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“Women of the Shadows” is an exploration of the lives of the 
women of the Bauhaus and the reasons why they are forgotten by 
design history. It clearly presents the prejudice that they faced 
whilst members of the school and how, as a consequence, this 
has impacted their design legacy; leaving them in the shadows 
for a century. Gender politics and history is used within the 
piece to show how our society is structured to put women at a 
disadvantage. Using these theories, the article is then able to 
analyse the parallel between the treatment of women such as 
Anni Albers and Marianne Brandt and the treatment of women 
within today’s society (both in and out of the creative industries). 
 The article is written as a hypothetical piece for Printed 
Pages; the official magazine of online creative platform It’s Nice 
That, which showcases the best art and design work from the 
past six months. Its readership consists of people interested in 
the creative industries, making it an international and respected 
publication. The design of this report reflects the design of the 
magazine and all elements have been considered. The intent of 
this text is to make the reader more aware of gender inequalities 
that women face and serve as a call to action for social and 
political change: women shouldn’t have to wait 100 years to earn 
the credit that they deserve.

Abstract



8 9
FEATURE
Women of the Shadows

As one of the most influential design schools in history, 
the Bauhaus is often credited for being a revolutionary 
institution, which opened its doors to students from all 
around the globe; no matter their gender, social status 
or ethnical background. Originally founded in Weimar, 
Germany in 1919 by the architect Walter Gropius, 
the school began to blur the uniform lines between 
art, design and architecture. After several more 
relocations, the school eventually collapsed under 
pressure from the Nazi regime in 1933.
 However, this was by no means the end of the 
Bauhaus as its students and faculty have since gone 
on to influence and inspire generations of designers 
since the school’s inception 100 years ago. The 
Bauhaus’ success is often contributed to a handful 
of artists: Walter Gropius, Wassily Kandinsky, Marcel 
Breuer, László Moholy-Nagy, Paul Klee, Johannes 
Itten and Josef Albers. But what about the 400 plus 
women who studied at the Bauhaus? Why do we still 
know relatively little about a large proportion of them? 
And is this an issue that is still prevalent in the modern 
design world? Are women still being forgotten?

Words Louise Aspinall

Women
of 

the
Shadows

A look into the lives of the women of the Bauhaus, 
the prejudice they faced and the realities of gender 

inequality within the 21st Century.
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“There shall be no difference between the fairer and the stronger 
sex,” proclaimed Walter Gropius. Perhaps this short statement 
provides a crystal clear glimpse into the lives of the women of 
the Bauhaus and the prejudice that they faced as soon as they 
stepped through its doors in 1919. Many women travelled to 
Weimar with the high hopes of receiving an education outside 
of the home and being able to carve their own path in a post-
War Germany. This led to the number of applications to be 
almost equal for both genders, whereas Gropius had originally 
intended men to outnumber women two to one. To prevent this 
from continuing, the entry of women was restricted. It started with 
higher entry fees (180 marks for women and 150 marks for men) 
but eventually led to a decision made by the Council of Masters 
to make the selection process more rigorous from the start, 
particularly for women, who they deemed were “already over-
represented in terms of numbers.” Even if they managed to make 
it into the school, almost all women found themselves being left 
with one option of study: weaving (which disappointingly quickly 
became known as the “Women’s Workshop”).
 However, it is important to note that despite being 
restricted in their choices and despite the expectations being 
low, these women triumphed in the weaving workshop and it 
became the first financially successful and commercially viable 
element of the Bauhaus. One of the most iconic figures to walk 
into the workshop was Anni Albers (née Fleischmann) (Fig. 2), 
who is now finally being recognised for her undisputed expertise 
and talent. In October 2018, the Tate Modern showcased the 
UK’s first major exhibition of the work of Albers, which featured 
over 350 pieces of her work. But even Albers herself was 
disappointed by being placed into the weaving workshop, as she 
originally set out to become a painter. Speaking in 1974, she said 
“I wasn’t at all enthusiastic about the idea of going into a weaving 
workshop because I wanted to do a real man’s job and not 
something as sissy as working with thread.” This is a strikingly 
sad statement from Anni Albers, which truly portrays the mentality 
around the way weaving– and anything else deemed inherently 
“feminine”– was viewed at the time. Textiles was very much 
considered a craft and not an art worthy of being taken seriously.

FEATURE
Women of the Shadows

A Difference of
Genders
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Another key female figure at the Bauhaus was Marianne Brandt. 
She remains one of only eleven women to find her way out of 
the “Women’s Workshop” and in fact discovered her place in 
the metal workshop alongside László Moholy-Nagy. Some of 
her most notable work is the Model No. MT 49 Teapot and the 
Kandem Bedside Table Lamp, which arguable helped definitively 
define the Bauhaus’ industrial and radical aesthetic. But like 
Albers, she too faced immense prejudice during her time at the 
school. “At first I was not accepted with pleasure– there was no 
place for a woman in a metal workshop,” writes Brandt about 
her initial experience in the metal workshop. She later goes on 
to describe how her male peers even admitted their reluctance 
to accept her and that they purposely gave her menial and 
unwanted tasks to try and drive her away. She describes with 
sorrow that even her successes were “generally envied”. It 
seems strange to think that Gropius and other male faculty made 
it unfairly difficult for women to gain success at the Bauhaus, and 
when they did it was still met with disdain and envy. Is this why 
they have remained uncredited by design history? Perhaps it was 
easier to deny their artistic talent than to consider that the gender 
roles of society were beginning to change; placing women as a 
creative equal rather than inferior.
 It cannot be denied (despite the progressive facade 
of the Bauhaus) that misogyny was still deeply rooted within 
1920’s society. It was still prevalent that a woman’s role was 
one that directly served her husband or family and any desires 
outside of this was regarded with a complete lack of significance. 
Education and careers were especially frowned upon. Therefore, 
the fight to get women into the classroom can only be described 
as heartbreakingly slow, even within the arts. As late as 1893, 
female students were not allowed to attend life drawing classes 
at the Royal Academy in London, and even when they were, the 
model had to be “partially draped.” Not only this, but women 
were made to feel as if marriage was a prize. A man was 
seen as the measure of success for a woman: any personal 
accomplishments were subservient to her place in the home. 
Perhaps this is why when we hear of the women of the Bauhaus, 
they are referred to simply as one half of a power couple, with 
little to no focus on their own practice. This can certainly be said 
of Anni Albers. Her husband, Josef Albers, found worldwide 
recognition for his abstract paintings, while she remained on the 
sidelines labelled simply as the “wife of Josef”. This makes it 
come as no surprise that the women of the Bauhaus have been 
forgotten by history in comparison to their male counterparts, 
as they were constantly pushed into the shadows. Whether it be 
the shadows of the weaving workshop or their husband’s name, 
it has taken a long time to begin to skim the surface of these 
women and their triumphs.

FEATURE
Women of the Shadows

Deep Routed
Prejudice
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2019 marks the centenary of the Bauhaus and its legacy still 
lives on. Most British art and design institutions offer a foundation 
course, which is fashioned after the Vorkurs– the six months 
preliminary course that was a requirement for all Bauhaus 
students to complete before they could study within a specific 
workshop. Initially taught by Johannes Itten and then eventually 
László Moholy-Nagy and Josef Albers, students were taught to 
abandon any preconceptions of art and to open up their mind to 
using a wide range of mediums; equipping them with valuable 
transferable skills. Something which is widely encouraged 
within the modern education system. During its 14 years, the 
Bauhaus produced 186 official graduates but only 36 of these 
were women (which is not even 20%). Thankfully, since 1919 
the education system has seen radical changes. Fees are equal 
and all students are welcomed without any prejudice towards 
sex. But the same can sadly not be said for the design industry. 
According to Kerning the Gap, a community based design 
initiative aimed at getting more women into leadership roles, 
67% of design graduates are female but only 17% are Creative 
Directors. It is disappointing to see how similar these statistics 
are and how women are continuously being failed– and ultimately 
forgotten– by the industry. Design is still very much a man’s 
world. A world in which men are earning a lot more.
 The gender pay gap is something that has existed 
within the workplace for as long as women have been allowed 
into it. Gunta Stölzl (seen in Fig. 4) became the first ever female 
master at the Bauhaus in 1925 and even then she described of 
how she was getting paid less than the men in the same position 
at the school. Fast forward to today and we’re still seeing women 
earning much less. Earning an average of 20.3% less than 
men, women occupy the majority of roles at the lower end of 
the pay scale. This sits hand in hand with the societal pressures 
for women to start a family; although they’re nothing new, it is 
disappointing to see that women are still expected to try and 
manage both a career and a family. In many cases this results 
in a women slowing down her career or sacrificing it altogether. 

Speaking to Maud Lavin, author of Clean New World: Culture, 
Politics and Graphic Design, designer Ellen Lupton described 
her experience as a mother within the design industry: “Many 
women choose to work at home and/or part-time in order to get 
a balance. There is a loss of pay associated with this, but an 
enormous gain in efficiency. I work from home… the result: I get 
more done, waste less time, see my kids more, and get paid 
less.” 
 These are issues that also transcends design. It has 
become apparent that no matter how accomplished a woman 
may be, she is still held to expectations by society that are 
incredibly outdated. It has been a constant fight for women to 
be viewed without discrimination and more than an object to be 
desired and married off, and whilst huge steps have been made, 
it is a battle that is still not quite won. During the 2016 presidential 
election in the United States, the first descriptor in Hillary 
Clinton’s Twitter biography was “wife”. Whereas, on the account 
of her husband, Bill Clinton, the first descriptor was “founder” 
and not “husband”. From Anni Albers to Hillary Clinton– arguable 
one of the most notable politicians in the world– we’re seeing 
that being a wife holds importance over their own achievements. 
This isn’t to say that women can’t (or shouldn’t be) proud of 
being a wife; for some, it is a huge part of their identity. It is about 
ensuring women can take ownership of how important these 
things are to them and ensuring that they have the choice of how 
they want to be perceived by others: wife, or mother, or designer, 
or creative. This about empowering women and making sure that 
they feel seen– not forgotten, like the women of the Bauhaus.
 100 years on the Bauhaus continues inspires us. It was 
a revolutionary school that allowed for a huge progression within 
design. And whilst it is important that we celebrate its successes, 
we must also reflect upon the Bauhaus’ flaws and how we can 
learn from them. We can no longer allow for women to be left in 
the shadows and forgotten. It is time to push for positive social 
and political change, to create a safe and equal creative space 
for all who wish to access it.
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It has been 100 years since the birth of the Bauhaus– a legendary 
school that has had a lasting influence on design. I saw this as 
a great opportunity to write about the women of the Bauhaus 
and their lack of representation within design history, as more 
information than ever has become available about their work 
and lives and it feeds into my own personal interests of German 
history and women’s rights. Throughout my research I discovered 
many parallels between the treatment of the women at the 
Bauhaus and the treatment of women within modern society; both 
in and out of the design world. Therefore, this makes the subject 
incredibly important to talk about as it highlights that women are 
still facing issues that they did a century ago and that we are still 
working towards gender equality.
 I broke my research down into four key sections 
that would help me to ultimately find out why the women of the 
Bauhaus have been forgotten and if they are still prevalent 
issues within our current society. Starting with research of the 
Bauhaus itself, I wanted to ensure that I had a solid foundation 
knowledge of the school, how it functioned and significant 
individuals. These included Frank Whitford’s Bauhaus (1984) 
and the Bauhaus Travel Book: Weimar, Dessau, Berlin (2012) 
from the Bauhaus Archive. Whitford was one of Britain’s leading 
experts on 20th century German and Austrian art, making his text 
incredibly reliable to base a lot of key information on; especially 
the condensed history of the school in the introduction. Moving 
on from this, I explore the women of the Bauhaus more: who 
they were, their contribution to the school and how they were 
treated whilst at the school and after it closed in 1933. Using 
Bauhaus Frauhaus: Gender Formation in Design Education (Ray, 
2011) as a key text, I was quickly able to confirm my assumption 
that– despite the Bauhaus being revolutionary for allowing 
female students to study there– they were treated with prejudice 
and a complete lack of respect as artists. Within the essay, 
Katerina Ruedi Ray– Bowling Green State University School of 
Art director and published design author– writes in detail about 
the experiences that some of the women of the Bauhaus faced 

and also gives an insight to post-War society and the “collective 
psyche” (Ray, 2011, p. 73) of 20th century people. Through this 
text I was able to clearly identify that Walter Gropius and other 
members of the male faculty were consciously making it harder 
for female students to enter the school and establish themselves 
as artists in their chosen practices; impacting their success 
and, therefore, their legacy within design history. When women 
applied to the school in similar numbers to that of male students, 
Walter Gropius and the Council of Masters began to make it 
harder for females to study at the school:

“Weimar legislation had given women equality of access to 
study. In 1920, therefore, seventy-eight male and fifty-nine 
female students were at the Bauhaus, whereas Gropius had 
originally anticipated one hundred men but only fifty women. 
As the two genders continued to apply in equal numbers, 
the entry of women students at the Bauhaus was restricted, 
first via higher fees (180 marks for women and 150 marks 
for men) and second, in a 1920 decision by Gropius and 
the Council of Masters, via differential admission: “Selection 
should be more rigorous right from the start, particularly in 
the case of the female sex, already over-represented in terms 
of numbers.” (Ray, 2001, p. 77)

This quotation appears in smaller, broken down sections within 
my article and is used as a key piece of evidence to show that 
women were discriminated against from the very beginning of 
their journey at the school. I was also keen to use first hand 
accounts within my article in order to emulate the tone of the 
Printed Pages article that I was referencing. Eckhard Neumann’s 
Bauhaus and Bauhaus People (1970) allowed me to read short 
essays from students and masters of the school and one that 
particularly interested me was Letter to the Younger Generation 
by Marianne Brandt. As well as textile artist Anni Albers, 
Brandt became someone that was a focus within my article, 
as she was one of the only women to ever work outside of the 
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weaving workshop and within her letter she describes her initial 
experience within the metal workshop: 

“At first I was not accepted with pleasure—there was no 
place for a woman in a metal workshop, they felt. They 
admitted this to me later on and meanwhile expressed their 
displeasure by giving me all sorts of dull, dreary work. How 
many little hemispheres did I most patiently hammer out of 
brittle new silver, thinking that was the way it had to be and 
all beginnings are hard. Later things settled down, and we 
got along well together.” (Brandt, 1970)

 The patriarchy and gender politics became the 
next research topic, as I wanted to make sure that I fully 
comprehended these areas and that I could use them to support 
my key theories/ points within my article. I started by analysing 
the works of prominent feminist art historian Linda Nochlin, 
particularly her essay Why Have There Been No Great Women 
Artists (1971). Within this essay, Nochlin gives a wide historical 
context to the art world and writes at length her theories as to 
why no women sit amongst the greats of the art world (DaVinci, 
Picasso, Klimt etc). One part of her text that interested me 
was where she begins to touch on the expected role of a 
women within society. She speaks about how “the ‘real’ work 
of women is only that which directly or indirectly serves the 
family; any other commitment falls under the rubric of diversion, 
selfishness, egomania, or, at the unspoken extreme, castration.” 
(Nochlin, 1971, p.17), which shows how intimidated the men 
of the Bauhaus must have felt when these women decided 
that they wanted to take their lives into their own hands. My 
other research within this area was much more general (not art 
or design related) and covered a broad timeline. From Mary 
Wollstonecraft’s Vindication of the Rights of Woman (1792) to 
Feminists Don’t Wear Pink: and Other Lies (2018) by Scarlett 
Curtis, I was able to identify similarities and differences between 
texts hundreds of years apart and use these to support my 

research. All of this research made my writing much more 
confident and allowed my arguments to be stronger, however, it 
is not featured within the article perhaps as much as I would like 
due to the word count. I would have liked to gone more in depth 
about the fight for women’s rights and the fight for education, 
which Hidden From History (1977) author, Sheila Rowbotham, 
describes as “heartbreakingly slow” (Rowbotham, 1977, p.50). 
I also wanted to keep my writing concise and entertaining for 
reader; the article becoming too academic would not fit with the 
style of the magazine and perhaps result in a loss of interest from 
the reader.
 The final section of my research focused on gender 
inequality within the modern design industry and identifying if 
women are still being forced into the shadows (and ultimately 
forgotten) by society. I began my research by looking at Kerning 
the Gap, which is “a community that Nat Maher (Fig. 6) started in 
2015, aimed at getting more women into leadership roles within 
the design industry.” (Kerning the Gap, 2019). They identify 
that although 63% of design graduates are female, only 17% of 
leadership roles are occupied by women. The lack of diversity 
within the industry is also discussed, as “BAME representation in 
leadership roles is just 12%.” (Kerning the Gap 2019). Diversity 
is something that I really wish I could have spoken about within 
my article as it is a very important issue. But because of the 
word count limitations I was not able to and it wasn’t something 
that I just wanted to skim over without giving it the attention the 
issue deserves. The gender pay gap was something that I felt 
was very important to touch upon as it was something that Gunta 
Stölzl spoke about; as the Bauhaus’ first ever female master, “she 
complained that she didn’t get paid as much as the men” (Anni 
Albers: a Life in Thread, 2019). This problem is still very much 
alive as according to Kerning the Gap, women get paid 20.3% 
less than men within the design industry. This area of research 
did result in a difference of statistics as Kerning the Gap and 
other online design resources such as Design Week and Creative 
Bloq state that the gender pay gap sits at around 20-21%, but 

when using the gender pay gap tool from the Office of National 
Statistics (ONS), they claim that UK women are “paid 5.6% less 
than men a year” (ONS, 2019). After deeper research into this 
issue, I discovered that “as a micro industry, with 98% of our 
businesses having less than 50 people in them,” (Kerning the 
Gap, 2019) design studios don’t legally have to publish their pay 
scales. This means that the information from the ONS might be 
less representative of the whole design industry as they based 
their results on the Annual Survey of Hours and Earnings- 2017 
provisional (UK).
 Using my research into gender politics and modern 
gender inequalities, I discovered evidence that showed that 
these are issues that transcend design and that women of all 
professions and areas face. My research into the women of the 
Bauhaus (Anni Albers in particular), showed that many times 
“if they are referred to, it is often simply as one half of a power 
couple, with little focus on their own practice.” (Stoppard, 2019) 
which was reflected within the writing of Chimamanda Ngozi 
Adichie, a Nigerian feminist writer. In her 2018 book Dear 
Ijeawele – a Feminist Manifesto in Fifteen Suggestions, Adichie 
writes of how “marriage is [not] something we should teach 
young girls to aspire to.” (Adichie, 2018, p. 27) and I used her 
Hillary Clinton anecdote as an important piece of evidence:

“When Hillary Clinton was running for president of the 
United States, the first descriptor on her Twitter account was 
‘wife’. The first descriptor on the account of Bill Clinton, her 
husband, [was] ‘founder’, not ‘husband’.” (Adichie, 2018, p. 
31)

 This research has allowed me to look at how the 
women of the Bauhaus were treated and how this has resulted in 
them being forgotten by design history. It is disappointing that it 
has taken 100 years for talented women such as Marianne Brandt 
and Anni Albers to be showcased and appreciated: for both 
their work and their pioneering steps for women. But perhaps 

what is even more disappointing, is that my research has shown 
that women are still struggling against prejudice and inequality 
within the workplace– especially when trying to balance a career 
with family life. These expectations are incredibly outdated and 
regressive for both women and men. I was surprised to see so 
many parallels between the Bauhaus and a wider society, as both 
Anni Albers and Hillary Clinton became overshadowed by the title 
of “wife”. Overall, the aim of this report is to shine a light on the 
women of the Bauhaus and that they get the recognition that they 
have always deserved. I also hope that the article serves as a call 
to action for readers to not allow prejudice like this to continue 
against women. We should not have to wait a century to reap the 
rewards of our success’.
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I selected Printed Pages as the publication to write for at a 
very early stage of my research report because I knew that the 
2018 Autumn/Winter issue was centred around the Bauhaus 
and that this would fit with the themes of my article very well; 
providing the perfect context for it to sit within. Printed Pages 
is the official magazine of the online creative platform It’s Nice 
That and the first issue was published in the Spring/Summer 
of 2013– making it quite a well established and respected 
publication. It originally started as an 84-page, saddle stitched 
magazine that was “built around 8 main features,” (It’s Nice 
That, 2013) but has since grown to contain over 200 pages with 
a wide variety of feature articles, all perfect bound within a soft 
cover. Released bi-annually to showcase the best creative work 
of the past six months, Printed Pages is aimed at designers, 
creatives or anyone interested in the design world. Their content 
spans a wide range of disciplines, from advertising to furniture 
design to photography; therefore attracting an array of readers 
of all disciplines, ages and backgrounds. I kept this in mind 
when writing my article to ensure that jargon was restricted and 
anything that could be unfamiliar to the reader (i.e. the Vorkurs) 
was briefly explained. As well as being published in a printed 
format, feature articles from Printed Pages can be accessed 
via the It’s Nice That website, which makes the articles widely 
available to many people around the globe.
 Within the A/W 18 issue of Printed Pages is an article 
by Ruby Boddington titled “When Work Becomes Play”, which 
is centred around the legacy and “internationalist values” 
(Boddington, 2018) of the Bauhaus. The end of the feature 
focuses on the work of Sascha Lobe (Pentagram partner and 
designer) and how his work is inspired by the iconic school. 
The article also features illustrations and typography by Lobe. 
I used this article as a template for what I would produce for 
my research report both in respects of writing style and design 
decisions. The tone of the article is quite conversational and 
uses well-considered and interesting language, which keeps 
it engaging to read and easy to comprehend for readers with 

less knowledge of the Bauhaus and Sascha Lobe. When 
writing the article itself, I made sure to keep referring back to 
this article to ensure that the tone didn’t become unauthentic.  
When researching journalistic writing and what makes a piece 
of journalism entertaining, I discovered that “ultimately there is 
one purpose: to make the reader read the story.” (Cole, 2008). 
I found this to be very valuable as it made me realise that as I 
write, I should let other people read and review the piece. This 
allowed me to respond to feedback and cut, edit and rephrase 
sections that were not received as well as what I intended. 
Additionally, within my research of the Bauhaus and its female 
students, I decided to read quite a lot of online articles that had 
a similar approach to writing to ensure that I became familiar 
with the tone and style that journalists use. Once I had achieved 
the right tone for my article and became accustomed to it, I 
decided to hone in on the finer details. As including first hand 
accounts was going to be important in the delivery of evidence 
within my article, I analysed the use of quotation marks. In all 
cases, double quotation marks (“ ”) were used and so this is what 
I replicated throughout the whole of my research report. Any 
numbers referenced within the article were written numerically 
and not as full words: for example the centenary of the Bauhaus 
was mentioned on occasion, so I wrote 100 and not one hundred. 
These details have made my writing much stronger and have 
ensured that the article and supporting text is consistent in its 
approach.
 I decided to take quite a meticulous approach to 
designing my editorial report to ensure that I recreated the 
Printed Pages Bauhaus article as well as I could. Starting by 
measuring the page size of the magazine, I set up an InDesign 
file with the dimensions of 20cm by 27.5cm (which measures 
just under A4 in size). I was then able to begin to create my 
grid, which all of my content would sit within. Printed Pages is 
a magazine that follows its grid and rules quite tightly which 
allows the work to really stand out off the page. However, the 
publication does still experiment with certain aspects. The paper 
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stock changes multiple times throughout the magazine, switching 
between a high gloss and matte paper stock. This change gives 
the magazine a tangible element and encourages the reader 
to physically interact with the pages. The use of colour is also 
playful and bold, which captures the character of the magazine 
and It’s Nice That as an extension of this. The grid consisted 
of 10 columns with a 5mm gutter, a column width of 8.3cm, a 
top and outside margin size of 10mm and a bottom and inside 
margin size of 20mm. From this point, I had a well established 
grid and was able to focus on page furniture and typefaces. The 
body copy of the magazine is a sans serif font, which has at least 
a regular, italic and bold variation. I was unable to reveal the 
exact typeface but I decided to use Helvetica Light to replicate 
this as the typefaces have similar shapes and x-heights. It was 
used at a size of 7.8pt with leading of 11pt and a tracking of 
10. I was pleased with the outcome of the body copy and once 
I dropped in my article text, it looked very similar to the original 
article. Next, I focused on title and subheading typefaces. This is 
where I began to make conscious design decisions in changing 
elements of the article. In the Printed Pages Bauhaus article, they 
use typography designed by Sascha Lobe to create a title page 
but because my article does not focus on Lobe or an individual 
designer, I decided to follow the standard format of their other 
articles (Fig. 9). There, Printed Pages use a compressed sans 
serif typeface, where a word per line is used. As a result, I used 
Titling Gothic Compressed by Font Bureau in its standard weight 
and followed the design structure of the magazine. Finally, I 
added in page furniture such as page numbers, article labelling 
and image labels. This really began to pull the look of the design 
together and it began to look complete in its design, supporting 
and showcasing the content of the article.
 I thought about imagery verses illustrations for a long 
time throughout the design of my article and which would benefit 
it better. In the Printed Pages article, illustrations and typography 
are used in a playful way for the majority of the story; with images 
featuring in at a smaller scale towards the end. However, I did 

not think that this would be the best option for my own writing, as 
I wanted to portray what was being discussed within my article 
with correlating imagery. For example, in the section where 
Anni Albers is discussed, I thought it would be beneficial to use 
an image of Albers. I chose four images that would be placed 
on four of the pages, full bleed. In order to ensure that they all 
had the same feel, I used a colour halftone effect to add a more 
graphic style to the images; taking inspiration from the work of 
Lobe. Because the Bauhaus article in Printed Pages uses the 
three primary colours (which are paramount to the Bauhaus’ 
identity), I also decided to use them but as a colour wash over 
the imagery. The imagery really completed the design, and really 
made it feel like it belonged within the 2018 Autumn/Winter issue 
of Printed Pages.
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