to your career? What causes these feeling s, 
if a ny? 

14. What are the most important factors that make you a suc 
cess? Why? What is your definition of success and by 
wha t measure do you compare your degree thereof? 

15 . What are your future goals regarding your career devel
opment? Is there anyone that you now can look to for 
this advice or guidance? Is this person black? 

16 . What ' s the most negative experience you encountered 
while pursuing your career to date? 

17. What are you most proud of in regards to your achieve
ments? 

18. Do you feel it is necessary to communicate, share, and 
help other black graphic arts professionals? Do you 
feel it is necessary to unite in a collective body to 
facilitate these actions? Have you been a part of any 
such group? If so, comment . 

19 . Understanding the thesis sta t ement , from your perspec
tive, what is your interaction with the marketplace, 
other black students , and professionals that I should be 
aware of in order to complete this port ion of research? 

20 . If you had the chance to speak and reach every serious 
black graphic artist, what 's the most important messag e 
you could share with them? 

21 . Is there anything else important you ' d like for me to 
consider as relevant? 
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Transcending the Problems of the Black Graphic 
Designer to Success in the Marketplace 
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IV . 
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Language Differences 
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I. All Issues Result in Few Slack Designers to Im
pact and Influence Academia, Corporations, and 
the Graphic Design Industry 
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3 . What High Schools Can Do 
. ,._. 
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V. Conclusion 


	Miller 1
	Miller 2
	Miller 3
	Miller 4
	Miller5
	Miller6
	Miller 7

