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Between 1931 to 1935, Brodovitch won multiple awards for his free-
lance advertising work.1 In 1934, he met Carmel Snow, the editor of 
Harper’s Bazaar, while arranging an exhibition for the Art Director’s 
Club of New York. Snow was impressed by his work and convinced 
William Randolph Hearst that Brodovitch was the man to rejuvenate 
Harper’s Bazaar.2 For Brodovitch, it was the beginning of a 24-year 
career as one of America’s most influential editorial art directors. 

Brodovitch can be largely credited for introducing European mod-
ernism to mainstream American audiences. Annual stays in Paris  

Harper’s Bazaar

during his first five years at Harper’s Bazaar enabled Brodovitch to keep  
in touch with his old friends and stay abreast of art and design trends.3 
At the Franklin Institute in Philadelphia in 1937, he helped to craft and 
curate an exhibition dedicated to modern poster design which featured 
work by many of his European friends and acquaintainces. Paul Colin, 
A. M. Cassandre, Herbert Matter, Jean Carlu, and Joseph Binder all dis-
played work in the show and accepted Brodovitch’s requests for artwork 
and photography for Harper’s Bazaar.4 Man Ray, Salvador Dali, Brassaï, 
and Henri Cartier-Bresson also contributed work to the magazine.
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The design of Harper’s Bazaar reflected the input of a steady stream 
of artistic émigrés as they arrived in the States fleeing the turmoil 
abroad. Brodovitch synthesized and depoliticized previously radical art 
movements like Surrealism, Purism, Constructivism and Cubism by 
placing them into a mainstream commercial context. In the process, 
he created a new visual vocabulary for editorial design. Bold elements 
contrasted with expansive white space—a signature trait of Brodovitch’s 
style. He pushed the graphic potential of type with sculptural text that 
tilted and curved, emphasizing the visual movement in the images 
against which they were juxtaposed. Each new layout was distinct from 
any previous, and all conveyed a sense of motion and modernity.
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Photographs by Richard Avedon

At the end of World War II, Brodovitch commissioned work from his 
students in order to take the magazine in a fresh direction. He felt 
that the design of Harper’s Bazaar should reflect postwar optimism 
and surrealism was no longer appropriate. Previously, Brodovitch had 
little input over photographic direction. Now, he formed close working 
relationships with his photographers and guided the initial conceptual 
process. Former student photographers like Richard Avedon and Lillian 
Bassman captured dynamic, open compositions distinguished by their 

indistinct borders and minimal backgrounds. Brodovitch isolated 
and manipulated the inner content of the photographs and achieved 
striking layouts of arresting simplicity. Brodovitch rarely resorted to 
the typographic tricks of earlier years to create visual interest. Type 
was restrained, often set simply in Bodoni. Armed with enormous 
piles of photostats in an infinite variety of sizes, the photographs 
became the focus of his creative energy—subject to enlarging, 
asymmetrical cropping, and bleeding to the edge of the page. 
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