	
	
	



The “I ❤️ NY” logo, designed by Milton Glaser in 1977, is one of the most renowned and globally recognised pieces of graphic design for several reasons. Through its minimal visual elements – a simple red heart symbol, the initials “NY”, and its uppercase letter “I” -- the design communicates both the complexity of emotion and cultural meaning. Through semiotic analysis, and focusing on three key aspects: sign type, denotation vs connotation, and myth/ideaology, it can be uncovered how such a minimal arrangement became a powerful cultural icon. 
[image: ]Figure 1. Milton Glaser, I ❤️ NY, original 1976 concept sketch (red crayon on envelope). Source: Museum of Modern Art, New York.  
When discussing semiotic theory, Chandler (2017) states that signs can function as icons (resemblance), indices (direct connection), or symbols (arbitrary but convention-based). Looking at this design, we can note that the red heart used does not resemble that of an anatomical one but rather acts as a symbol that is culturally understood to mean “love”. Additionally, the letters “NY” act as an abbreviation for the location of New York, and the letter “I” is an index for the wearer or viewer of the logo. 
Denotatively, the logo consists of a capital “I,” a red heart, and the letters “NY” beneath which are set typically in a slab-serif typeface. This extremely literal structure is straightforward and universally legible for all who observe the design. However, when discussing the design connotatively, the heart adds warmth, emotional connection, and affection. The typeface, too, reads in a laid-back manner, offering a sense of accessibility and honesty in comparison to the usual corporate, polished looks that were popular at the time within sign design. 
Historically, the logo was conceived in a period of crisis for New York -- rising crime rates, economic hardship -- and was intended to foster civic pride and love for the city (Heller, 2015). With the contrast between a bleak context and a hopeful, affectionate, yet simple design, a message is given that leaves the viewer with emotional resonance. The logo became not just a brand, but a declaration of identity and solidarity with New York’s spirit and, in turn, the people of New York. 
Drawing on the concept of myth in cultural semiotics (Barthes, 1973), “I ❤️ NY” transcends its original purpose as a tourism campaign, to become a global, cultural symbol. The logo helped rebrand New York’s identity from a city in decline to a place of resilience, love, and aspiration (National Geographic, 2015). Over the decades, its ubiquity on T-shirts, souvenirs, posters, and media has transformed it into a shorthand for urban energy, identity, collective memory, and even global aspiration.
Before analysing the logo semiotically, I saw “I ❤️ NY” as a clever, yet minimal design that was easily recognisable and repeatable. Now I appreciate it as far more -- part symbol, part index, rich in connotation and mythic meaning. It conveys more than I could originally imagine; identity, emotional connection, pride, and global cultural myth. What appears as a simple slogan became a powerful cultural artefact that is still as loved today as it was when it was originally created. 
Manifesto Writing 
1. Design should be fun and enjoyable. I want my designs to communicate this to the viewer.
2. Emotion is essential to a meaningful design. 
3. A chaotic design is more fun than a simple one. 
4. Designers hold a level of responsibility for the impact of their work. 
5. Honesty is more important than all else. 
6. Design should challenge perspectives. 
7. Visual communication is a form of storytelling. 
8. Graphic design is just as important as most jobs, even if most people undervalue it as a profession. 
My design practice is shaped primarily by three central principles: that designers hold responsibility for the impact of their work; that visual communication operates as a form of storytelling; and that graphic design is as essential as many other professions, despite common misconceptions about its value. Together, these ideas shape how I approach the creative process and understand my role as a designer within society.
“Designers hold responsibility for the impact of their work” 
Design influences how people interpret the world, often more powerfully than one might realise. Stuart Hall (1997) argues that visual representation shapes cultural meanings and public understanding, making the designer’s role inherently political and socially influential. Whether they are creating branding, campaigns, posters, or digital experiences, designers create messages that shape identities, frame behaviour, and reinforce or challenge cultural values and norms. Because of this, I believe designers hold a responsibility for the effects of their work. A design may empower, stereotype, persuade, include, or even exclude -- often unintentionally. My aim is to approach each project with awareness of the cultural and emotional consequences of visual communication. I want this type of thinking to keep my designs grounded in ethics and keep me aware that my actions as a designer can have a significant impact on the viewer. 
“Visual communication is a form of storytelling”
[bookmark: _Int_DsLqRRkV]Although some may believe so, design is never just about arranging visual elements; it is always about telling a story, regardless of the medium used. According to Ellen Lupton (2017), imagery, typography, composition, and visual systems all guide readers through narratives, shaping how information is experienced and understood. Each time a designer makes a creative decision in their work -- colour, shape, hierarchy, etc – it becomes part of a wider narrative structure. A post can tell a story at first glance; a brand identity can tell multiple across its campaign; a publication builds its story page by page. Understanding design as narrative allows me, as a designer, to think more carefully about how meaning unfolds to the viewer. Instead of seeing visuals as stationary, I see them as dynamic communicators of messages and meanings in day-to-day life.
“Graphic design is just as important as many other professions”
[bookmark: _Int_ro4B20cH]As a graphic designer, it is true that our bias can impact our work. However, a number of individuals seemingly have a bias against graphic design. Although visual communication and graphic design are sometimes dismissed as decorative and non-essential, the influence they have are woven into daily life. Adrian Shaughnessy (2010) states that design shapes everything from culture to communication to politics and commerece, making it central to modern society. Graphic designers create visual systems people rely on to navigate information: signage, maps, packaging, educational material, and more. Without these designs, essential systems would lack the clarity necessary to function. Recognising the importance of graphic design as a profession strengthens the belief that design should not apologise for its value, and designers should not undervalue themselves. By treating design with the seriousness it deserves, the meaningful work committed to aiding our daily lives can continue. 
These three manifesto principles form the framework for my design practice of responsibility, storytelling, and professional value. They remind me that design is not only a creative expression but a deep cultural tool. Understanding this shapes how I work, what I create, and the impact I aim to have as a designer. 
[image: ]
Figure 2. Stop Making Sense poster, 2025 [graphic]. Author’s work.
[bookmark: _Int_VwQIOKdj]For a project in another class, I designed a promotional poster for a film called Stop Making Sense. For this poster we were given complete freedom to create whatever it was we wanted, as long as all information was communicated effectively. My intentions were to make the design feel fun and energetic, while sticking to what I believed was the film’s general theme. 
My initial reaction to the brief was to avoid literal imagery and instead communicate the atmosphere of the film. As Lupton (2014) argues, typography can act as both language and image, shaping emotional tone as much as conveying information. It was this principle that guided my choice to make type the central element of the composition (despite that no longer being a necessary step under the brief in class). By breaking the phrase “STOP MAKING SENSE” across multiple lines, enlarging key letters, and inserting a star shape as a substitute for the letter “O,” I emphasised interruption, movement, and the playfulness I believed were characteristic of the film. Additionally, I wanted to be intentional about my colour palette -- the stark contrast of black and white type against a flat red background drawing on the visual language of 1970s/80s gig posters, where immediacy and impact were prioritised over refinement.
Semiotically, the design operates on several levels. Denotatively, the poster presents a film title, screening dates, and a direct call to action. Connotatively, however, the use of red signals urgency and intensity, while the chunky typography conveys a handmade, almost rebellious quality. This echoes Barthes’ (1977) argument that cultural signs always carry ideological layers beyond their literal function. In this case, the layout evokes the raw energy of live performance and the non-conformist ethos of alternative music culture. The star symbol also contributes meaning -- culturally associated with fame and performance it becomes shorthand for the film’s status. 
From a reflective perspective, my process aligns with Berger’s (1972) argument that the way we “see” is shaped by context, intention, and interpretation. In early stages of the poster, I struggled with visual hierarchy and density. However, by repeatedly revisiting and “re-seeing” the work -- shifting elements, adjusting spacing, and testing different typographic weights -- I became more aware of how viewers might process the composition and design. This process revealed that expressive typography only succeeds when it is supported by clarity and legibility. This connects directly to my manifesto principle that designers hold responsibility for how their work is understood. Refining the design required balancing expression with function, highlighting the dual responsibility graphic designers have to both creativity and comprehension. 
To conclude, this exercise of designing a poster became one in which I had to balance expression with communication, reminding me that graphic design operates as both cultural storytelling and functional messaging -- a point reinforced by Meggs and Purvis’ (2016) argument that contemporary designers continually reinterpret historical visual languages to generate new meaning.  
The project helped me understand that visual impact means very little if information becomes obscured, and that clarity does not have to come at the expense of individuality. Instead, the design became a space where experimentation, intuition, and structure worked together – three things that remain very important to me as a designer. In this sense, the poster not only reflects the film’s energy but also represents my growing understanding of my own design practice. 
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