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n to look for stuff to buy

15 (o do \rliti‘ili:' design and

A

someone who takes ideas and gives them

gra

shic designer is a communicator:

visual form so that others can understand

one particular goal-to

them. The designer uses imagery, symbols

ut gooc

type, color, and material-whether it's events, or ideas that someone believes will

concrete, like printing on a page, or some e important to them; but - des

apl

what intangible, like pixels on a computer

g when

screen or light in a video—to represent the o ultimate purpose. Once adver
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ize them into a unified n product or event, it cajoles the audier

1mto sp

il,-r'lm':;: 19 INoney l‘,_li‘liln' de

m o however, s1
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sponse. W Gr: 1, as an indus ady ertising as a tool to 1|L,'Ii_\ sell gooc

, 15 a cousin to advertising, both of services; but the desig

were born

‘om the tumultuous 15, at its core, its own enc

n of the | EIE

Revol

riod of the Inc

when the

te 17008 and early 18¢ graphic de ym other disciplines in

1 1o 1
S the visual arts—a purpose delined by a

 class—finding itself with time or
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ind manifested by a desi;

ds and money to ¢ :Il!lf".f!':"‘
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rom within the
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cally was often a client to the great p:
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but, up until the nineteenth century,

arts patron histori

inters,

tic creation was understood to be




. [t wasn't

intrinsically a service indus

until the 1830s that the mystique of the

bohemian painter as “expresser of self”

arose and, even more recently—since the

mid 1970s—the idea of the graphic designe:

as “author.” m In the fifty-odd years since

the de :ii;'wl industry IH",[.[li to ask business

to take it seriously as a profession, the

iphic designer has been touted as every

o cultural

thing from visual strategi

“'i’i'“'. not only the \'1"!|1n'|‘;!lg
h clever visual manip

ry publie, but

ulation of the brand-h

also the larger visual language of the post

meodern environment. All these functions

are important to graphic design. .. but, lest

we forget the simplicity of the designer’s

true nature, let us return to what a araphic
designer does. m A graphic designer assim
il

A designer organizes the resultir

es verbal concepts and gives them form.

g form

) a tangible, navigable experier

he quality of the experience is dependent

on the designer’s skill and sensibility
in creating or selecting forms with which
to manifest concepts, or mess

ible for the i

ality of the experience he

de :.[\_’_-.lt'l' 15 TESPONS 1tellectual

and emotional

or she v

; upon the audience for such

messages. The designer's task is to elevate

the cxper ience of the message aboy

banality of literal transmission and tl

confusing self-indulgent egoism of me

eye-candy or self-fulfillment-although

these might be important to the de

Beauty is a function, after all, of any

vant visual mess [ust as prose can

d or well edited and

lyrical, so too can a utilitarian object be

dull and stra

designed to be more than just simply what

1¢ time around , Adolf Loos,

115, B Son

the noted Viennese architect, said, “There

is a great difference between an urn and a

chamber pot, and in this difference there
is leeway for culture.” That's a lot of leeway.
Designing is a ﬁi:-.(ipli:'lc that integrates

an enormous amount of knowledge and

tuition, but it's more than just

skill with i
the various aspects that go into it: under

standing the fundamentals of form and

composition; applying those fundament

to evoke emotion and signify higher-order

concepts; manipulating color messages;

inderstanding semiotics and the relation

erent kinds of visual

1p between

ipns; controlling the pacing of material

and informational hierarchy; integrating

type and image for unified, coherent mes
saging; and planning the fabrication of the
‘

work and ensuring its physica

quality as

an object, whether it's printed, animated

on screen, or built.



Twenty Rules for
Making Good Design

Rules can be
broken—but never

ignored.

David Jury Typographer and author

From the title page of his book About Face
RotaVision SA: Switzerland, 2004




When people talk about “good” or “bad”
design, they're referring to notions of
quality that they've picked up from educa-
tion and experience, and often from the
experience of thousands of designers and
critics before them. Sometimes these
notions are aesthetic—"asymmetry is more
beautiful than symmetry,” for example, or
“a neutral typeface is all you need”-and
sometimes strictly functional-for example,
“don’t reverse a serif typeface from a solid
background if it’s less than 10 points in
size, because it'll fill in.” Both kinds of
observation are helpful in avoiding pitfalls
and striving to achieve design solutions
that aren't hampered by irritating difficul-
ties—to make every design be all that it

can be. m Every time an attempt is made to
cite rules governing what constitutes qual-
ity, however, people are bound to get their
underwear in a knot: “That's so limiting!”

To those people, I'll say this: get over it

m Rules exist-especially the ones set forth
here—as guidelines, based on accumulated
experience from many sources. As such,
rules always come with exceptions and can
be broken at any time, but not without a
consequence. The consequence of breaking
one rule might mean reinforcing another,
and it might mean true innovation, in
the right context-a context in which a
revelation occurs that, oddly enough, will
establish yet another rule. This is how
human creativity works. m The importance
of knowing which rules are considered
important (at least historically}, and why,
is understanding the possible consequence
of breaking them so that something unfor-
tunate doesn't happen out of ignorance,

In addition, rules act as guides in helping
to build a communal discussion about
interpreting and evaluating creative work.

If everything is “good,” then nothing really
can be. Relativism is great, to a point,
and then it just gets in the way of honest
judgment; the result is a celebration of
ubiquitous mediocrity. m By no means
should any rule, including those that follow,
be taken as Cosmic Law. If you're uncon-
vinced, simply turn to page 248, where
breaking every rule in this book is advocated
wholeheartedly. But these rules are a starting
point, an excellent list of issues to consider
while you work. In the end, you will decide
how and when to apply the rules, or not,
as well as understand the results of either

course of action.
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Have a concept.

[f there’s no message, no story, no idea,
no narrative, or no useful experience to be
had, it's not graphic design. It doesn’t
matter how amazing the thing is to look

at; without a clear message, it's an empty,
o

ithough beautiful, shell. That's about

as complicated as this rule can get, Let's sl it poasants
move on. high-end flatware products in
lushly styled and photographed
environments to help convey
their quality. Materials in the
photographs—in this case, a
spiral of espresso beans—are
subtly repeated in the typography
of the copy.

Jelena Drabac Serbia

Qe s fbar

Liene - wunilbndine, meddie {w potu.

010

Zippered plastic bags with
evidence stickers package the
boaks in a series of detective
novels. The books themselves
become artifacts of the crime
navels.

Thamas Csano Canod
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As rich and decorative as this
ST.JOSEFH'S HOSFPITAL postcard is, every detail included
Haa L i TN R oI AR communicates the upcoming

‘ experience at a fund-raiser whose
theme is fantasy literature:

the watch suggests urgency;

the child on the rabbit is a nod
to children’s stories; and the
engravings and type texture
create a mysterious space
where participants’ memories
come alive.

Lexicon Graphix and

In this brochure, color and

=
Communicate—
geometry provide the only visual
don’t decorate
about efficient business practice. o (]

The circular elements, though
abstract, convey the meaning
in the large quotation through Oooh... Neat! But what exactly is it?
their arrangement, size rela- i
tionships, and color alone; no
extras are needed. is about how you support the all ‘-;IHE_JUI -

Somewhat related to Rule No. 1, this rule

And Pastnars Unitad Statas tant concept. Form carries meaning, no
matter how simple or abstract, and form
that's not right for a given message will
communicate messages that you don't
intend-including the message that you
don't know how to choose forms that are
meaningful for your audience or that you
don't care what's meaningful for them.

Follow Effective It's all well and good to experiment with
action with quiet

shapes and details and cool effects, but if
you simply spackle them all over without

reflection. From the
quiet reflection will
come even more
effec

considering what they mean and how they
support or take away from the message,
you end up with a jumbled mass of junk
that no longer qualifies as design.

DESIGN ELEMENTS Twenty Rules for Making Good Design’




012

013

thing, from the big picture down to the

tiniest detail, and ask 3-;‘:!.!.'-.:_‘[!" ‘Does

-‘-‘\'I"v‘lllill-,‘ relate harmi Hh-l:\i\- lo every

thing els

t the

lgn assumes

visual language of the piece—its interna
logic—is res

ved to address all its

arts so

tate, and reference

, not anly in ‘-|\.1|‘L'~'H' weight or

that they reinforce, re

each othe

placement, but conceptually as well. As

soon as one element seems out of place

or just a leftover that hasn't been

riven any

i.-llllf{]]\, it disconnects from the others,

and the mess: 1s weakened.

Speak with
one visual voice.

Consistent use of color, typog-
raphy, and application of the
client's logo acrass branded
print com munications create a
unified presence for a business
entity that will be identified
easily among its competitors ¢
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This brachure far an orchestra
balances exuberant abstract
marks with quiet typagraphy.
Sans-serif text and notation
provide ease of use while a
stately serif adds warmth and
contrast that visually comple-
ments the imagery.

COMMUNITY PROGRAM

21
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One type family aloene can be
used to great effect, as seen in
this annual repart. Employing
only changes in size and color,
the designer is able to present
a clearly distinguished range
of infarmation with accessible,
elegant restraint,

Use two typeface
families maximum.
OK, maybe three.

( se typefaces for s

In doing | yvou'll need te

the purposes are, and you' 1
that the only two or three purposes
for text in a project. Because a change in

type family usually sis

meaning or function-restrain yours

A single type family with a variety of
weights and italics shoul in:':'ln..l"\

1l by h:"l‘ wdd g a second 1s nice

ar texture, but don't overdo it. Too maiy
ypefaces are distracting and self-cor

onfuse or tire the

s domeitied 16 sagagiag e peunle of 1

gou s
wetll i inermercial space. Hops alid weeh
e il (i o e i i i

s provent and

- Inunﬁuﬁ'

o .Hc«--cymﬂ
o rimg torsant peganirit revdent lﬂw
Theic neighbarl fuficre. 3

= ]
¢ ¥
o
Tagsihes, ey

|-
S i 18 b 8 g ol Faod Mavkoss rumbiontl
o peserys ihaic block o Lani saxth Stieebg) (0
irwd am aband ndll-_lhul&b(ﬂ
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Viewers are likely to see this
theater poster’s title treatment
from thirty strides away, followed
by the theater’s name and, ina
sequence of decreasing contrast,
weight, and size, the rest of the
infarmation. These type treat-
ments, along with the movement
created by the title and the
supperting shapes, help move
the viewer's eyes fram mast
important item to least important.

@i Rudi Meyer France

Use the one-two punch!

Focus viewers' attention on one important
thing first, and then lead them through
the rest. Once you capture the audience
rthi

with a big shape, :

g image, a

dramatic type treatment, or a daring color,
se the activity of each less
important item in a logical way to help

steadily decre

them get through it. This is establishing a
“hierarchy”-the order in which you want
them to look at the material-and it is
essential for accessibility and ease of use.

You're designing the thing to grab the
gring f

audience’s attention, to get them the

information

y need, and to help them
remember it afterward. If there’s no clear
focus to start with, you've already lost
the battle.



The muted rose tones in this
fragrance packaging are femi-
nine without being girlish;
aslight shift toward brown in
the typography creates a subtle,
yet rich interaction, The com-
plementary green-gold-almost
adirect complement, but again,
slightly off—presents rich con-
trast and hints at complexity
and allure.

Ao Design Brazil

Pick colors
on purpose.

Don't just grab some colors from out of
the air. Know what the colors will do when
you combine them and, more important,

what they might mean to the audience.
Color carries an abundance of psychologi-
cal and emational meaning, and this
meaning can vary tremendously between
cultural groups and even individuals.
Color affects visual hierarchy, the legibility b i
of type, and how people make connections
between disparate items—sometimes called
color coding—so choose wisely. Never

assume that a certain color, or a combina- h‘-‘
tion of colors, is right for a particular "
job because of convention either. Blue !l“, [
for financial services, for example, is the 9
standout color cliché of the past ffty ‘
years. Choose colors that are right, not '
those that are expected. . . 0 B()[iL‘lii"lU
O Boticdrio © . &
, 3 B ——— | =
[0l Ay s
. T

— —

DESIGN ELEMENTS Troenty Rules for Maki
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. in narimi 1] I
imes knowt { thoughtfuln tivity ap 1
1 not s | 1 little .t a
( 15 11 1 b1t ol re tru ) t an o1 ’
1 | tuff jammed ittle of it to 1t ithout sacrificin
the harder it is for the cli experient hink about :
Exquisite, decisive contrel of
[ hat t re supposed visual par oW1 at SO eont ; :
the minimal elements, align-
‘ % b h inybod i ) I every day 1cl

ments, and the spaces around
and between them creates a

‘ Y 1 s hi dynamic, almost architectural
I L € 1plex work ot art sense to delete some of that mushi avor . .
3 space that is active and three
" big difference between con i1 something sle lear, and noticeable: dimensional... whichis all you
d” plex)” a state that ofter really need for a brochure for a
| [ iimple cont

contemporary architecture firm,

Enpresa
gipuzkoarrarekiko
atxikimendua

El Compromiso
de Adegi

con la empresa
guipuzcoana
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If you can
do it with less,
then do it.



Negative
space

is magical—
create it,
don’t just
fill it up!

+ BritishRedCross

ﬂrst\ aid training
for the workplace

no round)-is more important
th 's in it. For the most part,
th alls attention to content
related content around

L1y
ne

rounds. It ”:-".II ce
5 “l|-1|!|l':.":-i-"-.‘ presentalion that nd |

want to deal with. A lack of neeative space

y to get turned ofl.

‘il there T It

ag ts hilled 1 P he result

whelms and confuses the audience, whicl

DESIGN ELEMENTS

AT 1709110

www.redeross,org ukow

From within a confined space
enclosed by the visual angles
created by headline and body
text, hands stretch outward to
release a symbolic butterfly;
the image's message Is restated
subtly by the compositional
space with which it interacts.
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Floyd Benneit Field '52-‘\
Hew York Clry's First
Municipal Alrpart

Dadicated May 23,1931 -

Both the style—bold, all upper-
case, sans serif—and placement
of the type help complete the
composition of this poster. The
title does double duty as land-
ing strip and identifier; the logo
itself appears as an airplane
(with the bowl of the numeral 5
creating its propeller); the angu-
lar quality of the numerals is
placed in direct contrast with
the curves of the cloud forms;
and the small text at the top
draws the diagonal motion of
the other elements upward

and activates the space at the
top of the poster.

Treat the type
as image, as
though it’s just
as important.

photogt ‘li‘-,'i'\ he notorious “headline/

. !
picture | body-copy

019

hat needs to relate ce mpositionally &
svibhd lse incl 1idey sl ]
everytinne else mcluded m the design, no

natter how different they seem L



Dramatic changes in type size,
color blocking, and attention to
details such as syllabic breaks
and apen leading make the type
in these brachure spreads not
only interesting but also easily
read and easy to follow. Bars of
color and bold weights help call
ot important information.

L i [t d i T 1 |

Irpo tast A | 1 I

I 1 1wl blet

i ) K 1L ve n | 1T lari
entl n 4] al A micght b 1 (
me h rystal gol night h e
1ph n v L] 1r les 1ty jelly jar, but the
O ou see what 1

Type is only
type when it’s
friendly.

DESIGN ELEMENTS



One of the reasons you like this
poster so much is that it speaks
to our common knowledge so
clearly; it feels almost as if it
hasn't been designed. A hot
colored circle floating over a cool
blue harizon and punctuated by

a refreshing yellow field pretty
much explains itsalf,

U[} L A Sulmlmm' Segsilu!s\s_; 1998

vill think vour e
Ithough the

1bout, and you

1re you 1o 1 b
heir dime again. But consider i
been workin

the neat it ol m

o S Be universal;
remember

that it’s not

about you.




THE
DIRECTOR'S
CUT

GRAEME MURPHY
WORLD PREMIERE SEASOIN
30 MAY TO 17 JUNE 2006
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Squish and
separate.

BOOKINGS 9250 7777 wd rhyth

SYDMEYOPERAHOUSE COM
TICKETER 13
TICKETER. COM.AL

C ]

ind pushing other mat

HEALY, HUEY BERJAMIN Be rhythmic about it. Give the space:

SUTHERLAND

SET DESIGN VINCE FROST between things a pulse by making
LIGHTING DAMIEN COOPER
COSTUMES JENNIFER IRWIN,

JUSTINE SEYMOUR

CREATIVE ASSOCIATE JANET VERNON

tighter and some looser unless, of co

you're trying:to make something ¢
lifeless, and uninteresting. In that casc

everything should be about the same size,
I
ls a great idea lilze a dull

weight, color, and distance from everything

else. Nothing ki
layout that has no tension. “Withou

trast,” Paul Rand once said, “you’

SYDANREY COMPANY

HMavell [, e — Y oy £ 4 I ]

Every space in this poster is a
different size; every element
has a unique relationship with
every other. Some material is
dense and linear while other
areas are open and round,
Angles are juxtaposed tensely
with curves, large masses with
small. The result is a sequence
of visual contrasts that engage
the eyes by pushing and pulling
at each other.

Frost |'h"'-i;';|\ Avistralio

DESIGN ELEMENTS : Riules for Making Ga




Soft, rippling transitions frem
deep black to luminous blue
provide a sensuous backdrop
far the bright, sparkling typa-
graphy in this paster. By changing
the sizes of type clusters, as well
as the spaces between them,
the designer also is able to intro
duce transitions in value that
correspond to similar transitions
in the image

PIILADELPI: 1A
YOUNG ARTISTS ORCI-IESTRA

SMETANA

PHILADELPHIA YOUNG Al

Maith

Distribute light

and dark like 13

firecrackers and
the rising sun.




THE S0UL OF SYRACUSE
of Families of People With Disabilities

AHD DISCUSSING OUR CURRCNT CHALLENGES

Wednesday, June 8, 2005
7:00-9100 p.m.

May Memarial Unitarian

— — Unlversalist Soclety
e gdegcisive. i SRR
| |
Do it on purpose—
or don’t do it
at all.

Cospavinred by Syracuse Univers,

Osalsliies an challenges ahead

Conter ¢ Disabibity Siudiey, Law, man i onsuring i ol all children and adubis

Policy; the Sehioal af Education. the Collége  with dhsabilities 1o paiticipate in schosl and

of Law at Syracuse Univeraily and the cammunity life. Organicers of the faram will
scacy Board of the Cenlor on also present awards to Ceniral Hew Yark

Policy and sther community av Tamily members and ieaders who have

This pu w w the impressed our com; thiaugh thew
of [amily per ailvstaty on betiall of peaple with

va<ating far the rights of people with disabllities,
Hancy Cantar Sue Swenson
_ ¥ Chancellor
17 Srmacart s i A
| LN i
e Giviiari
i amh-
. - o Céan
14RUBL B EULATIOA
SIRACUSK UMELRRITY
1]
Every attribute of the relatively
simple material in this poster
has been elearly and confidently
resolved. The differences in the
" |
nasty in ni nin i ven

type sizes are unmistakable, as
ware of th are the differences in their color,
and the type's positioning aligns
with strong vertical and haori-
zontal structures in the image.
eis and The resulting negative spaces
saa thaall are visually dynamic.

DESIGN ELEMENTS




Measure
with your
eyes: design
is visual.

024

025

A thing is what 1t looks like—make it look

the way it's supposed to look. The eyes are

[unny things; they're often tooled by visual

stimuli, the notorious optical illusion.

Oddly, optical illusions account for ninety
ent of the visual logic of composition.

Florizontal lines, for example, appear

to drop in space and have to be adjusted

upward to appear centered from top to

bottom. Circular forms always look smaller

than square forms that are mathematically
the same height, so they must be faked a
fittle larger than the square forms to appear
the same size. Make decisions on behalf of
vaur audience: Are the two elements the

same size or not? 1s the form touching the

oy

edge of the format or not? Are two elements
aligning or not? If you intend one element
to align with another, do it by eve—don’t
measure. I the viewer ]‘L'JI.'L'i\'L‘h the

fwo items as aligning, it will assume they
actually do. If you align two items by
measuring and they don't look like they
do, it deesn't matter that they're really
lined up, The viewer will see two items
that look like they should have aligned
and will remember that some sloppy

designer forgot to make sure that they did.

The rough, visceral quality of
this page spread belies the pur-
poseful placement of forms,
The designer has very objectively
perceived the visual presence—
welght, texture, movement,
angularity, transparency, contour—
of each element and has brought
them into alignment and rela-
tionships that are harmonious
and resolved.

Andieas Ortag Austng




ALLEZUKIEL

¥
= ®

Lakeside Science ﬁ'!idmnlm Park

Allit takes to make an image
new and original—even a bad
one pravided by a client—is a
little manipulation. Whatever
the source of this portrait,
it's been given a new, specific
life with a colar change and a
little texture

Mutabor Gerr

Commissioning illustration
allows a designer to completely
customize the imagery for

a project. Plus, illustration—
whether conventional drawing
and painting or digital-need
not be bound by the laws

of nature.

L

Fraitag, 23. April 2005, 13.00 bis 17.00 Uhr

Na photography or illustration
availabler Can’t draw? No sweat,
A designer with a strang under-
standing of how abstract form
communicates—and what simple
means (here, drawing software
and a blur filter}—can transform
uncomplicated visual elements
into strikingly original and con
ceptually appropriate images.

Clem 160

DESIGN ELEMENTS

Create images—
don’t scavenge.

Make what vou need, and make it the
you can—or pay someone else to do it fe
¥ {:'ri' ng “|\‘|'|"i'w|-!|" I 1
than a commonly used instance ocl
photography that shows up everywhere.

Try not to rely on what already exists,

2 g ik ) . ; .
even though it might be che aper or easier

"‘r\_'r!'l'll'[i!“‘ll"- a "‘H!llill‘l I!HI,I more H['.‘.'.I"fll"lilli

solution is no further away than a couple

of dots and s, or a personalized scribble

that—while not slick, glossy, and full color

(and

esser in mean

for your project

because it was seen last week ina shopping-

er acd, a billboard for used

2 NEWsaD
S Newsj

;, o1 mal

enhancement product pack
might connect powerfully with the
audience. Plus, you can say |Ll.|':lz l'lllilFQl:\_-’.

that vou did it all vourself.
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This poster defies nearly all trends
currently in vogue: it’s neither
photographic nar illustrative; it’s
not flashy or glamorous; it's not
technically complex; it doesn’t
look digital; and it’s very nearly
symmetrical. But it conveys energy
and movement, and aptically it's
very powerful.
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Ignore fashion.
Seriously.

everal pood things will come out of it

Although illustration is enjoying
arise in popularity, this particular
illustration is not what's popular:
flat, posterized, clearly digital
images with complex texture and
detail, This image, in honor of its
subject, is nearly handmade in
appearance and harks back to an
earlier time.
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B Y DECORATION FOR DECORATION'S SAKE.
. 2 oo HARD TO IMAGINE IT WAS FROWNED UPON
" i : < UNTIL RECENTLY. NOW PURITY |s ou1' AND
2 e e PATTERN IS VERY MUCH IN. HENCE THE
. . '5' VENEER OF ORNAMEMT THAT ENVELDF‘S
= s -~ S0 MUCH OF CONTEMPORARY DESIG!
= % e SOMETHING SIMILAR I5 SWEEP!NG THE
., - WORLD OF INTERIORS. MUC
2 WORK ON THE FOLLOWING PAGES DERIVES
el ITS POWER FROM THE APPLICATION OF
:,, SURFACE DECORATION. AND WHO BETTER
. TO APPLY IT THAN THE REAL SURFACE
SPECIALISTS? ENTER THE ILLUSTRATOR,
: M e sy
% HER, AND MANY ] E
e [HE FASHION FHOTOCRAPHER, The extremely large type and
s o WELCOME TO THE gn.wmc ZONE. texture in the background appear
=t et S gyt ta pull to the left against the
. "; edge of the page while the white
o Jx ¢ block appears to move to the
-‘ . right. The left alignment of
o §- @ . the text block creates a vertical
By positioning the letters at e o ¢ movement. .. never mind
staggered intervals around the o et S {|  Sneambiguous SrsErauRd
farmat and then rotating the e and background state.

formation in the background, .
the designer creates not only st : |
a dynamic set of positive and I
negative intervals but also '
optical motion and a perception

of shifting between background

and foreground.

Move it!
Static
equals dull.

People make a weird assumption about
wo-dimensional visual stuff, and that is
it’s flat and lifeless! Go Aigure. This is
painters and designers have been working
ike dogs for 1,000 years to create the
illusion of three-dimensional movement
on surface: to fi wH‘n-\m-‘- ini

1 meving experience! If a layo
y flat and fails t

movement or spatial interaction, a state

e a sense ol

that is relatively easy to achieve, the

viewer's brain is likely to be uninterested

enough to hang ¢ what the

1ol ve |I:_‘|Il)‘l't‘ me out.

neathine e
notning o s

DESIGN ELEMENTS
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By appropriating the coarse,
slightly washed-out imagery
of Communist propaganda
posters, but adjusting the
cropping and adding other
kinds of elements, this book
cover creates something new
while drawing on the power

of histary to help communicate
the magnitude of the subject.

Look to
history,
but don’t
at it.

I 1
5, DUL O YOur owl

—

This cover for a reissued version
of a significant art-movement
B text represents the energy and

Irreverence of the period and
its style without mimicking it;

instead of repetition and over-
lap, hallmarks of the style, this
type is distorted and deformed.
===l -
|

F.T. Marinett

ht
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Every letter has its own shape,
and, at such a tremendous size
in this poster, those shapes are

all exaggerated; as a result, the
repeated three-letter structure
becomes intricate and asym-
metrical as the viewer is able to
appreciate the varied contours

of black space around the forms,

A dynamically irregular spatter
of red dots introduces random
mavement and a sense of unex-
pected violence,

Although the black figure essen
tially is centered in the format,

it participates in an asymmetrical
arrangement of farms—both
positive and negative—that moves
compaositional elements in a
diagonal breaking of space from
upper left to lower right. The
line of type at the lawer left
enhances the asymmetrical
quality of the arrangement,

Symmetry is the
ultimate evil.

DESIGN ELEMENTS
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I am convinced that abstract
form, imagery, color, texture,
and material convey meaning

equal to or greater than words.

Chapter1



There is no longer agreement
anywhere about art itself, and under
these circumstances we must go
back to the beginning, to concern
ourselves with dots and lines and
circles and all the rest of it.




First Things First

| ]
————
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Every form, no matter how cellular, and a totality. A square,
abstract it appears, is mean- conversely, has angles and
ingful. A circle, for example, sides that are equal in meas-
is a continuous line, and its ure, and is static. A square is
raundness is a very specific therefore analytical, mathe-
trait. A circle is therelore matical, unnatural, and finite,

endless, organic, rotational,

Form is stuff=including all
kinds of imagery and type.

The idea of formal beauty is
highly subjective. Both these
images can be considered
beautiful, despite the fact that
one is sensuous and “clean”
and that the other is aggressive
and “dirty.”
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‘ PEQOPLE OFTEN OVERLOOK

Languages of the Pen
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INVENTIVE USE OF

LINE, MASS, AND TEXTURE
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First Things First
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Every form, no matter how cellular, and a totality. A square,
abstract it appears, is mean- conversely, has angles and
ingful. A circle, for example, sides that are equal in meas-
is a continuous line, and its ure, and is static. A square is
roundness is a very specific therefore analytical, mathe
trait. A circle is therefore matical, unnatural, and finite.

endless, organic, rotational,

Form is stuff—including all
kinds of imagery and type.

The idea of formal beauty is
highly subjective. Both these
imagies can be considered
beautiful, despite the fact that
one is sensuous and “clean”
and that the other is aggressive
and "dirty.”
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INVENTIVE USE OF
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Seeing Form

and Space

Categories
of Form

U“

Into Space

Putting
Compaositional
'_"';M'."L('.\‘_u"

A Faundation
for Meaning
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THE VERTICAL FORMAT

The shape of a space produces
overall visual effects that will
have a profound impact on the
perception of form interaction
within it. A square format is
neutral in emphasis—no side
exerts any more influence than
any other. A vertical format is

confrontational, creating an
upward and a downward thrust.
A horizontal format produces a
calmer, lateral movement that
is relatively inert compared to
that of a vertical format.




- The Shape of Space

THE HORIZONTAL SHAPE

THE $QUARE CD-ROM CASE

A small format enhances the presence, or
apparent mass, of an element; a larger format
decreases the presence of an element with
the same physical size.



A positive (black) form on a
negative (white) ground, and
the reversa, retains its identity

it as anything else. Note also
how the white farm on the black
background appears larger than

036

as positive if there is no other its same-sized black counter-

' 1 DYNAMIC, ANGULAR
y farm or spatial break to define part on the white field.
‘ ) THE BLACK, LIGHTWEIGHT I

As a black (positive) form

and, eventually, might appear
becames larger within a nega- to be positive (white forms) in
tive (white) field, the leftover the context of a black field.
negative spaces become smaller

N
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VARIED CONTRASTS IN




Positive and Negative Form is considered  first step in creating a simple, overarching  appropriate to the message the designer i
a positive element, a -‘;ﬂi‘Il||1||51,u|'\1i1_;'|_1|_ message about the content of the designed  trying to « ey, The logic of composition
Space is considered negative—not in a work, before the viewer registers the the visual order and relationshi the
sad way, but as the absence, or opposite, identity of an image or the content of any figure and ground-is entirely abstract
of form .:§!IL!i_|‘1:-H:t."';;l'l‘.lilltil'illwf':-iﬂll text thatis lﬁ:'(*r‘l'lll.\'?;‘;}I;ll‘lle‘.hl?;H}_-lll'-‘ but depends § atly on how the brain
form becomes a “figure.” The relationship  the positive—in relation to the ground interprets the information that the viewes
between form and space, or figure and or negative—is therefore one of the most sees. Visual logic, all by itself, can also
r)l|!|t|_ 15 .'m,\lulc-mn-nl,;ry ,;m! HHFILI‘.LH_\«‘ ilnpnl'{.lm 'v}':‘ll“‘l A.‘:|.‘¢‘L'[_': al c\f"\i}_'ll |.‘l'L'.|L."i: carry meantng. All \‘\I"\‘r"lx.'|'\- :-_JE'\‘ I ‘i.
dependent; it's impossible to alter one and it affects so many other aspects, from tionship between figure and ground mi
not the other. The confrontation between general emotional response te informa be appropriate for one kind of communi
fipure and ground defines the kind of tional hierarchy. m The figure/ground cation, conveying energy, growth, and
visual activity, movement, and sense of r;-l.|\iu|'|.-shi[‘.x must be understandable and aggression; a static 1 ‘\m-.‘:nlz amimu
three-dimensionality perceived by the present some kind of logic to the viewer; nicating messages such as quietness,
viewer, All these qualities are inherently it must also be composed in such a way

communicative—r

slving the relation that the feeling this compositional, or

ships between figure and ground is the visual, logic generates is perceived as

DARKER AND LIGHTER FIELDS
ol calor ate used

LS50 Spor
Fiinftes Element
Figurog
AS THE LINES OF | |
Hati [ e wihal
L 2Ha 1l
1 etal]
tha penr to be negativi
e Ty accom { L

Theobart Schedler
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THE TWO MUSHROOM SHAPES

DESPITE THE FACT THAT



Laminar

Comparison of an active figure/
ground relationship (left)

with an inactive figure/ground
relationship (right) hints at
the potential for meaning to
be perceived even insuch a
fundamentally simple, abstract
environment. Compare these
pairs of simple, opposing ideas

a ¥

As shown earlier, cropping large
forms within a smaller space
may generate the perception of
new forms that become positive,
a simple example of figure/
ground reversal.

THE NEGATIVE ARROWS

between the two examples:

loud/quiet; aggressive/passive;
nervous/sedate; complex/simple;
energetic/weak; and living/dead,

[ - EEER - NN o

The Gensral Store
Kathleen Kranack
Michael Thomas

Papar Rad
and
Miracles

curated by

Sharmila Venkatasubban

and

Jeramy Boyle

The intrusion of a small shape
of exterior negative space,
relative to the positive form,
causes the negative space

to take on the quality of a posi-
tive white form while still
allowing the eye to parceive
the black form as positive

] LAl =

i
L2 Lty Aross
Alzazs i
g e g g

Tipwwiiag < Trsracing: 13 - Rpms
Friday » Satuedar. 11~ 105m

b T P 1 i B

bt e

overall. This complex figure/
ground reversal presents rich
optical possibilities in composi-
tion, even among relatively
simple, or relatively few, form
elements.

POSITIVE AND NEGATIVE
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CONSIDER EACH ELEMENT

It is what it appears to be.
Make decisions about forms
based on their appearance
rather than on intended effact
or, WOrse, measurements.
Form is optically deceptive
and so must be judged accord-
ing to what it looks like; this
is all the viewer will have to
go on as well. In this example,
the three shapes—circle,
square, and triangle—are first

shown being mathematically
the same height (top). You'll
notice that the square appears
larger than both the circle and
the triangle. So, for all intents
and purposes, it is. This optical
illusion is a function of how our
brains interpret rounded, angu-
lar, and square images relative
to each other (see Geometric
Form, page 54). If the goal here
is to make all three shapes

appear to be the same size,
the circle and the triangle must
be adjusted in size until they
do (bottom). Only when all
three shapes appear to be the
same size are they really the
same size—as far as the viewer
is concerned.




& LAl

Clarity and Decisiveness

An image's degree of refinement
refers to how much it is like
itself, how clear and undisturbed
by distracting or conflicting
clements—rather than how
“clean” or “finished" it might

appear. Shown here, first, is

a form that is not yet refined;
its internal relationships are
unclear, somewhat awkward or
unresolved. Slight adjustments
refine its inherent characteris-

tics so that they are more
pranounced. An overlay of the
original (gray) and refined
forms provides a detailed com-
parison of these alterations
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Into 5p
mposition

trategie:

Faundation

for Meaning

042
043

THE LOGO'S ABSTRACTION
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LINE CONTRASTS

THE DOT PATTERN EMBODIES



E Each of These Things Is Unlike the Other

. l\l[ I N U ‘N D GROSSE
EROBERUNGEN

ALTHOUGH THE JAZZ FIGURES
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The Dot The identity of a dot is that
point of focused att

Laneol

o181

into which it is intre
reference point for the
forms surroun

dots, and its

format

form as it HHJ{II[ appear, however

Com le
!

block of all ather forms. As

N 51Z€ to cover a l;li‘)_’_u'i' art

When a dot enters a space,

it establishes an immediate
relationship with the space;
the proportion of the dot te
its surrounding area is the
most important consideration;
second is its relative position
to the edges of the space.

Introducing a second dot
shifts attention away from the
relationship of the space to
the interaction of the two dots.
They refer to each other and
imply a structure—an invisible,
connecting paththat splits
space apart,

A dot anchors itself 1n

3 “II.'!_'(_' !

X ui':.‘ i

ention; the dot

ontracts tnward and rat

i .
ed and p1

s seemingly

d, and

The dot breaks the space ina
neutral way, being weightless
and internally balanced, but it
might already create noticeable
differences in spatial areas if
itis placed off center, The cen-
trally located dot is settled,
comfortable, and static, but it

As dots approach each other,
the tension between them
increases. If the space between
dots is just about zero, its pres-
ence assumes mare importance
than the dots themselves,and
even more importance relative

The closer the dots are to each
other, the more powerful the
sense of their unique identity
as objects; the further apart,
the more pronounced the sense
of structure, induced by the
invisible path between them.

vides a 15 a cot

ve telative to other  as

simple :

dot increa

SUCH as

dominates the space around it;
as it moves from the center,
there is a shift in dominance—
the background asserts itself
and tension arises.

)

to any other spatial interval.

If the dots averlap, especially
if they are different sizes, the
tension created by their close-
ness is somewhat relieved.
However, a new tension arises—
the dichotomy of flat, graphic

..
4

Additional dots in close proxim-
ity to the pair, however, reduce
the focus on identity and increase
attention to their reciprocal
relationship and thus, a sense
of structure or meaning. How
far are the dots from each other?

i AN ge is

its outer 15 4 dot. Recogmzing 1

The lat dot and photographic
images are all still dots

form and the appearance of
three-dimensional depth as
ane dot seemingly inhabits
a foreground, and the other,
a background position,

Is each dot the same distance
from its counterparts? What is
their configuration, and what
outer shape does it make?

What does this shape signify?
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Working together, dots create an
endless variety of arrangements
and increasing complexity—

a single vertical or horizontal
row, rotated rows, an isolated
dot in contrast to a group,

progressions in interval, ordered
rows in a grid structure, angles
and geometric patterns, curves,
and so on.

You don't need

more sources of

financial information.




NOT ALL DOTS ARE CIRCULAR!

THE CLUSTER OF DOTS

The negative dot is created in
reverse from the convergence
of other forms.

The perception of spatial depth
occurs among dots that are
different sizes; a larger dot
advances in front of a smaller
one. Changing the relative

L] L]
L I e L ] [ ]
easasaeae L
LR NN N NN NN N

edPo0 0000 BBO
L] L] *sesaese
L L L ] L
L °

A tremendous number of small
dots create (A) a regularized
pattern or (B) a randomized
texture. The darkness or light-

Clustering dots of different
sizes creates a more varied
contour, but overall the cluster
retains its identity as a dot.

tonal values of the dots, how-
ever, can create an ambiguous
spatial tension among the
dots, even though their relative
sizes remain the same.

ness of these dots depends
on density—how clese the dots
are to each other.



The Line A line's essential character is f focus, lines perform other functions;

one ol connechion; 1t unit 1 1 | separale spad joIn spaces o1

1 COIMY| il 1 . 1 | creale | cclive rr1 cenclo
visible, define the pulline effect o1 anging th
[ cen two dots it n ke o ine relative to its

ater impact on is

Y il changing the

ol becames thicker o

15 DN lually becomes
sf movement and direction: a line is inher ( 1 as s plane surface or mass; t¢
qitly dynamic, rather than stat I'he maintain the line's identity, it must b
ine might o starl somewhere an nroportionally lenothe

continue indefinitely, or it might travel a

fintte distance

1le dols create points
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Aline traveling around a fixed,
invisible point at an unchang-
ing distance becomes a circle,
MNote that a circle is a line,

not a dot, If the line’s weight
is increased dramatically, a
dot appears in the center of
the circle, and eventually the
form is perceived as a white
(negative) dot on top of a larger,
positive dot.

A spiraling line appears to
move simultaneously inward
and outward, re-creating
the visual forces inherent in
asingle dot.

Athin, single line has no center
and no mass, expressing only
direction and an effect on the
space surrounding it.

A change in weight among a
group of lines, as wellas a
change in the intervals between
them, creates the illusion of
spatial depth. Lines that are
closer together exert tension
on each other and advance

thuraday nights
from 10 to 2
with resedam ds

jason bentley
jun

Breaking the line increases
its surface activity without dis-
tracting from its movement
and direction.

in space, while those further
apart recede, If any of the
lines are rotated to cross their
counterparts, the perception

of spatial depth is enhanced—
and even mare so if their weights
also are differentiated.

|

Several thin lines together

create a texture, similar to that

created by a dense grouping of
similar-sized dots.

Although a thin line generally
will appear to recede against a
thicker line, the mind is capable
of being convinced that the
thin line is crossing in front of
the thick line.

l

Separating the lines increases
attention to their individual
identities. It also calls attention
to the intervals between them
and what, if any, variation there
might be.

Two heavy lines that are very
close together create a third—
negative—line batween them.
The optical effect of the
negative white line is that of

a positive element on top

of a single black element, even
if the negative line joins open
spaces at either end.
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Two lines joining create an
angle. The joint between two
lines becomes a starting point
for two directional movements;
multiple joints between lines
create a sense of altered

White (negative) lines crossing
in front of (and behind) black
[positive) lines create increasingly
complex spatial relationships.

050
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direction in ene movement.
An extremely acute angle
might also be perceived as a
rapid movement from one
direction to another

I\II'I’

Lines together produce rhythm
Equally spaced, a set of lines
produces an even, relatively
static tempe; differences in
space produce a dynamic,

ON THIS PAGE SPREAD

syncopated tempo. The kind
of spatial difference introduced
between lines affects the per-
ceived rhythm, and might
create meaning: progression,

WA000

[

Lines that both enter and leave
a format reinforce the sense

of their movement along the
direction in which they do so.

If the beginning or ending points
of the lines are contained

sequence, repetition, or system,
Such rhythmic changes in inter-
val create directional movement;
the more complex the changes,
and the more variation in line

N

within the format, their direc
tional movemnent is changed
from continuous to specific;
the result is that their tension
with surrounding space or forms
is increased greatly as the eye
is able to focus on the point at
which they start or stop.

rﬂu N

weights, the more complex the
rhythm and movement become.

Symlonikoncerter mmmerorkesterkoncerter

Eammerkoncerter

Liedkoncerter
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ON THIS BROCHURE SPREAD,

Lines might break or join spaces  (B) The white line joins both
within a format. In breaking or forms across a barrier. (C) The
joining these spaces, lines might  line offers contrast to the form,
perform additional functions but supparts it. (D) The line
relative to other forms within joins two spaces.

the same format. (A) The line

protects the circular form.

BECAUSE LINES ARE




Plane and Mass A plane is simply ju

aot er contour—the

he ;»\ e relative to the ¢

ts;ina large poster, even a relatively

lane object 3 s(uare or a L

for example—will still act as a dot 1f the

ce surrounding

ume ol 5

larger than the plane object itself. At the
] |

As a dot increases in size, its plane. Compare the sequences
outer contour becomes notice- of forms, each increasing in size
able as an impartant aspect fram left to right. At what point
of its form; eventually, apprecia does each form become less a
tion of this contour supercedes dot and more a plana?

that of its dot-like focal pawer,
and it becomes a shape or

ROTATING RECTANGULATR
PLANES (11

A plane surface will be more because its shape is over- In the second example, the for-
or less definable as a dot, whelmed by the larger space mat's decrease in size, relative
depending on the volume of and thus remains a dot. to the plane, causes its shape
space surrounding it. The to become maore important and
plane’s angular shape in the thus is no longer simply a dot.

first example is unimpaortant



A plane with a simple contour (A)
appears heavier (has more mass)
than a plane with a complicated
contour (B). Both planes appear
| even lighter when they take an
| surface texture. The simple

snlandar
mindamis ealendar

DEmE

June 2008
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BCiAre Evanta Calendar

plane with texture (C) appears
lighter than the solid, more
complicated plane; the textured,
complicated plane (D) appears
lighter still.

exlandar
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Upzoming Evants

A plane whose mass is light
ened by a consistent texture
seams more active but appears
flatter than an adjacent solid
plane. The solid plane appears

to advance, however, because
of its perceived greater weight
Overlapping the solid plane
with the textured plane creates
an ambiguous tension between

THE VARIOUS CONTENT AREAS

foreground and background.

A plane whose texture emulates
the effect of light and shade
appears to have valume
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Geometric Form /s the wi

il form, our brains try to establ

- _—_—_‘-‘_‘_"‘-——._

THE PINK AREA

oma

There are three essential types
of geometric form: circle, poly:
gon, and line. For polygons, the
simplest are the square and the
triangle, having four sides and
three sides, respectively. The
square is the most stable and

5. boo, el

qualities, Geomi

t have a peometric or
‘lE-Li\:“'-L ARSI \;:‘.-':';li.

LrIC 1Orms mignt be

presents the most mass; the
triangle is the least stable poly-
gon and induces a great deal
of optical movement around its
contour. The circle is nearly

as stable as the square although
its continuous curve hints at

rotation; its curvy quality is
completely opposite to that of
the square, Lines that are
straight, stepped, or configured
as angles are also geometric.



Al A2

B1

Arrangements of geometric the irregular, organic quality of
forms In geometric, or mathe- their arrangements in irregular
matical, spatial relationships relationships (B1 and B2).

(Al and A2) are contrasted by

S

FOTTERING AROUND
Fhe Taglish Gapdasen

BASIC GEOMETRIC FORMS—

THE BLOCKS ON THIS
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THE DRAWINGS AND TEXTURES




Organic Form

Soft, textured forms appear
organic compared to similar
forms with hard edges, as
do forms that are gestural,

The shapes shawn here—ane,
with a relatively simple contour
(left), and the ather, with a
highly differentiated contour—
are organie, but to lesser and
greater degrees. The first shape,
despite changes in contour,
retains an intrinsically circular

mastly curvilinear, or whose
contours are constantly chang-
ing in rhythm, direction, and
propartion.

or dot-like—and therefore, more
geometric—identity; the shape
adjacent, with a complex
contour that is ever-changing
in measurement and directional
movement, is dramatically
more arganic.

Geometry axists as a building
block of natural, organic forms.
In the photograph of the leaf,
above, lines and dots—the leaf's
veins and holes from insect
activity or fungal degradation—
are clearly apparent. The outer
contour of the leaf also pres-
ents a symmetrical structure,

Variation is an inherent aspect
of organic form in nature, All
these essentially similar shapes
are varied slightly relative to

%

Distilled and stylized (A), this
form retains its pictorial identity
but loses its organic quality.
Enforcing differentiated meas-
urements between internal
components (B) enhances its
organic quality, while retaining
its stylization,

each other and transmit an
overall organic message, despite
their structural similarity.

A CURLING, ORGANIC




Visual activity on a plane surface

is categorized as a texture if it

in quality from one location to
another. While most often

The more constantly irregular
a texture’s density is within a
given area, the less overall con-
trast and, therefore, the flatter,
or more two dimensional,

the surface will appear—and
the less organic or natural.

appears random or if it changes

|

Surface Activit
activity hely

organic in source (top), such

textures may also be created
from dot-based or linear form
(bottom).

Conversely, strong contrast in
atexture’s density within a
given area, along with a certain
randomness of distribution,
increases the texture’s dimen-
sional quality as well as its
inherent organic quality. An

y:::..!mi‘ [ surta af hanege [rom one part ol the

g% ey e AR SR
AR '0’!_‘,?)‘1.3.

bt

UPON CLOSER INSPECTION,

evenly continuous transition
from lighter to darker within

a given area will often be per-
ceived as the play of light
across a volume,
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Visual activity on a plane surface
should be categorized as pattern
it it exhibits some repeated,
consistent relationship, such as
a drid structure, between its
component elements. Shown
clockwise from upper left are

A

WARPING THE PROPORTIONS

an engraving, a grid of square
dots, pattern created by photo-
graphing architecture, and a
simple herringbone,

cellent
hecause 1nl s1

ather than be

Increasing the density of a
pattern’s components creates

achange in darkness, or value,

Changes in pattern density,
or value, may be stepped,
as in the example above (A),
of continuous, as in the grid
of dots, right (B).
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While the continous transition
fram lighter to darker values

in the dot grid is smoath, and
less geometric in appearance,
the pattern still retains its
mechanical quality in contrast
to texture.

1es throi
heeting, e
tearing creates surface ac

In a patterned surface, creating
the perception of three dimen-
sionality and the play of light is
also possible, but the geometric
quality of the pattern presents

a highly stylized version of volu-
metric appearance. Cnmpare

the patterned volume at top with
the textured volume at bottom.

PATTERN 1S CONSIDERED
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Breaking Space Space—the ground or field

.
until iti
e di

nappens

COMPpOsilon-1s neutral and macteis

the designer a 1ol
only to e1 eain
'!'['-H\“il“l\l-} rtant messages, both

nceptual, before the viewer
e chance to assimilate the con

fined and given mean

ST isd
img the mmstant a form appears within it,

no matter how simple. The resulting

Bedicain # Uiine

THE FORMS ON THIS

breach of emptiness creates new space

he areas surrounding the form. Each

complexity bul also decreases the literal

imount of space—even as il creales new

Is of space, forcing it into distinc!

it fit around the forms like the

pieces of a puzzle. These space

s shouldn't

e considered “empty” or “leftover;” they

are integral to achieving flow around the

1
s¢ of order

form elements, as we

1 unity threughout the composition

When the shapes, si

5, proportions,

and directional thrusts of these spaces

As soon as a form enters a given space, the
space is changed and structure appears—
simple as this might be. There are now two
spaces created by the form’s location in the
center of the format—each similar in quality,
shape, and volume.

Withaut changing the form—except

for a minor repositioning—the volumes,
shapes, and qualities inherent in the
spaces surrounding the form are made
different from each other.




Static and Dynamic |

CO WORKER

Changing any aspect of a form entiated spaces with new,
in space=its relative size, its more complex relationships
shape, its orientation to hori- to each other,

zontal or vertical—or adding an
additienal form, creates differ-

s
&
|

Multiple forms situated around
similar spatial intervals create
static interaction. This compo-
sition—the arrangement of
farms within space—seems
restful, comfortable, and quiet,
and exhibits a kind of stasis
despite the irregularity and
rotation af the forms.

-
o EEE \

Altering the intervals between
form elements, or between
elements and format edges,

creates a dynamic composition.

The movement of the eye is
enhanced as these intervals
exhibit more contrast with each
other. Note the areas where
the negative spaces become
compressed or exhibit a direc-
tional thrust.

DECISIVELY BROKEN 5PACE
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Arranging Form \V/ithin o comp

Distinguishing Forcing clear
separation between individual
formal elements—whether they

have similar or different identi-

ties—enhances the sense of
difference between them.
Despite such distinction, forms
that have similar identities
will retain the sense that they
are related. One result of
distinguishing through spatial
separation, however, is that
Intervals of negative space may
become more regularized and,
therefore, potentially static.
Rotating elements to create

directional movement will alle-

viate this quality somewhat.

=

2 .

Clustering Grouping form
elements together may simplify
a composition overall as well

as create a sense of relationship
between clustered elements—
and of difference between a
cluster and a separate element
or between several clusters, As
aresult of clustering, where the
forms do not necessarily overlap
but come into close proximity,
a contrast arises between the
smaller, intricate spaces among
the clustered forms, and larger,
simpler contours around the
outer contour of the cluster.
The greater the proportional
changes in the outer contour
of the cluster, the more dynamic
it will appear, along with the
spaces around the cluster,

Near and Far [

1S1T1017

.
—

v

Aligning Creating edge rela-
tionships between form ele-
ments—aligning them to each
other from top to bottom, left
to right, making them parallel,
and so on—might create geo-
metric superstructures and
rhythmic repetitions or systems,

181, 1Ol amiale

Ovetlapping Allowing one
form to eross in front of anather,
aven if both are the same color,
will create the illusion of
foreground and background.
Introducing size changes among
forms that overlap, as well as
changes in their relative values—
ar, for that matter, placing
negative forms on top of posi-
tive—will greatly enhance the
illusion that the forms exist
within three dimensional space.




away from the viewer, The designer may
increase this sense of depth by changing
the relative values of the forms by making
them transparent and increasing the dif-
ferences in their sizes.Placing forms that
are reversed—made negative, or the same
value as the field or format space—on top
of positive forms, will similarly exaggerate
the sense of spatial depth, as well as poten-
tially create interesting reversals of higure

to the viewer's sense of its importance and,

therelore, its meaning relative to other

forms presented within the same space.
Movement Overlapping and bleeding, as
well as the rotation of elements compared

to others, may induce a feeling of kinetic

movement. |':!(?ﬂlt'H ks g)t‘l'l.'t‘i\’L?LI Lo occupy

dimensional space often appear to be

moving in one direction or another—reced

ing or advancing. Juxtaposing a static form,

.‘:é_{;li\l, the odd conclusion that the \‘:‘I;tll‘\liif:_‘-_
spaces mean the forms are moving in rela
tion to each other. The degree of motion
created by such overlapping, bleeding,
aration will evolke

and rhythmic spatial

Vil viu-:': L|L1'|i‘|,'\-'-1 of :,'H:';‘:_"\' or IL,'!\‘IIII‘IH'.\.\.\
the designer must control these messages

as he or she doe: any ot her.

and ground, The seeming nearness or such as a horizontal line, with a more active

distance of each form will also contribute  counterpart, such as a diagonal line, invites

comparison and, oddly, the assumption

that one is standing still while the other
moving. Changing the intervals between
TYPE, GRID PATTERNS, 1

elements also invites comparison and,
T frie blocl 1 1

isual Communicatio

educsior Timathy Sanuass will 2sk
the yuastion, “To Grid ar Kot ta Grid!™
aral wxjradd sarie dnswars

\

Layering The use of trans-
parency in a cluster enhances
the illusion of their apparent
existence in three dimensional
space. Carefully considering
which elements appear solidly
positive or negative—and which
appear transparent—can result
in startling conflicts in appar-
ent spatial position.

‘
®

Kinetic Sequencing Any
element that is rotated away
from orthogonal—horizontal
and vertical—orientation will

be perceived as moving, or
kinetic, especially if it can be
compared to any orthagonally-
oriented forms, Introducing
changes in size, rotation, and
interval among elements,
whether the same kind or not—
Bleeding When forms within and more so if such changes

the compositional space appear  APpear progressive from element
to leave the farmat—that is, to element—will create the

are cropped off by the edge of impression nfmnver‘nent and
the format—they implyamuch ~ Progression—a kinetic sequence—
bigger composition extending ~ ameng these particular elements.
outward into the “real” world.

Pl At Lostitne af Ba=ton
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-ymmetrical spatial intervals are
inherently static, and their static
juality is greater the smaller (or
fewer in number) the elements
that separate them.

Symmetry and Asymmetry 1

Form elements and spatial inter-
vals that share a similar presence

in volume or weight produce the
most static configuration possible,

As the relative size or number
of elements within a symmetri-
cal arrangement increases,
the static quality decreases but
remains prasent.

ASYMMETRY 1S INHERENTLY

When symmetrically organized
forms become so large that they are
clearly bigger than the remaining
symmetrical spaces, their confron-
tation with the farmat becomes

very tense, and their static quality
is greatly reduced.
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The diagonal line in the upper
composition separates a trian-
gular space from the remainder
of the format; this space dis-
connects from the composition
and is deactivated. By ending
the line short of the format
edge, even minimally, the eye
is encouraged to travel optically
around its ending point and
join the two spaces together,
activating and relating them to
each other.

Activating Space During the process of

omposing form within a given space the alig

portions of space mi

nected from :.i|| r portions. A

might be separated physic:

one edge of the format Lo

)\ij‘!‘i b |||\Ei.':'LH\' separate

orms aligning in st

Y1,

In this example, a line ance
again intersects the format,
but, because there is an over-
lap of shape connecting the
spaces on either side of the
line, both spaces are activated.

mment and entering
dist 1. Focusing the majority ¢

\ I elivity into one area of a composi
Iy or blocl xample, by clustering
( es fron vay of creating emphasis and a co
12 other area for rest. But thie sLralegy g

] because of a esult in p ces that |L‘-‘i~‘-l‘!"i; Of 15
h a way that m this activity. In all such «

Because the arrangement of
these forms creates an optical
alignment that, while open

to the space at the top of the
composition, stops the move-
ment of the eye begun in the
lower part, this same space
now appears inert. In contrast,
a simple shift of one element
beyand this invisible alignment
invigorates the formerly inac-
tive space.

The degree of spatial activation

in various parts of this compo-
sition differs because of the

changing proximity and tension

between forms... as well as
from differences in haw the
various forms confront each
other—some overlapping
and decreasing tension, some
aggressively opposing each

other in direction or contrasting

curve and angle.
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the eye is discouraged from traveling past
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The sensual pleasures of warmih and cleanliness see
to bring out the best in people: the Japanese respond with happy

5 and walls of

| spinted conwversalion punctuated by

In this composition, the edge
relationships offer one kind of
tension within the space, some
more aggressive and others
less so. At the same time, the
edge relationships of angular
forms create tension relative

& magiily the

Vgl ched laughler

o 0 F

to the open, sweeping forms of
the curved elements; a similar
change in tension accurs
between the line elements—
which are themselves angular,
but in the foreground-and

the angular plane surface—
which appears as a background

THE JAPANESE

element. Both angled plane
and lines contrast with each
other in identity and apparent
spatial position, but comple-
ment each other’s sharp, geo-
metric qualities. This attribute
is yet another type of tension.

i i v

A BLACK LINE (/o



Compositional Contrast Creating arcas

ol I!i;l‘_'l'il'lll_' E‘['l'fal nce o1 Ill[";!li,‘,’ Areaias

‘H other—is inherent in

4 t unth &
that contrs with ea

l-resolved, dynamic com
itll:"‘

(light versus dark,
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] i

Vhile the term “conti
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curve versus angle, and dynamic versus
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tatic), it : |:‘-|.|||‘!J|5- s to the guallty of dif
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ference in relationships among forms and

spaces interacting within a format toge

15 0f con

er. The confluence of varied stat

A composition with strong contrast

wetimes referred to as “tension.”

etween round and sharp, angular forms ingular plane comes into close contacl
in one area, oppos y another area with a format edge at or but
where all the forms are similarly angula y free of the edge in another; the

ation could exhibit more tension

hibit a tension in angularity; a

nd location

of dense, than that of

COTTLPOS] 1011 [

ith areas that ar

generally more open and regular might

line rhythms s

be characterized as creating tension

e term tension can be

in rhythm, m Tl
sub

tuted for contrast when describing
individual forms or areas that focus on
particular kinds of contrast—for example,

in a situation in which the corner of an
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Proportional Systems Controlling the
eye's movement through, and creating
harmenic relationships among, form ele
) ments=whether pictorial or typographic
'to assume gﬂﬂiﬂg old: (see page 202, Structure: The Grid System)-
ing set . might be facilitated by creating a system
of recognizable, repeated intervals to
which bath positive and negative elements

adhere. A designer might approach devel
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oping these proportions in an intuitive
way—moving material around within the
space of the format or changing their rela
Live sizes—to sec at what point the spaces
between elements and their widths or
heights suddenly correspond or refer to
each other, After this discovery, analyzing
the proportions might yield a system of

repeated intervals that the designer can

'S

apply as needed. m Alternatively, the

designer might begin with a mathematical,

]I'|l|-|\c":,'ll,lr‘rl-l‘;‘.l_‘d appro ach that forces the

material into particularly desirable rela-

tionships. The danger in this approach lies

in the potential for some material to not
fit so well-making it appear indecisive or
disconnected from the remainder of the

compositional logic—or, worse, creating

The Law of Thirds A simplified
mathematical approach divides any
format into thirds—left to right and
top to bottom—under the assumption
that the intersection of these axes
will be paints of focus by the brain.
As a format’s horizontal and vertical
measurements become more exagger-
ated relative to each ather, the thirds
that are produced become more exag-
gerated themselves but still present
an overall proportional unity that a

Musical Logic The intervals between
musical notes or chords—the octave
established by the seven unique tonal
pitches in Western music—might
also lend themselves to creating pro-
portionally related spatial breaks.
Since the late Middle Ages, in fact,
book designers have been using these
proportions to create relationships
between page margins and blocks

of text. Similarly to pitch intervals,
the rhythmic or thematic structure

Mathematical Logic Creating inter-
vals based on mathematical systems
is another proportional strategy. Any
numeric progression or fractional
relationship can be a starting point—
odd-number ratios (1:3:5:7), for
example, or perhaps a system of
halves (1:2:4:8:16). The first example
shows this latter matehmatical system
as the basis for its spatial breaks.
The grid system shown in the second

The Golden Section A proportional
system first implemented in a design
context by the Greek sculptors and
architects Phidias and Ictinus, the
Golden Section focuses on the rela-
tionship of a square and a rectangle.
Drawing a diagonal line from the
square's upper left corner to the mid-
point of the bottom side—and then
swinging it upward so that it is in line
with that side—determines the width
of a rectangle that is built off the
square as a base.

static, rigid intervals between positive
and negative that are too restful, stiff,

awlkward, or confining,

designer can use to map out major
compositional arrangements, While
dividing a format inte thirds presents
an intrinsically symmetrical relation-
ship between the three spaces that
are defined, the two axes that define
these equal intervals also pravide a
very asymmetrical proportional system
of one-third relative to two-thirds.

attributed to structure musical compo-
sitions can be applied to the distances
between elements in a layout: ABA, for
example, or ABAC, in which “A” is one

measurement, “B*” another, and so on.

example is a system based on repeated
mathematical intervals with a comman
prime number, 3. A thirteenth-century
Italian mathematician, Leonardo
Fibanacci, discovered a natural pro-
gression of numbers in which each
number is the sum of the preceding
two—for example, 101:2:3:5:813:m,
and so on. Coincidentally, this same
proportional relationship is what
drives the Golden Section.

Oddly enough, dividing this new rec-
tangular area by the width of its short
side creates a new square and rectan-
#le in the same propartions as the
original square and rectangle. Dividing
each new rectangle in the same way
produces the same relationship over
and over again in decreasing size, By
connecting the corners of the squares
with circular arcs, the spiral that is
present in the formation of nautilus
shells is magically revealed.
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they are recopnizably different from each
other—whether line, det, or plane (and,

specifically, wl

ning po
1Ng

Seeing Is Believing \What 1= the
all this fo
most fundamental

rim and sy

wce 1nteracting

carry meaning because

1at kind of i'\.llu ). As

result of between forms to see how they are differ

AL thi 1t and whether this is important. Forms

i |‘ Eie |;'.||!| 15 mean W!||| suMilar shapes or s1zes are I\HIL(U

by the mind as being related; if one form
AMONg a group is different, it must be

unrelated, and the mind takes note

-!1.‘;i_iil

nt in trying to understand what

it's seeing, the mind makes comparison:

Distance Isolation

Progressive size change
Increased importance; growth

Value Change Confrontation

By differentiating elements
from others within an overall
grouping, a designer creates
afocus for consideration,
allowing the viewer to identify
one set of elements and com-
pare them to another.

Progressive Separation
Breaking out or leaving

Direction Movement or energy

Movement Inward, Overlap
Interference; assembly

This camparison elicits several
questions: “What is the nature
of each grouping? How are they
different? What does this differ-
ence signify? Does the difference
make ane grouping clearly more
important than the other?

C I LI | EEmnEl
]
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Reordering Disharmany Size Change Increased impor-
or disorder tance; implied relationship
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Differentiated Shape Contour complexity
Specificity Aggression or complication
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Interval change Enclosure or ~ Interval change Unity and
pratection opposition

Shown here are a number of
potential strategies for visually
distinguishing groups and,
therefore, creating meaning.
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Identity and Difference The

ous strategies f
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between groupings of form or among

parts within a group. The degree of differ

ence between elements can be subtle or

dramatic, and the designer can imply

1ip AR Doy : : famlatina
different degrees of meaning by I.HI.I|.IL|‘I:_

one group ot part more subtly, while

exaggerating the difference between others.

Because Ly nents in form are e

perceived, the difference between each

Broup can be very Prec :ﬁu!‘, con

Of course, which strategy to employ will

depend heavily on the kind of mg¢ the

s aresult of such

TEE IMUSE convey

distinetion; he or she will trigger very dif

ferent perceptions ol meaning

WS

ing components spatially, as opposed to
creating a sense ol movement in compo

nents by rotating them or changing thei

e. In the first instance, the difference
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may be perceived as a message about isela

tion and may introduce anxiety; in the sec

ond instance, the change may be perc

15 an indication of srowth, a change in

energy, or a focusing of strength.
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Your premium
brand had better
be delivering
something special,
or it's not going to
get the business.

If you wish to
persuade me, you
must think my
thoughts, feel my
feelings, and speak
my words.

COMBINING LINES WITH DOTS

Planning is
bringing the future
into the present

so that you can do
something about it
now.
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Chapter 2




If one says “red” and there are fifty people
listening, it can be expected that there will be
fifty reds in their minds. And...all these reds
will be very different. Colors present themselves
in continuous flux, constantly related to
changing neighbors and changing conditions. |
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COLOR PLAYS IMPORTANT,

Hue A distinction between color identities as defined by their wavelengths

Saturation The relative dullness or brightness of a coler

Temperature A color’s perceived warmth or coolness

Value Whether a color appears light or dark

A single color is defined by four
essential qualities related to
aur perception of its essential
nature as waves of light.
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Fherve are few visual stimuli as |‘m\\'<'|'\'|l| as

color; it is a profoundly useful communi

cation tool. But the meani ansmilted

by color, because it results from reflected

light waves transmitted through an

imperfect organ—the eyes—to an imperfect

\|\|L'|"'i _'L\'_'\ |,|-l II|':I;|I i.‘\ 4150 ‘H[l‘\‘lli‘l”'\r THESE TWO POSTERS

subjective, The mechanism of color per
ception is universal among humans. What

we do with it once we see it is anather

thing altogether, and ._‘unll‘u”ill;'_ it for the
sale of communication depends on unde

standing how its optical qualities behave,
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THE PRIMARY TEXT

Hue This term refers to the identity of

a color—red, violet, or nge, and 50 on,
This identity is the result of how we per

Vi |\I.'_'l":E¢:-'u'”\' ed from objects
at partici lar frequencies. When we see
a 1r, what I 1 10
that is actually OTEen; We'Te seein:

waves reflected off the car ata very

frequency while all other frequencies

are absorbed. Of color’s four intrinsic

attributes, the |r-g".-||]‘5.._| of hue is the

light is split by a prism, some wavelengths and reflects
e separate wavelengths are others; the reflected wave-
“perceived as individual colors. lengths are what cause us to
The same is true of light that understand an objact to have
is reflected by an object: the a particular hue.

material of the abject absorbs

I '
t Most days |
ends andm

home. Thats
d work without'
hg a double life



most absolute: we see a color as red or

blue, for example. But all color perception
is relative, meaning that a color’s identity

is really knowable only when there's

another color ;n,|i;|r,'-"!|i with which it can
be compared. ® Some hues we are able to
perceive are absolutes of a sort, what we
call the primary colors. These colors—red,
blue, and yellow—are as different from
each other in terms of their frequency as
can be perceived hy the human eye. Even
a slight change in frequency in any one of
the primary colors will cause the eye to
perceive that it has shifted slightly toward
one of the other primary colors.

TERTIARY

SECONDARY

The primary colors of an addi- can be discerned by the rods

B When we are presented with a fight

[requency between those of two primary

colors, we perceive a hue that evenly mixes

them. These hues are the secondary

between red and yellow is the fre

perceived as orange; between s

blue, green: and between blue and red

violet, Further intermixine produces the

tertiary hues: red orange, «

\
yellow-green, blue-green, blue-vialet

and violet-red.

SECONDARY

TERTIARY

primary color or another, The

tive system (in which all colors ~ and cones in the human optical ~ tertiary colors are still smaller

mix together to create white)

wavelengths are as different

system. The secondary colors
are red, blue, and green. These in an additive system—orange,
green, and violet—represent

shifts perceptible between
the secondary colors and their
parent primaries,

from each other in frequency as  shifts in frequency toward one

range-yeilow,
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On a white background, primary
yellow will appear somewhat
|e=s intense—white is the ulti-
mate in saturation—but on a

The same violet is presented
against three fields of varied
intensity. Against a similarly
intense violet of slightly differ-
ent hue, the base colar appears
desaturated, Against a neutral
gray, the base violet appears
moderately intense.

DESATURATED | 11

black background, the same saturation unless the surround-
yellow will become extremely ing value (darkness or lightness)
intense. Against a middle value  is similar,

of gray, the yellow decreases in

. . THE BACKGROUND OF

Juxtaposing the base violet
with a field of a very different
hue, but ane that is of similar
value, again increases the base
violet's apparent saturation.

\qui. debajo del |)|:u|t~u
de los milanos...

Wil b
Real
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As the value of a single hue
changes, either darker or
lighter, its intensity decreases.

LIKE A PHOTOGRAPH |




Value A color's value is its inlrinsic dark

ness or fi;;hlir:‘:‘.i Yellow is perceived as

)

nneg et 1s perceived

being
all relative. One color can

pared to another. Y

dark, Again, it

he considered d I |H_' 1LET |:|\|\’ com

EIU‘:’C. even, a

ears

darker than white, which has the |‘.'i||1"i

or. An extremely

value of

iy co.

biue or violet apg

b

darkest value of any color (black being

against a maximal blacl, which has the

techm If- the ;||‘x--».w||‘r'["F‘m!,- reflecte

light). Lightening the value of an intensely

saturated hue tends to desaturate it.

Box Office; 020 7565 5000

quite luminous

!";Ii!\\'!\l‘l:‘, the value of a2 moderately to
1

intensely saturated hue will initially inten

i Fal i
ion, but if the value is dark

ened too much, the hue will become less

vibrant “ing any color on a d:

color will make it seem lighter, as

- It . 1111 b It | . 'y 1
L?HI_:'_I!ll amount or a color. [T you'v

ever had the unfortunate

picking out a paint swatch for your |
room only to find that it’s three or four

values too light once you paint an entire

wall, you already know this to be true

Bringing two hues of the same value

)
together, \‘r'|‘;[.t|'||z-.':~-:
& :

messes with our al

imct bounda

|
¥ between the tw

different the two hues, or the

they are in intensity

this effect
section of hue
iy between b

The effect of value relation-
ships is shown here ina
close-in comparison of two
colors of relatively similar
hue and intensity; the greater
the difference in the value

of either color—or of the color

field an which it sits—the
greater the effect on relative
intensity. In the lower
example, the deeper ochre
becomes mare intense as the
yellow orange lightens.

The boundary between the
blue-viclet on the left and
the blue-green on the right is
easy to see in the top pair.
Replace the darker color with
aviolet of similar value to

the blue-green, however,
and their boundary is more
difficult to see and seems
to vibrate,

Al

I+
pecomes; a

THE COLOR VALUES
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The colors generally attributed
to be cool are green, blue, and
vialet. The colors usually per-
ceivad as warm are red, yallow,
and orange.

or substances because thos

Temperature The Lemperature of 2 colol to any ather color.

iperature
remind us of these specific kinds of objects
Stances
reflect similar wave lengths of light. The
“any colar will be thrown

in one direction or another if compared

A color's perceived tempera-
ture is subject, like all color
relationships, to relativity,
Even colors that are commanly
experienced as cool or warm
will demeonstrate a shift in tem-
perature when placed adjacent
to another, similar hue that is

THE WARM, SLIGHTLY

ed to an even hotter 1181¢
. . P - liert
warm CCIT COO0L CONVELrSClY, PIEcCchl o ol TILEY
rermind us of heat: coaler magenta next to the same he ed
will simply enhance the perception of its
mirmsic temperature.

also intrinsically cool or warm—
one will always appear cooler
or warmer than the other, In
this example, a very cool green—
cool, that is, when next to a
warm Drange—becnmes unusu-
ally hot when next to an icy
cool blue.
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century, artists and scienti

Teating '-\l:'\lu\.x|;' 1or or

ceplion in visual models. A color model 5 (its value) and

helps a designer see th

planni

olor ideas. Of these er at Weimar, Ge

Common lor spher

is the color wheel, developed by

Albert Munsell, a British painter and sci

entist. Munsell’s color wheel is

ircular Munse ]

representation of hue—the differences in landmarl book

AN ABSTRACTED MODEL (1

Red

.Red-Orange

Blue-Violet.. (NN  / 0 Yellow-Orange

..-""'-Yelluw

Blue-Green " * Yellow-Green

i Green

Relationships between colors are  chroma, also called saturation
defined by their relative position or brilliance. These attributes are Lightest
on the Munsell color wheel, The mapped along different axes in :
various hues—differences in light ~ the model diagram at right.
wavelengths—exhibit a value

(darkness or lightness) and a

Value

Darkest

inguis

ribe the color’s d

» Art of Color, published

w froni red—modihed along two axes

-L'I.:\it!!'hhi‘\_‘.::Il' (its satura Ew»\':_ Johannes ltten, a Bauhaus
many in the 19208
a three-dimensional
I that integrates the value scale of

eel into !g?_|r|.u' n his

Chroma Saturation or Intensity

i
blue from vel




i11 1961, Both models focus on hue as

color’s defining aspect, radiating at full

intensity around the outside circulaz

form and decreasing in intensity toward
the center. In Itten's sphere, the decrease

1l ‘.-..i\y toward the center ol the solid

globe is the result of mixing hues that are

situated opposite each other (as they ar
an Munsell’s color wheel) and results in a

cancelling out toward a neutral. m These

color models were developed to describe

how color works with refracted lig

',|mi.

for the most part, graphic de:

OTICrSs Wl

rived [rom mixing chemical

with color de

ents—paint or inks. The re color

rel l!in'n-thi"-r. described by these mo

same way with

hoawever, worlc in much the

:Er
e ditlerence

imply

rsical sense. When \.\'*‘\'l"ill:‘_ with inks

(see page 108), the type of ink Il;'i\iJ: used

contributes to the designer's consideration

of color relationships. If the inks beir

"ll|l:“'ii“"\| are '\||“H{‘-‘ ilU' h{"_:\l\l\ii'_‘ L'U‘lll

u THIS COLOR STUDY = (icrasiin

g tor its examination of

relationships are much more direct and

when add:

secondary and tertiary colors by virtue ot

their printing on top of each other, If color

is being produced by iilduy

COlOrs—is 1n Process, ord MYEK printing

a wider range of colors is possible

In a subtractive color model,
such as that which defines ink

mixtures for printing shown
above, successive layers of ink
result in darker, mare saturated
colors, to a point. Once the
ink layers no longer permit a
substantial amount of light

ta reflect from the printad
surface, the combined colors
become less saturated and
eventually neutral and black.
Subtractive color is also altered
by the chemical makeup

of the pigments used to color
the inks,

The color sphere, developed
from earlier models by Swiss
artist and theorist, Johannes
Itten, extrapolates the color
wheel inte a three-dimensional
model. Shown here are (A) the

warm hemisphere of the sphere;
(B) the cool hemisphere; (C) a
cross-section of the sphere, cut
vertically betwean warm and
cool hemispheres; and (D) a
cross-section cut horizontally,

separating the top (lighter) half
from the lower (darker) halfin
this eross-section, we're looking
down at the bottom half.
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Analogous Colors adjacent

to each other on the color
wheel are said to be analogous.
Although noticeably different
from one another, the relation-
ship becomes more about
temperature difference. Above,
for example, a viewer will nate
a collection of green hues of
varying warmth.

[ Relationships Desianers can cre:
teraction betweer e

lependent I
gpendent

THE YELLOW=ORANGE

Complementary Twe colors
appearing oppasite each other
on the color wheel are comple-
ments of each other. Their
mixture results in a neutral
tone, or neutral, With light,
the neutral is a medium gray,
with ink it's a dull brown,

Triadic Sometimes referred

to as split complements, a

color triad involves three colors
at 1207 intervals from each
ather on the color wheel. One
color is complementing the
two colors equidistant from
its true complement.




Extension The relative volume
of one coler to another, so that
eiach seems Lo have the same
presence, is a relationship of
extension. The volume of a
given color needed to support
another color as equal in pres-
ence depends an its wavelength
and intensity; nearly twice the
volume of violel is required Lo
optically satisfy the presence
of a given amount of yellow.

LOVE COUNTS

BLUE-GREEN AND VIOLET

LIEBE ZAHL

Simultaneous Contrast This optical
illusion results in a perceived change of
one color’s identity when it comes into
contact with other calors. In this example,
the same blue appears surrounded by
fields of different colors, but its apparent
hue is different in each case.

COMPLEMENTARY COLORS
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Rhythmic Extension A series
of values, lighter and darker,

15 cansidered rhythmic if there
are recognizable jumps between
shades, relative to the exten-
sion or volume of each shade.

Analogous In a scale from
lightest to darkest, two colors
are considered to have analo-
gus value if they exhibit the
same (or very similar) darkness
or lightness, relative to each

Progressive A sequence of
values among colors—in either
optically even steps or optically
geometric steps—is considered
progressive if the overall effect

The result is an optical propor-
tioning of value similar to a
spatial proportion system, but
dependent on dark-to-light
difference.

other—regardless of saturation
ar hue. As colors approach
each ather in value, the ability
to distinguish their boundary is
diminished.

is perceived as one of continual
lightening or darkening within
a given palette,

Value Relationships Eepardless of their
specific hues, the colors selected for a
|'1;_|1{."Elr" will have |‘c"¢.|rinn.\:hips of darlmes:
or lightness. By varying the number of
jumps from value to value, or by how
dramatically the values among the colors
change, a designer can create contrast and

rhythm among darker and lighter a

even if the number of hues used, or how !

different I'||t'_\j are, is limited.

EARTH CONSCIOUS ORGANIC TAXI ¥

USING A LIGHTER VALUE [0 (11

vord “Llaxi” in th

Simultaneous Contrast This optical
illusion results in a perceived change of example, a blue of the same value appears
ane color's value when it comes into con- surrounded by fields of different value,

values of colors surrounding it. In this

tact with colors of differing value, The
effect in this case is that ane color appears
to be lighter or darker depending on the

causing it to appear lighter or darker in turn.



THE PINK OF THE

Analogous Any colors, regardless
of hue, temperature, or value,
that exhibit the same intensity
or brilliance, are said to exhibit
analogous saturation.

Split Opposition The most
intense version of a given

calor in relation to the nearly
desaturated versions of its
split complements creates a
relationship of split opposition.

Diametric Opposition Similar
to hue complements, but
expressed in terms of satura-
tion, this relationship concerns
the juxtaposition of the most
intense and almost completely
desaturated versions of the
same hua. The result of this
kind of pairing is that while the
desaturated component retains

The split relationship can also
accur between the desaturated
hue and the most intense ver-
sions of its split complements,

its base hue, its complement
appears to be present because
of what is called the “after-
image” effect—an optical illu-
sion in which the eye is stimu-
lated by the saturated color so
much that it triggers the per-
ception of a “phantom” of its
complement,

Extension Juxtapositions of
two or more colors of similar
intensity, but in different vol-
umes, create effects of simulta-
neaus contrast and after-image.
Juxtaposing a small velume

of a desaturated color with a
large volume of an intensely
saturated color creates hue-
shifting; the intense volume
acts on the desaturated color
to skew it toward the intense
color’s complement.

zjelel fuleflela1]sfolol |
ORONEROREGEN
S o AT
e —————— |ofulefefal,] ] THE IDEA OF EXTENSION |
= 99 IEH calelil| | : f




uration rela

Saturation Relationships =
[illl\,‘il:i!‘ s Ay occul i|..|:,-‘.\n'|n!-wli\-. of
hue relationships, but will usually have
i effect on value or temperature, As

1 hue is desaturated, it may appear to

b ome darker adjacent to a ditferent hue

ecome cooler if the

s a warm color (||||H|'ll\|‘_f.III.\I:!E_'-'J“.‘.

CREATIVE

COMPANY INC.

THE EFFECT OF DIAMETRIC

hues of similar intensity, but changing

the intensity of one, will create a rich

intimately harmonious palette. Grouping

\_‘-.|;i|||lln_'|}:1,'|\5,ll v hues, or 51 3| it l-\!l"llll'lwlt‘!:

s but different satu

] with similar v

rations, will cre ch color experience.

Simultaneous Contrast With regard to
saturation, this optical illusion results in
the perceived change of a color’s intensity
when it appears adjacent to colors whose
intensity changes. In this example, the
same blue-green appears surrounded by

A PROGRESSION IN VALUE

fields of different saturation, appearing
maore saturated in some contexts and less
saturated in others.
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LOOK UP
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relax when the heat is on.
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Analogous Any sequence of
colors that are adjacent on

the color wheel so long as they
are similarly warm or cool:
red/orangelyellow, for example,
or yellow/yellow-green/green,
but not orange/yellow/green.

THE ANALOGOUS shilt i tem
perature—added warmth that

transforms a blue ninto

Cabra Norway

Progressive An analogous
grouping in which temperature
makes a transition, color by
color, from cooler to warmer
ar vice versa.




TEMPERATURE RELATIONSHIPS
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Extension Between two colors
sharing intensity and value,
differences in volume will have
the effect of changing the
perception of their relative tem-
perature, If two colors are

both relatively close to each other
in temperature, the one given in
smaller volume will appear to
shift temperature away from that
given in greater volume,

Temperature Relationships Desipners
can establish relationships within a color

palette based on relative temperature,

Grouping colors with similar temperature,

together with one or two variations on the
same hues that are warmer or cooler
for example, a cool green, blue, and violel

W'E-ll\ d warmer gréen—can genct ate
enormous possibilities for combining
the colors while maintaining a tightly

controlled color environment.

A CLOSE-IN PROGRESSION
mn "IHlPF‘l;i!III' 15 the mast
impartant aspect of this logo

lement in the M aym

value also plays

becomes cooler daeper, it
wmunicates less abou
refreshment and mare about

MULTIPANO

Jelena Drobac Serbin

Simultaneous Contrast This optical
illusion affects the apparent temperature
of a color in much the same way it affects
its hue, value, or saturation. A given color
will appear warmer when situated against
cooler colors, but cooler when against

warmer colors, In this example, the same
green appears surrounded by fields of
different warmth and caolness; the result
is a corresponding change in the green’s
perceived warmth or coolness in turn,




Color: Form and Space ol .
ber of spatial propert
il ‘ ! N ¥
1 1e prim ors, bl { tor
1 t d ] n the ch I 1171
ut red [ [ i i an element a | ch
.‘.»-!.\i‘\_‘ pace. m i1 i1
composi I 1: ate ¢ 0
on hierarchy, the relatiy poi el the hierarchy D
ince of the forms in space. The intrinsi ] visually to a much greater
relationships in a black-and-white compe degree. Although the values of the colors
sition might be exaggerated th h th e similar, the saturated orange form will
advance in e, and tl ol e1a
vill recede. m The apy ion of color Lo
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EACH COLOR=—

Our optical systeim [eyes and
brain) perceive the three pri-
mary colors as existing at dif-
ferent depths in space, a func-
tion of how our brains interpret
the wavelengths of these col-
ors, Red appears stationary

COLORS OF SIMILAR VALUE

at a middle distance and seems
ta sit on the surface of the
picture plane, neither in front
of nor behind it, Blue appears
ta recede behind the picture
plane, while yellow appears to
advance,



THE SPATIAL DIFFERENCE

arratt
Hikach

Ihe amount of color that can
be perceived—and its intensity
and value—are all affected

by volume. The orange of the
narrow line appears darker
and less intense against the

white field of the page than
cither the thicker line or the
larger square. The opposite is
true when the same elements
cross over a dark field,

The result of color's appearance
at different planar locations can
have a tremendous impact on
the perceived depth of forms

in space and, cansequently, on
the order in which each form
presents itself: the visual hier

archy. Tn this study, each form
element—regardless of size or
arrangement—is made to regis-
ter in the foreground, then the
middle ground, and then the
background of the composition,
merely by alternating the ele-

ment to which each coloris
applied. The effect becomes
even more dramatic when the
background also participates in
the color swap.
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Color Stories: Coding with Color Within
a complex visual environment, color

can help distinguish different kinds of

information, as we create relation

shi

publication. A designer might develop,

15 amoeng components or (‘t;ii]('ﬂll.“ oka

for example, a palette for graphic and

typographic elements that helps readers

distinguish between specific text compo

5 (headlines, subheads, and body)

or between sections of information. Or,

Viait Hidtown

“The first day of July in 2008,
1 visived midvows, It vook aboun
10 minuates from . where
1 attan.”

1 llve, to midtown

achedral i the
wated pothie siyle
al i thie

a designer might use a general palette for
all elements that is based on the color or
. 1

stent base, like a

thematic content of photograpl

‘:'||¢||:;;

this palette has a consi

selection of warm neutrals that remains

constant, while accent colors change.
m The use of colors can be coded-assigning
calors to identify sections or components-
or not, Color (‘:.'u,lh\‘i; is one |||\|i|m for using
color as a system, To be effective, color

coding must be relatively simple and must

(T

COLOR ACTS AS INFORMATION
iri these book spreads abou
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be easily identifiable. Using more colors

for coding creates confusion, as the viewer

is forced to try to remember which color
relates to which information. Color coding

‘,x"Hilil'w a |'l"|ﬂ|["'l'| set nl- hl'\l“:—'\ a d(‘.{‘p |‘J|llL‘,

perceive the differences between the

colors. Pushing the colors further apart

in relation to each other might help
for example, the deep blue might be

skewed toward the violet while yellow

an agua blue, and a green, for example— is added to the green.

can h

distinguish subcategories of
information within an overall grouping,

but ensure that the viewer is able to

Ghrstaphor Mims

IN ADDITION TO [11¢ optic al
game reated by the SUpar-coarse

dot screen, color relationships

are used as part of the identity

system In these business cards
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EACH SERIES OF BOOKLETS
is grouped in terms of a color
relationship. At the upper lelt
the grouping is by intensity
and temperature; at the fght,

by value and temperature; |
and in the fareground, as com !
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Color Proportioning |
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SINGLE VARIABLE 5YSTEMS

[T

Hue Value, saturation, and temperature analogous

Value Hue, saturation, and temperature analogous

Saturation Hue, temperature, and value analogous

Temperature Hue, saturation, and value analogous

MULTIPLE VARIABLE SYSTEMS

Hue and Value Saturation and temperature analagous

Saturation and Value Hue and temperature anologous

A simple proportional system compositian remain the same single series, the color compo-
is shown here as the basis for throughaut; the criteria for the nents alternate position ameng
different color-coding relation-  coding system changes from the proportional intervals.

ships., The intervals within the series to series while, within a
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Simply replacing black ink with
ink of anather colar—even in
a one-color job—can give an
extra punch to an otherwise
mundane project.

Strict Complement Near Complement

Split Complement Analogous

Same Saturation

Analogous
Temperature Shift

Strict Complement
Same Value
Saturation Shift

With a particular blue as a starting
point, different combinations with

a succession of ink colors as counter-
parts create a variety of possibilities,

Choase two (or three) colors
with value and saturation as
considerations, The deeper,
overall, and the closer the inks
are in value, as well as satura-
tion, the wider the range of
possible combinations, and the
greater their petential contrast.

Cool

Limited Color Systems Whilc a g1

number of projects call for full-colot

process, or CM imagery

use specific

colored inks ins

'_-‘.Pn!" color—offers ex

iting possibilities.

color need not be limited to small

s powerfully and

cate jus

commurn

Near Complement
Warm

Analogous
Different Saturation

Near Complement
Different Value
Same Saturation

[ colors may

further i

is particularly useful for branding

the inter

clarify different public

1 while

Two different combinations
of orange with another color
create different tinting and

surprinting possibilities,
Remember that ink is a sub-
tractive color system; the
darker or greater the density
of ink combinations, the
darker and less saturated the
resulting surprints will be,

of inks c

an be u:

1ify materials. This approach

where
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two complements
example, is an intuitive first possibility,
Their complementary nature need not

be exact, that is, as with blue and orange;
skewing this relationship can create
interesting combinations but retain their
inherent contrast: a blue-violet and orange,

for example, m Most printing inls are

1§ counterparts, tot

nations of tints, Printing one ink on top

of another is called “surprinting,” and cre

ates new colors

their overlap.

lors will vary in huie, satiira

Such new ¢

tion, and value, depending on the bas

ink colors selected; usually the resulting
third coler (and tinted variations) will

be darker and less saturated. 1f the base

oration: an iKII.L'F'l(_‘ [:|"3-_i|:_ be printed in

wo, three, or more spotc

rent portions of the

re acted upon by the inks at different

i'.“\fl'

s. such options

oppor Iullily Lo customize image

client, enrich the dialogue of color among

images, type, and other

graphic elements

translucent, so a designer has the option
not only to print each ink a
or “tinting” them to lighten their values

but also to print the inks on top of each

other,

[e careful when tinting a color
that is being used for type,
especially if it’s relatively light
Lo begin with. Getting a printer
Lo run a press proof to test the
effect of tinting an type and
images will be an additional
cost, but in the end it's werth it
Lo see exactly what's going to
happen in the actual press run.

AR

either at full strength or in combi

WO

t full sl !‘:'ﬂ)::‘\:

Color Halftone Also called a
monatone, an image printed
using a single ink color is called
acolor halftone, The top image
is printed directly on a white
field; in the bottam image, the
calor halftone is shown cross-
ing over a supporting color,
which changes the appearance
of the halftone's color.

A THREE-COLOR PALETTE |/

STIM Vis

United State

the .L'.|‘||‘i1|'i,‘|i color will a

trations with varied tona

material with w

inks are very intense or pure, however,

ity, are

Duotone When an image is
printed using two ink colors,
the result is a duotone, The
image at the top is printed
using two similar color inks to
enhance its overall tonal range;
in the lower example, the image
is printed using two ink eolors
that are very different.

so be relatively

intense. m J’|'Lt‘!|1§}\ aphic images, or illus
xeellent

1ich to c‘-x}';iu‘.l'( ink col

Tritone Similar to a duotonea, a
tritone results from printing an
image using three different ink
colors. Both tritones above

share two ink colors, but differ
in their use of a third ink color.

and to bring images into closer visual

ment with brand-related color me

o S

By using image-manipulation
soltware, the amount of a given
ink calor applied to specific
tonal ranges in an image can
be adjusted. In this example,
the two colors used in the
duotane are distributad differ-
ently. In the top image, color 1
has been pushed toward the
shadow range; in the bottom
image, color 1 has been pushed
toward the highlight range

SURPRINTING A FIELD O/

ink an tap




.. 110

|

raphy

.‘.l]i (&}

DEEP OLIVES AND BROWNS

This vibrant color is amang the
most noticeable, Red stimu-
lates the autonomic nervous
system to the highest degree,
invoking the “fight or flight”
adrenaline response, causing
us to salivate with hunger, or
causing us to feel impulsive.
Red evokes feelings of passion
and arousal,

The ldentity

ol Cotor

Chromalic

Interction

Color Systems

v and the s
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Color Psychology \With color come

variely of psychological mes

used to influence content

omponen

onnected to human ex

The power of blue to calm and
create a sense of protection or
safety results from its short
wavelength; its association
with the ocean and sky account
far its perception as solid and
dependable. Statistically, blue is
the best-liked of all the colors.
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Associated with the sun and
warmth, yellow stimulates a
sense of happiness. It appears
to advance spatially in relation
to other colors and also helps
to enliven surrounding colors.
Yellow encourages clear think-
ing and memary retention,

A brighter, greener yellow can
cause anxiety; deeper yellows
evoke wealth.

lors, such a:

Warimer co
lows, have lone wavelen

led to pr

red and yel

cand so more

.i;.‘l.i as :‘II'\’

“Ompany

THE ROOSTER

The association of brown with
earth and wood creates a sense

of comfort and safety. The
solidity of the calor, because of
its organic connotation, evokes
feelings of timelessness and
lasting value. Brown’s natural
qualities are perceived as
rugged, ecological, and hard-
working; its earthy connection
connotes trustworthiness and
durability.

Violet is sometimes perceived
as compromising—but also

as mysterious and elusive, The
value and hue of violet greatly
affect its communication:

deep violets, approaching black,
connote death; pale, cooler
violets, such as lavender, are
dreamy and nostalgic; red-hued
violets, such as fuchsia, are
dramatic and energetic; plum-
like hues are magical.

111

With the shortest wavelength,
green is the most relaxing color
of the spectrum. Its association
with nature and vegetation
makes it feel safe. The brighter
the green, the mare youthful
and energetic. Deeper greens
suggest reliable economic
growth. More neutral greens,
such as olive, evoke earthiness.
However, green, in the right
context, can connote illness or
decay.

A mixture of red and yellow,
orange engenders feelings sim-
ilar to that of its parent colors—
vitality and arousal (red) and
warmth and friendliness
[yellow). Orange appears out-
going and adventurous but
may be perceived as slightly
irresponsible. Deeper orange
induces salivation and a feeling
of luxury. Brighter orange
connotes health, freshness,
quality, and strength, As
orange becomes more neutral,
its activity decreases, but it
retains a certain sophistication,
bacaming exatic.

The ultimate neutral, gray may
be perceived as noncommittal,
but can be formal, dignified,
and authoritative. Lacking the
emotion that chroma carries, it
may seem aloof or suggest
untouchable wealth. Gray may
be associated with technology,
especially when presented as
silver. It suggests precision,
control, competence, sophisti-
cation, and industry,



THE RELIABILITY

Unknowable and extreme,
black is the strongest color in
the visible spectrum, Its density
ind contrast are dominant,
but it seems neither to recede
nor to advance in space. Its
indeterminate quality reminds
viewers of nothingness, outer
space, and, in Western culture,
death. Its mystery is perceived
as fermal and exclusive, sug-
festing autherity, superiority,
and dignity.

I a subtractive celor medel,
white represents the presence
of all color wavelengths; in an
additive madel, it is the absence
of color. Both of these medels
help form the basis for white’s
authoritative, pure, and all-
encompassing power. As the
mixture of all colars of light,

it connates spiritual whoeleness
and pawer, Around areas of
color activity in a composition
especially around black, its ulti
inate contrast—white appears
restiul, stately, and pure,

e sl et oy

j._u.s

doha wrlea
Meemanga

PALE YELLOW, YELLOW-ORANGE,

IN WESTERN CULTURE,

BLUE AND BLUE-VIOLET



Changing Color, Changing Meaning one, commanding and assured. Second,
Because color so stro "."‘ evolees emotiona manipulation ol he overall tonal balance
its effect on imagery—both of an1m I ol, intense or dull
ional—is of prea reent ill usually skew ar
ONCert m First, the issud ne direction o
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the viewer. For directness of anv associations created as

executive 1n : the color is embodied by forms that t
1t mind is attempting to interpret
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inexperienced, but aring a solid red

RICH SEPIA COLORATION
u

Color foreefully changes the feeling of
words, sometimes enhancing their meaning
and sometimes opposing the meaning or
altering it. Subdued colors, especially
those that are cool or desaturated, enhance
the meaning of the word "quiet;” interest
ingly, the word’s meaning is intensely
appreciated when set in a vibrant color,
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In attempting to identify aform  message will exert tremendous
and thereby assign it some force on perception. Comparing
meaning, viewers will focus on the dots above, guess which is PINK WAS ONCE
calor after they appreicate being presented as a sun, and ‘ T with fer
the form's shape—but the two which the earth. ik use
messages are nearly simulta- Luurn Jensen Walkor

neous. As a result, the color



is presented in black and white
(B), it becomes more documen-
tary; printed in a duotone of
intense colors (C), the image
takes on a surreal and illustra-

Manipulating the overall color
or color balance of an image
will change a viewer’s feeling
about the image's content.
When the original image (A)

This image has been manipu saturation: original image;
lated an press by raising and cyan decreased and yellow
lowering the density of the four  increased; cyan increased
process inks to correct and again, yellow decreased, and
enhance the color balance and magenta increased; yellow

Because the image is being
produced using the four pracess
colors (cyan, magenta, yellow,
and black), the passible color
variation within a single image
is endless, as indicated in this

Similar to duotoning ar tri
toning in spot color printing,
an image might be colorized
or toned overall in four-calor
process, or CMYK, printing-
called quadtening.

' 2d

tive quality; skewing the
image’s color balance makes it
refreshing (D) or somber (E).

increased slightly, black
increased,

example, Further, different
images within the same
project can be quadtoned in
diffarent ways.

When altering the color inimages  connotations; in this example,

that include people, considering  the greenish toning produces a
the effect on skin tones becomes  sickly feeling, while the blueish
extremely important. While toning makes the people seem

some color alterations will add cold and dead.

energy or seem fun, others may

unintentionally add negative
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The typographer’s one essential
task is to interpret and communicate
the text. Its tone, its tempo, its
logical structure, its physical size,
all determine the possibilities of

its typographic form.

The typographer is to the text as

the theatrical director to the script,
or the musician to the score.



Structure
and Optics

Issues Related
to Style

Changes Type

The Nuts and Bolts The letters of the
Western alphabet are built from a system
of lines with intricate visual relationships
that are nearly invisible. With letters at a
standard reading size, the eye perceives
letters to be all the same weight, height,
and width. This is the most critical aspect
of type: stylistic unifarmity discourages
distraction during the reading process.

Shoulder Beak Shoulder

lerminal Serif

Terminal Se

When the same type is enlarged, minute
changes in character height, stroke width,
and shape become apparent. Becoming
sensitive to these optical issues and under-
standing their effect on spacing, organiza-
tion, stylistic communication, legibility,
and composition is crucial,

' Cap-Height



detail is apparent in these let-
terfarm stuclies for a custom,
carporate typelace. Note the
comparisans of tiassbitrs, letle
widths, and Lerminal shapes
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Form and Counterform: The Optics of as to how they should be spaced in that
Spacing The spacing of letters in words,  particular typeface and size. Creating a
sentences, and paragraphs is vital to create  consistent gray value in text depends on

a uniform gray value for minimal reader setting the letters so that there is even
distraction, Every typeface has a distinct  alternation of solid and void—within and
rhythm of strokes and spaces. This rela- between the letters. A series of letters
tionship between form and counterform that are set too tightly, so that the counter-
defines the optimal spacing of that partic-  forms within the letters are optically
ular typeface and therefore of the overall bigger than those between letters, creates

spacing between words, between linesof  noticeable dark spots in the line: the
type, and among paragraphs. mLooking at  exterior strokes of the letters bond to each |
letters set together as a word offersa clue  other visually where they come together.

0
i F %EUSNSD\I’N G

( |Jf'#l|lf for Growing Compaiies

IN THIS LOGOTYPE, [ocae leiler 5
spacmg makes a more distinet

thythm, improves the legibility |
af the all-uppercase setling, and :" MATHEMATICAL SPACING OPTICALLY NORMAL SPACING

words  words

mght have occurred among
OVERLY TIGHT SPACING

eertain letter cambinatians (for
example, X and P) il they had
been spaced normally,
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Uhnited Seedey

Structure
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words words

OVERLY LOOSE SPACING

Mechanics
af Text

Texture and
Space

words

Type as
Information
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At the other extreme, letters that are set
too loosely become singular elements,
divorced from the line and recognizable
as individual forms, making the appraisal
of words difficult, Evenly set sequences
of letters show a consistent, rhythmic
alternation of black and white—form and
counterform repeating at the same rate
from left to right. m The primary difficulty
| in achieving evenly spaced type is that
the letters are of different densities. Some
letters are lighter or darker than others.

TYPOGRAPHY
The art of designing with
words and letters

TYPOGRAPHY
The art of designing with
words and letters

] .

b

\ THE YELLOW VERTICAL STROKES
in this logatype ereate a more
copsistent rhytho of strake and

T counter alternatian behind the

Badeline blue strakes, which change
i shape and rhythm

\ Thomas Csano Conado

Added to this phenomenon are the direc-
tional thrusts of different strokes and the
varied sizes and shapes of the counterforms.
Some are very open, some are closed, and
some are decidedly uneven in relation to

the distribution of strokes in a given letter.

To correct for these disparities, digital
typefaces are programmed to add and
subtract space from between different
pairs of letters, depending on what the
combinations are. These sets of letters,
called “kerning pairs,” provide for most

mMA~Y
c

circumstances of letterform combination,
but not all. lnvariably, a designer will
need to correct unusual spacing that the
computer's software is unable to address,

THE
ART
OF
TYPE- -,

\"A"
R

BY PURPOSELY ALTERING |1
spacing of the title text, the
desigmer s able Lo merge two
separate thoughls—a speaker's
fame and a lectare title=into
ang structure.

Leonardo Sennoli Haly
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Trips Trips Irips

The same word is set here in
three faces at 36 points. The
oldstyle serif appears smallest;
its lowercase letters have a

proportionally small x-height.
Because the sans-serif lower-
case letters are larger in pro-
portion to the cap height, they

appear larger; the same is true
of the modern serif to the right.

Spacing must change at different sizes.

Spacing mustchange at different sizes,

Spacing must change at different sizes.

The same words, set first at
14 points in size and again at
6 points, Uncorrected, the
spacing in the smaller type is
inadequate for good character

Type L'h;ingc.\‘ when printed
positive or reversed from color.

Use a face with uniform stroke
weights for knockouts if possible.

Especially if it's small! You might alse want to
beef up the weight of small, knockout text elomants,

The strength of a typeface's
stroke weights, at any size, will
present optical size disparities
between type printed positive,
on a light background, and in
reverse, on a dark background.

Printing exacerbates the issue
of space between letters,

especially at smaller sizes, Ink
bleeds when it hits paper; as a
result, the space between and
within letters is made smaller.

recognition. Adding space
between letters greatly
improves their legibility and
their look.

Generally, a typeface will appear
smaller and denser if reversed
from a solid field. Typefaces
with small x-heights, extreme
contrast, or extremely thin
strokes overall usually need

[V&ted ass

Type changes when printed
positive or reversed from color.

Use a face with uniform stroke
weights for knockouts if possible.

to be enlarged slightly to ensure
their strokes are robust enough
to hold up against ink gain that
might threaten their legibility.

OCIatjq

APproach £

Trying to judge proper spacing
on a monitor, with its coarse
resolution, is nearly impossible;
a laser printer or an inkjet
printer creates some bloating
in the type but not nearly as

much as will happen on press,
A designer’s prior printing
experience will help him or her
judge these spacing issues.

72

60

48

36

30

24

12

10

gggzzzggzgzz

Histaorically standard type-size
measurements use the point
measuring system, based
roughly on the height of the
capital M. Sizes above 14 points
are considered display sizes,
to be used for such items as
headlines or callouts; sizes
batween 14 points and g points
are considered text sizes; and
sizes smaller than g peints are
considered caption sizes.
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M
M
M

M

M

30

24

M 10
M 3
M 7

Note the disparity in size between
sans-serif examples (left column)
and serif examples (right column}
of the same point size. Always
evaluate the appearance of type,
set in a particular typeface, to
determine whether it's set at

an appropriate size, rather than
assuming that a 9-point "text
size” will be legible, The aldstyle
face Garamaond, for example, will
be difficult to read when set at g
points, while the sans serif
Helvetica will seem gigantic.

- Type Sizes and Spacing |

Last year at this time, we talked
abmﬁ our expectations for another
record year in 2004, and projected
2 5% increase in both sales and
carnings. 'm pleased to report that
we had a banner year, substantially

eding those projections. In
2004 sales jumped 16%, topping the

$6 billion mark for the first time in

VF’s history. Earnings increased 17%

to a 1e 21 per share. Sales
benefited from growth acrc

of our core businesses, plus the
additior

brands: Fans, Napa

MACKEY

MEBBHAL

v Chiirami

THE LARGER TYPE
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L relative, much Like the relativity
S ' of calor: any typeface becames
more neutral when something
more stylized apgeirs next to it
= : These twa faces share contrast
' ' in strolie thickness but are
complelely opposed n terminal
shape, ductus, width, and pos
ture, Both faces are generally
considered somewhat stylized,

[ but the scripl is move stylized
v

than the all-uppercase senl
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Visual Variations The letterforms in all

typefaces vary from their archetypes in
st,

2Ners,

ase, weight, con

nly six aspec

width, posture, and style, Type de
referring to historical models, subtly alter

and comhbine the variables in these six
aspects to create individual type styles
that, although appearing remarkably dif

ferent, all convey the same information

about the letterforms in the alphabet.
Different approaches to the drawing of

typefaces have evolved, become popular
or been (“Hl'.l\'[i(,‘d over time; as a result,
the formal aspects of particular typefaces
often carry associations with specific
periods in history, cultural movements,

and geographic location—some typefaces

feel “modern” o ical,” while others

feel “French” or “English.” More impor
tant, the drawing of a typeface will often
exhibita

cadence

articular kind of rhythm, or

s well as provide a distinet phys

ical presence in a design that may connote

”l'('!i!'l?_*‘.\. fast or slow, ageressive or ele ant,

.‘Eu“;'1|1 ar !'='|i;||‘1||',li':nt'.:;in,h'[ that not all
viewers will perceive the same associations
in a given typeface; the designer mus
carefully evaluate his or her typeface selec
tion in the context of the audience for a
particular piece. Additionally, mixing
typefaces that are incongruous with the
.'-'llhil,‘r'l matrer for ¢ )\\\Iﬂ[l'l', using an
archaic Roman capital in a flyer promoting

a concert of Electronica—will often add

surprising layers of communication.

' J«w

Chinese xport
Al finjuotain

“ e

Further, the drawing characteristics of

typefaces affect tl

|'\|;||.'i||:¢'u||\:. more legible at certain sizes,

ot affected by color in particular ways.

nd understanding the

Recognizing a

fundamental aspec

is an important first step in being able to

select and combine appropriate typefaces

for a project

ir functional qualities

of alphabet variation

o !n\lllm!mlh(.l\ll\ll:|dl erehianis b
design their oww poreelain, which was often
decoratedd with their coat of ams or nital

® o
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Width The propartional width of the let-
ters in a typeface is based on the width of
the uppercase M. Faces that are narrower
are said to be condensed, while wider ones
are said to be extended or expanded.

Wanld you like to design your awn
porcelain plate?

(ECTIEY)

ROMAN ITALIC

Aa Aa

RSE OBLIQUE

Posture Roman letters are those whose
vertical axis is 9o to the baseline; they
stand upright, Italic letters, developed by
humanist scholars during the Renaissance,
slant 12° to 15° to the right, mimicking the
slant of handwriting.

HIYIIIID

CNEUTRAL
Style This term Is used to describe (1) the

two major classes of type—serif (having lit-
tle feet at the ends of the strokes) and sans

serif (having no such feet); (2) the historcal

period in which the typeface was drawn;
and (3) the relative neutrality or decorative

quality of a typeface. Typefaces that are

neutral are closest to the basic structure
while those with exaggerated characteris-
tics are said to be stylized, idiosyncratic, or
decorative.
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Style Classifications Classifying type
helps a designer grasp the subtle differ-
ences among styles, organizing them in a
general way and further helping to select
an appropriate typeface for a particular
project; sometimes the historical or cul-
tural context of a particular style will add
relevant communication to a typegraphic
design. m Classification is by no means
easy, however, especially as our typographic
tradition becomes increasingly self-
referential and incorporates historieal
formal ideas into modern ones. The type-
face Meta, for example, drawn in 1994 by
the German designer Erik Spiekermann,

is a modern sans-serif face sharing charac-

teristics associated with oldstyle serif types:
contrast in the stroke weights, modulation
of weight within major strokes, an oblique
axis, and a bowl-formed lowercase g.

A number of systems for classifying type
have been developed during the past
several decades. Today, as then, these
classifications often change—but a few
basic categories remain constant,

THE ICONIC RIRD DRAWING,
which refers to a specilic time and
place, has its very own language

af line and mass, The inling capitals
used far the page Litle echo Ehese

bnear quabities, but they also are
classical capitals with thew own
history. The supporting text isa
sans serd with sunilas width
praportions as the capitals, but
it contrasts their thins and thicks
with a uniform weight that is

clearly modern

Valee Australin
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Body Width and X-Height Variation away from the
regular proportional width established by the uppercase M
results in a perceived change in rhythm. The counters in
condensed typefaces become similar to the weight of the
strokes as the overall letter width decreases, creating a
more rapid alternation of positive and negative that may
seem to “speed up” the reading rhythm or add a perception
of increased energy or tension, Conversely, the counters
in extended faces tend to slow the reading rhythm. The
ratio of the lowercase letters to the uppercase letters

the x-height—is an important factor in considering not
only feeling but also legibility, The larger the x-height is in
relation to the cap-height, the more open and inviting the
counters of the lowercase letters will be, increasing their
legibility, as well as the density of the line, and affecting
the face’s apparent size. An oldstyle serif set at 14 points,
far example, will appear much smaller than a sans serif
set at the same size, simply because its lowercase letters
are much smaller compared to the uppercase letters

Stroke Contrast, Modulation, and Ductus The amaount
of contrast between thicks and thins, or the lack thereof,
also contributes to the rhythmic motion of a typeface, A
line of type whose letters have strokes of the same weight
praduces an even, regular rhythm that remains consistent,
while a face whose strokes vary in weight will seem to pulse
or move across the line. Some faces show contrast within
a single stroke—usually a flaring in thickness frem the mid
point of the stem outward ta the terminals. This feature,
called “modulation,” usually is indicative of older type
styles, referring to the changes in pre e of a brush in
delivering ink to the drawing surface. The degree of modu
lation, or the "speed” of the transitions between thicker
and thinner strokes, is called the face’s "ductus.” The
slower such transitions are—the more passive the ductus
the less vigorous or energetic the face will feel. As the
ductus becomes more aggressive, the face will begin to
feel more active. The same is true with modulation and
contrast in general.

Terminals, Spurs, and Serifs The shapes that the termi
nals of the letters within a typelace exhibit contribute ta
the typeface’s apparent sharpness and rigidity, which may
have implications for its perception as being more casual
or rigorous, older or newer, or more comforting or more aus-
tere. Terminals might end in a cut-off that is perpendicular
to the angle of the stroke, or the cut-off itself might be
angled against it. As the angle between cut-off and stroke
becomes more acute, the terminal becomes sharper; in the
curved forms of sans serif faces, this sharpness is especially
pronounced, while in serif forms, the terminal’s serif hides
this sharpness to some degree. Among
themselves might be angled ar more perpendicular, softer
or more geometrically cut, and sometimes even round, as
in the ball serif of a neaclassical lowercase A, Spurs—termi
nals that extend away from a stroke's expected cut-off
near a baseline to form a kind of “kickstand” for the letter
are mare evidence of the brush, being the paint where the
bristles lift off the drawing surface and leave a short mark
in doing so. Spurs are often found in sans serif faces,
though they are less derivative of brush-drawn letters.
The lowercase A, again, is often the site of a spur, asis the
lowercase G—the spur in this case is the "ear”

if faces, the serifs

ven

:

THE WORD "ARROGANTLY" APPEARS HERE
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Bowls, Shoulders, Apertures, and Eyes The characteris
tics of these details vary tremendously among typefaces.
Bowls—the lower part of the large circular forms 0, Q, 0, G,
and so on—and shoulders—the upper part of such curves,
as wall as the upper curves an forms such as the uppercase
R, the lowercase P, F, and G—might be raunder or more
elliptical, fluid, or somewhat squared-off. Looking closely
at these forms wi a single typeface will reveal some
variation as well, optical compensations the designer has
made in response to how they join with ather strokes,

But they will share a basic logic in their curves that will be
very different campared to another typeface, even within
the same class or style. The axis of the curved forms changes
also, being slanted in older styles and completely upright
in more modern ones. Apertures, the entry into the counters
of letters such as the lowercase E and A, for example, may
be tight or mare open. Small, closed-off counters, called
“eyes,” appearing in letters such as the lowercase E and G,
also vary considerably in shape and praportion in relation
to the lower counters of these letters amang typefaces

Joints, Branches, Ascenders, and Descenders A great
deal of a typeface's character is found where the strokes
come together—the joints. Sometimes these joints are

smooth, with curves flowing into the stems with slow duc
tus; in ather cases, the transition is more abrupt. Laoking
at the insides of the strokes in forms where bowls meet

stems Lo see how the joint varies is an excellent way to
I ¥

compare typefaces. Where the joints and branches are
abrupt, the typeface might feel more geometric, more ener
getic or more formal; where they are softer, the face might
correspondingly feel more organic, more relaxed, or more
casual. In addition, the movement and height or depth of
the ascenders and descenders above and below the body
of the lowercase, respectively, are details worth considering,
Some ascenders strike the capline, while others extend
abaove it; similarly, the descenders might be deep or shallow
campared to the body of the text, The larger the x-height,
ally, the more shallow the ascende 1d
are, meaning those characters will be more dense in a given
typeface than in athers, The height and depth of these
ave an impact on how tightly lines of a given type

cenders

stroki

face might be leaded, as well as the character of the face.

Graphic Details Many faces are easily distinguished by
the existence of stylistic or decorative details that might be
strictly textural or might carry very specific associations.
Ihere's no way to compare these typefaces since they vary
so much, ather than to appraise the effect of the graphic
details, in combination with other attributes—overall weight,
width, cantrast, and posture—on legibility and rhythm

The degree to which graphic inclusions, such as inlines or
textures, interfere with character recognition, is an issue
that must be addressed in the context of the face’s use. If
the interference is extreme in most of the characters, the
face is likely useful anly for larger-sized display applications,
rather than in running text. [t's impaortant to judge such
faces, however, on their ability to visually relate to other
kinds of elements in a layout, such as subject matter in
photographs, illustrative textures, or abstract forms
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to enrich their
hoosing a sans serif

wme weight

num amount of contrast, and it forces : message, so be it-but choose wisely. or width, for example, creates a tension of
lesizner to ¢ 01 straint, Inone W Contrast among typeface similarity and difference that ean be quite
1 ied on the notion  posed is eritical. The only 1 sophisticated. Selecting Lwo serif [aces
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nore difficult it will be for a reader to cat the combination should be clearly recog tension. Sometimes this choice is func
{ remember the meanings of nizable. Otherwise, why bother? tional; for example, if the difference
differ reatments among informational  the extremes of weight f!i;!l\l against between the face selected lor text and its
components. m As with all typographic b Hl\ ), of width (regular against condensed  bold counterpart in the same family is not

5. of course. context plavs miq:ln.:c

adhere to such a limitation. The complexity

The bald weight of this text
face isn’t much different from
the regular weight; a bold face
from an alternate, yet similar,
family can be substituted.

dynamic

dynamic

dynamic

dynamic
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or expa r=|||.\|;. or style (neutral sans
slab ser

starting point.

serif
if or "\E'I';‘Ill isa natural

B Dl 501 'J.'Iu‘ rein the

In choosing to mix typefaces,
select counterparts with enough
contrast, but be aware of their
similarities as well, In this
example, the serif and the sans
serif are radically different in
stroke contrast and detail, but

Nate the similarity of the spurs,
terminals, and other details
between the two faces.

dynamic dynamic

dynamic dynamic
dynamic (i

dynamic dynamic

MIXING TOGETHER MANY

particularly pronounced (meaning the use
of the bold doesn't achieve the desired

n,‘r.]‘lﬁ':untl.;}\ a similarly shaped bold style

~ach incidenc. BbAaQoSs
*ach incidenc BbAaOoSs

their construction is similar—
take note of the slight angularity
of the curves; the oblique
emphasis in the Os; the joint
anglein the lowercase a; the
abrupt joint in the lowercase b.

Within a single family, variations
on waight, width, and posture
lend an extraordinary range of
textural and rhythmic changes
that might have an effect on
communication, Note how the
word—set in members of the
Univers family—changes in
presence, cadence, and spatial
location (foreground or back-
ground) as width, weight, and
posture are changed in each.




may be substituted. Recoonizing the dif seales might be unified by the weight or dramatically differen

ferences in the details among a selection heir strokes at these different sizes, Fe 1elp generate addition
s from which to choose is an impoi xample, 7-point Futura Heavy capitals, loman
tant step in making a choice for a clear which are very dot-like, might correspond 1ation wit
1bing 11 ¢ | izht th ol of Um as Futura 1
tat 13 points in size on th ) de ontrasti
t th ar i1 f: their differ nigl Hu
i nob TN reate L1 then 1 nd 1 1 tinu
e ) ple—two Fits s the overall | i 1 on
ifs with similar axis maller Futura begins to approat 1 h Trajm | Fu
! and terminal shapes—isn't stralce weight of the larger | er Roman meti 1
5 ||,'i-,|:.\",'l| I| . But combining Bodoni m The historical quality of typefaces may being separated by

a modern serif of extreme contrast—with 150 |-|.w; arole in how they are combined.

[ of uniform strole Since the ave

Glypha-as

veight but similar width and axis—mught certain qualities with a given typeface

be effective. m As another Bl ssibili because ol its classical or modern di ‘

-t at dramatically different qualities, mixing typefaces from

Fact One:ys:

HOST STUDENTS PAY LESS THAN 1 UBLISHID §

COLLEGES AND UNIVERSTTICS.

THE MAJORITY OF
!
AFFORDABLE |

Fac{ Two S T A

ULLLGES AND UNIVERSITTES DOELH
ANWD GINLR LOSTS TG THE LHSTITUTION

r..
R \\x\‘,u v,\!t’\ \\\\\
o iy e ﬂ‘““‘-z.%‘.‘?* \ \
- g W BT \\\
\.




IN THIS PAGE SPREAD |10171
brachure, the designe,
larger type in the vertica

column
biit simaller type in tha wide
paragraph at the left; in beth

s the leading remans con
stant. This causes the vertical
calumn to read more quickly
{having optimal qual

character ¢ anid ing),
its vertical pull

15 of

wihich incre
i the lormat, The smalter type
Al the lelt reads more slowly

ause the line length of the

sh is far wider than apti
,and the leading appeirs
greater bebween the lines; the
slower, horizontal emphasis of

Hus text 15 2 visyal contrast b
the vertical ealiing
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Assessing Character Count, Leading,

and Paragraph Width The width of a para-
graph depends heavily on the size of type
being used and therefore how many
characters can be fit onto a single line.
Regardless of the type size or the reader’s
maturity, between fifty and eighty charac-
ters (including spaces) can be processed
before a line return. With words averaging
between five and ten letters, that means
approximately eight to twelve words per
line. Achieving this character count deter-
mines the width of a paragraph. The pro-
portions of the page format—and how
much text must be made to fit overall—
might affect paragraph width, but charac-
ter count is the best starting point for
defining an optimal width. m The leading
of the lines, as noted, depends somewhat
on the width of the paragraph, the type

size, and its spacing. The space between
lines should be noticeably larger than the
optical height of the lines, but not so much
that it becomes pronounced. Similarly, the
leading must not be so tight that the reader
locates the beginning of the same line
after the return and begins reading it again,
As paragraph width increases, so must the
leading, so that the beginnings of the lines
are more easily distinguished. m Oddly,

as the width of a paragraph narrows, the
leading must also be increased: otherwise,
the reader might grab several lines together
because the snapshots he or she takes
while seanning encompass the full para-
graph width.

They are challenged

to consider the wider implications of
their work and respond to the
conslantly expanding requirements
and respaonsibilities of artists.

Emphasis i5 placed on individual studio

wark, supporled by a rigerous

exarmination of eritical and conceplual

issues. Students parlicipate in
individual critiques, intensive group
critiques, critical and professional

seminars, and work with visiting critics

on Cconlemporary issues.

Royal Academy Royal
Caollege 1n London,




g POINTS
' 50

|orem ipsumn dolor sit amet consectitur adipscing elit in nonum erat summa es
50
Lorem ipsum dolor sit amet consectitur adipscing elit in nonum erat summ
18
Lorem ipsum dolor sit amet consectitur adipscing elit in nonum est

150
Lorvem ipsum dolor sit amet consectitur adipscing elit in nonum erat summa est nunc

11 POINTS

150
Lorem ipsum dolor sit amet consectitur adipscing élit in nonum
Lorem ipsum dolor sit amet consectitur adipscing elitin nonu;
Lorem ipsum dolor sit amet consectitur adlpscmg ellt [

Lorem ipswm dolor sit amet consectitur adipscing elzt in nonwum erat s

13 POINTS

Lorem ipsum dolor sit amet consectitur adipscing elit i
Lorem ipsum dolor sit amet consectitur adipscing el
Lorem ipsum dolor sit amet consectitur adipsc
Lorem ipsum dolor sit amet consectitur adipscing elit in no

A comparison of character what is comfortable for the narrow as it decreases, to

; count for a selection of type- average reader. Given a fifty- maintain the optimal number
faces, at varying sizes, is shown  to eighty-character comfort of characters on aline.

set on the same paragraph range, it is easy to see that

width. As with all typographic a paragraph must widen as

"rules,” there is a range to the type size increases and
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Lorem ipsum dolor sit amet
consectitur adipscing elit in
NONUM erat Summa es nune
et semper quam gloriosa de
duis autem velure quod vam
uns erat lorem ipsum dolore
sit amet consectitur adipscit

Lorem ipsum dolor sit amet
consectitur adipscing elitin
nonum erat suinma ¢s nunc
et semper quam gloriosa de
duis autem velure quod vam
unserat lorem ipsum dolore
sit amet consectitur adipscit

Lorem ipsum dolor sit ame
consectitur adipscing elitin
nonum erat summa es nun
cet semper quam gloriosa e
deduis autem velure quod
vamuns erat lorem ipsum
doloresit amet consectitura

Lorem it
consectit
nonum e
et sempe

Lorem 1t
consectit
nonum e
et sempe

Lorem ic
consecti
nonum €
cet semy

Comfortable interline space,

or leading, varies according to
several characteristics in type-
face style and size; but gener-
ally, the interline space should
seem a point or two larger than
the height of the lowercase

Extrait de Une pigce gentillesur dos
pens symipathiques /1

@ a1 b

bt que

running as text. Because the
x-height varies so much among
faces, a designer will need to
Judge the leading appropriate
to the appearance of the lower
case, rather than try to assign
a leading to a point size by way
of a specific formula.

THE OPTIMAL QUALITY
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Alignment Logic Type can be setin several
different configurations called alignments.
1t can be set so that every line beging at the
same left-hand starting point (flush-left)
or right-hand starting point (flush-right),
or with an axis centered on the paragraph
width {centered). In this case, there are
two options: in centered type, the lines are
different lengths and are centered over
each other on the width’s vertical axis; in
justified type, the lines are the same length,
aligning on both the left and the right
sides. Justified text is the only setting in
which the lines are the same length.
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In text set to align left, right, or centered, 1

the uneven lengths of the lines create a
soft shape on the nonaligned side that is
called a “rag.”m The alignment of text has
an effect on the spacing within it and,
therefore, on the search for a desirable text
setting, In a paragraph set [lush-left, ragged
right (FLRR), the word spaces are uniform,
This is also true in a paragraph set flush-
right, ragged left (FRRL) and in a centered
paragraph. The word space ina justified
paragraph, however, varies because the
width of the paragraph is mathematically
fixed, and the words on any given line




[ T T 1o
o

Aoy
A

St vy il Al g
R e

must align on both sides—no matter how
many words or how long they are. In
justified text, wordspacing variation is the
single most difficult issue to overcome.
The result of poorly justified text in which
the wordspace constantly changes is a pre-
ponderance of rivers~chains of white neg-
ative space that visually join each other
from line to line. In particularly bad
justified setting, the rivers are even more
apparent than the interline space, causing
the paragraph to become a jumble of
strange word clusters. m One method of
minimizing this problemn is to find the
optimal flush-left paragraph width for the
size of the type before justifying—and then
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ta widen the paragraph slightly or shrink
the type size by a half-peint or a point.
This adjustment can result in an optimal
number of characters and words that
comfortably fit upon justification and can
compensate for the potential of long words
to create undesirable spacing. A slightly
wider paragraph also allows some flexibility
in how words are broken from line to line
and gives the designer more options for
re-breaking text to make it fit with good
spacing. m Ragged paragraphs offer the
opportunity to avoid the spacing issues
inherent in justified text, The word spaces
in these kinds of paragraphs remain con-
stant. Ragged setting also introduces the

THIS JUSTIFIED SETTING |
wide margias Lo create focus on
the text black. The internal
spacing af the texd s relatively
consistent.
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Think of the blank page as
alpine meadow, or as the purliy
of undillerentiated kr:;.
The typographer enters this
space and must change it
'ﬂ\rﬂldu wilhmr itlater, 10
see what the er has.
done there. tlying
lrmh ol the Nnnl: page sl

Think of the blank page as
alpine meadew, or as the puriy
of undifferentiated being.

Tha typographer enters this
apace and must change

The veader will enter it later, to

pranounced textural effect of an organic
edge whose opposition to the hard edge
of the alignment imparts an immediate
visual contrast to the page, as well as
provides optical separation between hori-
zontally arranged paragraphs. Changing
line lengths within the ragged edge helps
the reader establish breaks more easily
and therefore differentiate individual
lines on the return.

Think of the bank page ax
alphne meadow, or s the purity
of undifferentiated being.
The typographer enters this
space and muat change

The reader will enter [tluer, to

I infringed, but it must

never altogether disappear.
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sew what thie typagrapher has
ddone there. The underlying
truth of the blank page must
D infeinged, but it must
never aliogether disappear.

Think of the blank page as alpine
mrwdm st the puriu' al'um!il‘

wee what the typegrapher has
done there. The underlying

iruth of the blank page must
b infringed, but it must
never altogecher disappear.

Think af the blank page as alpine
meadow, or @ Uhe purity of undil-

enters this space md st change
it The reader will enter it liter, 1o
see what the ypographerhas done
there. The underlying truth of the
blank page must be infringed, but
it must never altogether disappear.
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there, The underlying truth of the
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Think of the blank page as alpine measow,
ar an the purity of undifferentiared being,
The typographer enters o
change it The reader will enter it Tater, 1o
see wehut the rypographer has dane. The
wnderlying truth of the blank page st be

pace an

infringed, bt i st never aliogether
dlcappear-and whatever displaces it might
well aim ta be i lively and peaceful as
I Bt ks notenaugh, when build
meraly to unload ome big, prefabricated
Tetters o the center of thie space, nar tadig
a fiwe holge in the silence with typagraphic

g tile page,

heavy iiuichinery aid inove an. BIg 1ype. even
Iuge type, can be beautiful and useful

Example of a paragraph show-
ing a desirable rag (left), and
two paragraphs whose rags are
frought with problems:

'
btk ol e blank page st alpiag mesdes,
s 4 the parity of wndifferantated beipg
“The typagrapher ente pace and fst
‘ehange iL. e reader will €nter it later} 10
sce what (e sypagrapher has dens. Thie
‘undethying truth Tl the Blank page sy be
infeinged, har it must never aliogather
Ainapprar-and whaever displaces it mjgin
el alii 10 asllvely and peaceful as 8

s 1t lenat enaugh, when building s titke page;
amerely o unlod some big, pref
Setters inta the centér af the apac

ieajed |

e heles i the silence il typograhic
Jieavy machinery and movy nn.nig\.\-m‘ wien
g type. ean be beautiful and wsefuf

A ragged edge is considered
appropriate for a given para-
graph setting if it varies within
a fifth to a seventh of the para-
graph’s width. A much more
active rag, however, also is
visually interesting; the design-
er must, however, ensure that

Tk of the blank page s alpine wioadow, er s
ity of undif 1nd bcing.

el st

change i, The reador will enter ii later, e

see what the typographer has dane.

Thie underylng truth of the blank page must be
infringed, but it st never allogether
disappeir-aind whatever displaces it mij
weall aim o be au lively and peaceful as it is. It

it

i nat enciigh, when biillding a ttle page,
imerely 1o wnlaad same big, prefabricated
Tetters into e cemer of the L nor o dig
afew hioles i the sitence with typographi
haavy m y and mave en. Big type, even
Tiuge type, cart be beautiful and useful,

the rag is either too deep or
active; shows sharp inclusions
of negative space and protru-
sions of long lines; a contour

Bk of the blank page i slpins mascees
o as the purity of ondifferentiited !
tf The typographer ent
1 changeit. The reader will e it
Later, 1o e vihat tie typographer has done,
The underlying truih of the Blank page H
st be infringed, but it must never alipgecher
Aisappear-and whatever displacesit |

hie apate

.15, 1t ds notenough, when building 3§

fitle page, merely 19 unlaad so

£l

alcated letters Inta the cente
“pace, nor iodiga few haled in
with typographic lisavy machlnery 1

and move on, Big type, even huge type.fan

e beaiitiful snd dseful.

the rag throughout the project
remains consistent in its activity,
rather than changing from page
to page or even from column

to column. The more active the
rag—meaning, the greater the
difference between short and
long lines—the more attention

Think of the blank page as alpine
mieadiw, ot as the purity af undiffer-

ing. The typagrapher
eiiners thils apace and must change it

o wwill enter it later, 1o see
e typographer has done. The
wnderlying iruth of the blank page must be
1 but it ver ahogeth
whatever displaces it v

well zim tobe as lively and peacelul as lr s,
T s not enoug]
PAge
letters inte the center of the space, ror ta dig
'3 fewe holes i the silence with typographic
heavy achingry adid imove o Big type, even
Iuge type, can be beatiful and wichul.

hen bulleling a title

merely ta unloxd some big, prefabricated

with a noticeable shape;or
irregular width overall from top
to bottom.

Think of the blank page 2= :
alpine meadve, e b1 the purity of undilcrenia
ied being. The typographer enters. H

this space ang munt change it. The

I R

il eriter I Later. 16 see what k)
¥ typographer has dang. The widerlying te
af the blank page misit aged, 1
Boiit b1 musst ever akeagerher disapy t
whatever displaces it might well :
i 10 be s lvely and peaceful 35 it i u*l
wnangh, when building a title pag :
“mescly 16 ki soie bl prefabiic, s
into the conter of the space, narto |}
sl e holes in the silenes with ypegraph
heavy machinery and mave an, ! H
g type, even huge ype, ean bebeangful
and ureiul HE

is due the rag of both the exte-
rior edge formed by the long
lines and the interior edge
formed by the short lines.

ALTHOUGH THE DESIGNER

has sel this book Lest or




a paragr
shallow and active to subtle, but i
||||'l1|'\lf
a paragr |[‘v\| down to the bottom are what by
make it de
are considered o
arganic, unforeed
of the paragraph, without pronounced
indents or bulges. In an optimally r:
paragraph, the rag becomes invisible: the  graph's width. mWe
reader is never aware that the lines are breaks acros
ending at their natural conclusion. If the
alternating lines end short and very
the rag becomes active and call
to itself, distracting the reader from fol-
lowing the content of the text.
a deep rag is acceptable if it remains con
sistent throughout the text. A desi
might opt to mitigate a deep rag by i
ducing mare interline space. @ What is
never desirable, however, is a rag that
begins at the outset of a paragraph guided

by one kind of logic but transforms inte

o see whil the

ane, The undrdying

ever altageth

avpear- and whatever displaces it
sellaim tobe as lvely and peace

fub a1 it a1 5 e emough, ehen build:

merely 1o unload some

07 10 i o few holes i ihe
I typegraphic heavy machin

il move en. Dig wype, even huge
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THREE STYLES OF TEXT ¢

Think of the blank page as alpine meadow, or as the purity of
undifferentiated being. The typographer enters this space and
must change it. The reader will enter it later, to see what the
typographer has done. The underlying truth of the blank page
must be infringed, but it must never altogether disappear—
and whatever displaces it might well aim to be as lively and
peaceful as it is. It is not enough, when building a title page,
merely to unload some big, prefabricated letters into the cen-
ter of the space, nor to dig a few holes in the silence with typo-
graphic heavy machinery and move on. Big type, even huge
type, can be beautiful and useful.

Initial setting Set solid; the
activity of the ascenders and
descenders, and a relatively
large x-height, create an
uncomfortably dense setting.
Furthermore, the rag shows
indecisive lengths, as well as
inclusions, and there are two
hyphenated breaks in sequence,

Think of the blank page as alpine meadow, or as the purity of undifferentiat-
ed being. The typographer enters this space and must change it. The reader
will enter it later, to see what the typographer has done. The underlying
truth of the blank page must be infringed, but it must never altogether disap-
pear—and whatever displaces it might well aim to be as lively and peaceful as it
is. It is not enough, when building a title page, merely to unload some big,
prefabricated letters into the center of the space, nor to dig a few holes in the
silence with typographic heavy machinery and move on. Big type, even huge
type, can be beautiful and useful.

Second Setting Same leading;
adjusting the size ta 8 paints
alleviates the density and
somewhat impraves the rag
shape; however, the size is
too small for the width of the
paragraph to be optimal (50—
70 characters on each line).

Think of the blank page as alpine meadow, or as the purity of undifferentiated
being. The typographer enters this space and must change it, The reader will
enter it later, to see what the typographer has done. The underlying truth of the
blank page must be infringed, but it must never altogether disappear-and what-
ever displaces it might well aim ro be as lively and peaceful as it is, [t is not enough,
when building a title page, merely to unload some big, prefabricared leters imo
the center of the space, nor to dig a few holes in the silence with typographic heavy
machinery and move on. Big type, even huge type, can be beautiful and useful.

Third Setting Same size and
leading, but substitution of a
face with a smaller x-height.
This face appears to small to
be comfortable, however, and
the width is still too wide for
an optimal character count.

Think of the blank page as alpine meadow, or as the purity of undif-
ferentiated being. The typographer enters this space and must change
it. The reader will enter it later, to see what the typographer has
done. The underlying truth of the blank page must be infringed, but it
must never altogether disappear—and whatever displaces it might
well aim to be as lively and peaceful as it is. It is not enough, when
building a title page, merely to unload some big, prefabricated let-
ters into the center of the space, nor to dig a few holes in the silence
with typographic heavy machinery and move on. Big type, even huge
type, can be beautiful and useful,

Fourth Setting A return to the
typeface of the initial settings,
but narrowing the paragraph,
retains legibility, optimizes the
character count (to 65 per line)
and creates a more active rag.
The leading still seems a bit
dense, and there are problems.
with the rag and excessive
hypehnation that are yet to be
addressed.

Think of the blank page as alpine meadow, or as the purity of
undifferentiated being. The typographer enters this space
and must change it. The reader will enter it later, to see what
the typographer has done. The underlying truth of the blank
page must be infringed, but it must never altogether disappear—
and whatever displaces it might well aim to be as lively and
peaceful as it is. It is not enough, when building a title page,
merely to unload some big, prefabricated letters into the
center of the space, nor to dig a few holes in the silence with
typographic heavy machinery and move on. Big type, even
huge type, can be beautiful and useful.

In this study of a paragraph, the variables of type size,
spacing, leading, and paragraph width are tested to arrive
at a text setting that results in the most comfortable
spacing, the least hyphenation, and a decisive rag.

Text excerpted from The Elements of Typographic Style by Robert Bringhurst

Final Setting Another slight
decrease in the paragraph
width, an added point of lead-
ing, and decisive re-breaking
of the lines yields a paragraph
with a comfortable texture, an
optimal line count, minimal
hyphenation, and a beautiful
rag. From this ultimate para-
graph, the typographer is ready
to consider how to structure
columns and supporting treat-
ments for elements such as
captions, subheads, and so on.
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Paragraph Separation A World of Options
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Examples of various indenting
approaches hint at the possibilities of
this simple kind of paragraph hreak.
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Subheads are sometimes included as
separators. (A) The subhead may
follow a hard or proportional return,
and the first line of the paragraph
might follow the same leading, base-
line to baseline, from the subhead as
its subsequent lines do. (B) Or the
subhead might have a distinct space
before and after.
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A single hard return between
paragraphs is a common approach
to separating paragraphs by
using space.
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The hanging indent of starting lines
of paragraphs in this example creates
a beautiful, as well as informational,
detail that will influence the structure
of the page, requiring larger gutter
spaces between columns
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Using a half-measure of leading to
follow a paragraph is another way
of separating paragraphs.
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Shown here is an interesting approach
in which the first few words of the
paragraph are shifted above the
baseline and set in a style that con-
trasts with the text.
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Separating Paragraphs Asrecently as the
fifteenth century, text was set continuously
without breaks; the definition of the para-
graph as an informational nugget emerged
in the 15008 as a way of helping readers
navigate text. Initially, a paragraph change
was indicated by a larger space after the
period following the last sentence of ane
paragraph; a later evolution introduced
graphic elements, such as squares or bul-
lets, as paragraph separators—but still
there was no break in the text, such as a
line return. m Eventually, columns were

set with a line return, but without space
between paragraphs; instead, the begin
ning of a new paragraph was indicated by
an indent-where the first line of a new
paragraph starts a few character-widths in
from the left alignment. This treatment
works particularly well in justified setting.
The depth of the indent is subjective but
must be noticeable, The indent must be
deeper if the leading is loose; more inter
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nilent, along with a propartional

distinguish the para
hin the eolumns af

Clemens Théobart Schadler

line space normalizes the perception

of the column’s width and a bigger “hole”
must be cut into the paragraph.

W Sometimes a designer will exaggerate
the indent for visual effect. If the para-
graphs are long and set in relatively wide
colummns, this treatment often will help

to break up the wall of text by introducing
arhythm of cuts into the columns,
Indents are usually not a great idea if the
text is set ragged right. Since the rag is
already changing the line lengths on the
right edge of the column, the indent on
the left side loses some of its visual power,
appearing somewhat sloppy or causing the
top lines of the columns to appear as
though they are changing alignment.

A PROPORTIONAL RETURN

separales the par trapt s i) the
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OK, Now Deal With It: The Finer Points

of Text Typography Very little attention

is paid to the crafting of type beyond
composition and style. The tiny details of
text setting are equally, if not more,
important to ensure smooth reading and
grammatical correciness, and are often
overlooked. Knowing these fundamental
rules for clean text setting keeps the
designer alert to potential spacing problems
and helps improve the look and readability
of running text.
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FIND A FORMULA FOR SUPERS AND suBs. The size and
spacing of subscript and superscript characters, which
are used toindicate footnotes or in chemical formulas,
must be determined in relation to a given font size and
the leading within paragraphs. Typically, the subscript
or superseript character is just shy of the x-height in
size, although, In an oldstyle face with a small x-height,
this measure might prove too small. The subscript
character should be set shifted below the baseline so
that it rests on the descent line but does nat extend
upward to the mean-line; a superseript character should
hang from the cap-line and rest marginally below the
mean-line. In terms of letter spacing, the subseript or
superscript character should be set to follow the same
optical rhythm of the surrounding characters. With an
uppercase A, a following superscript character might
benefit from being tucked a little closer to compensate
for the A’s inward diagonal thrust and therefare, intru-
sive counterspace,

The new AIGA building

The new AIGA building

The new AIGA building

UH-0H... SMALL cArs! Small caps used for acronyms,
although smaller than uppercase letters, still need
additional space around them to imprave their recog-
nition. The small caps of many fonts are too small and
appear lighter in weight than surrounding text. Adjust
their point size up by as much as a point or two to
achieve uniform weight and spacing, but not so much
as to confuse them with the uppercase.

erview Terrace ¢ Luna Park, New Jerse

erview Terrace « Luna Park, New Jerse

erview Terrace s Luna Park, New Jerse
erview Terrace - Luna Park, New Jerse

erview Terrace « Luna Park, New Jerse

STYLE YOUR BULLETS. The default bullet is usually
enormous and distracting compared to the typeface

In which it appears. The bullet needs to be noticeable
but not stick out; slightly heavier than the text’s verti-
Cal stroke waight is enough, Feel free to change the
bullet's typeface—or use a dingbat or even a period,
shifted off the baseline~to bring it stylistically closer
to the surrounding text.

the final chap
the final cha
the final ch

A CLUE TO OPTIMAL: THE LIGATURES. Ligatures—
speclally drawn characters that optically correct for
spacing difficulties in particular combinations of letters—
provide a clue to the optimal spacing of a given font.
Since ligatures are drawn with a fixed space between
the characters (for example, an “f*), a designer can
assume that the font’s creator determined this fixed
space as optimal for the ligated pair based on his or
her appraisal of what optimal spacing fer the entire
font should be. If the ligatures within running text
appear more tightly—or more loosely—spaced than the
non-fixed characters around them, it means either
the font either needs to be re-spaced accordingly ar
the designer needs to replace the ligature with the
two independent characters instead.

ina@rockpub.com
Ina@rockpub.com

earing and/or verti
earing and/or verti

50 IT's NOT A LETTER. The appearance of analphabetic
symbols, such as the @, #, $, and %, and some linear
punctuation marks, such as the forward slash /" are
improved by slight spatial adjustments. The @ usually
appears too high on the ling; a slight shift below the
baseline causes the character to center optically on the
line of text. The # and = display a diagonal thrust akin
to italic forms, and decreasing the space preceding
them—but increasing the space following them—helps
them participate in the overall rhythm of the letter
spaces and word spaces. The “/* tends to benefit from
additional space on either side, although a full word
space is far too much; +20 to +30 tracking is comfortable.
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dolar sit amet, consctetur sadipscing.

Flite, sed diam nonumy civmed tempor invidunt ut
labarre et dolore magna aliqsyai erat, sediam valu
plua, Al vers cos et accusam el juste duo dolores et
ea rebuin. Stet clita kasd gubergren, no sea takim
ata sanetus est Lorem ipsum dolor sit amet. Lorem
ipsum doler sit amet, consetetur sadipscing elitr,
sedl diam nenumy eirmod tempor invidunt ut labo
re ct dolore magna aliquyam erat,

Atvera eas et accusam ct juste duo dolores et ea
rebum, S1et elita kasd gubergren, no sea takim ata
sanctus est Lorem ipsum doler sit amet. Lorem
ipsum delor ait amet, consetetur sadipscing elitr,

Seructuur

THE TEXT AND TABULAR (/010
in this spread [rom a financial
repart have been earefully and
clearly styled Lo my
ol eredibility and attention ta

detail, appropriate to the saber
aceurate nature of the material

i asense

Clear hanging indents, comiort
alile s
gasily distinguished alignments
all contribute ta the report’s
exiuisile ¢ raftsmanship
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Hyphen Combines
words or breaks them
between lines,

in-depth look

1 {}0—200 p‘dgCS IE:;;«QSS:{S;;]::;:TZ?
6:00-9:00pm !

duratians in time

hcware_it is thc Em-Dash Separates

evolutionary phrases
within text.

KNOW YOUR DASHES. There are three horizontal punctu=
ation lines—the hyphen, the en dash, and the em dash,
LUse the correct one for its intended function, and adjust
the spaces around them so that they flow optically within
text. A full word space on either side is too much, although
there are times when this might be appropriate. The
default lengths and baseline orientation of each mark
might need to be altered to improve their relationship

to surrounding text; the hyphen often sits low, and the
em dash is sometimes too long.

BUIS AETES VIL Aumrlars dolerame
\ i

Siiblieading
Laretm panan defor
pacingelitr
o temor |

INCLUDE WITH CLARITY. Text inclusions, such as drop
caps, lead lines, and subheads, should exhibit some
clear logic in their appearance. Drop caps should sit an

a baseline three, four, five, or more lines from the top

of the column. A lead line should be a consistent number
of words in the first line or, alternatively, used to treat
complete introductory phrases in a consistent way.

A subhead, when appearing at the top of one calumn,
should be consistently aligned with the text in columns
preceding or following—optically.

Thinkof the blank page as alpine meadow, or as
the purity of undifferentiated being. The typog-
rapher enters this space and must change it.
The reader will enter it later, te see what the
typographer has done. The underlying truth
of the blank page must be infringed, but it must
never altogether disappear—and whatever
displaces it might well aim to be as lively and

peaceful as it is. Itis not enough, when building

TOO MUCH IS JUST TOO MUCH. In justified setting,
adjusting the letter spacing to avoid rivers is inevitable,
but don’t adjust too much. Like rivers, overly tight—
and therefore very dark—lines of text are distracting.

The Page Begins Here

TO INDENT OR NOT TO INDENT? In setting text in
which paragraphs run together, separated by indenting
the first line, the first paragraph on the page should
have no indent, Every paragraph thereafter is then
indented—until the next major sequential break or sub-
headed paragraph, which should not be indented,

DON'T CROSS THE CHANNELS. When possible, avoid
hard returns between paragraphs aligning (or nearly
aligning) between adjacent columns. As the horizontal
negative channels created by the returns approach
each other, not only do they become distracting, but
they also tend to redirect the eye across the columns
and break reading sequence.

whenever she seems ti
period (let’s face it) org

whenever she seems ti
period (let’s face it) org

KEEP 'EM UPRIGHT. Use upright parentheses and brack-
ets, even if the text in which they appearis italic. These
marks, in their sloped versions, appear weak and usually
exacerbate the spacing problems associated with them.

When the editor and design-

er pay careful attention, bad
line-breaking will be radical-

ly reduced. It's always best

to break a word to leave a desir-
able syllable of four letters.

will be presided over by Ellen Mac-
Murray and her partner, Roberto M.
Castiglioni, along with Joy Adams.

WATCH THE BREAKS! Avold breaking words across
lines (hyphenating) so that short or incomplete stubs
begin the line following: -ed, -er, -ing, -tion, -al, -ly.
Make sure there are at least four letters in the word
ending the line before the break. Try to avoid breaking
names from one line to another. If absalutely neces-
sary, however, break right before the last name—never
in the middle of 2 name and never before an initial.

nost delicious cakes fo:

nost delicious cakes fc

ITALIC TYPE NEEDS SPACING, To0. Italic used for
emphasis within text sometimes appears smaller and
tighter than its roman counterpart, Always evaluate
the italic and adjust its size or spacing to fit most
seamlessly with its surrounding text.

and whatever displaces it might well aim to be
aslively and peaceful as it is. [Lis not enough,
when building a title page, merely to unload
s0me hig‘ |'|r|:'f:\[\1"lr;:llm| letters into the center of
the space, nor to dig a few holes in the silence
with typegraphic heavy machinery and move on,
Big type, even huge type, can be beautiful and
useful.

CARE FOR THE WiDows. Never allow a single word

(a widow) to end a paragraph. If widows constantly
appear in the rough setting of a body of text, the column
width should be adjusted. Ideally, the last line of a para-
graph should be more than half the paragraph’s width,
but three words (no matter their length) are acceptable.
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The visual quality of type is
recognizable when It's further
abstracted into its base compo-
nents: dots, lines, planes, and
masses. The freedom that
simplicity implies—the liberty
to move type around as freely

I

as one might move the lines

of a drawing around—becomes
even more dramatic in the
example in which type is related
to image: see how each pictorial
element and each type element
plays off the other, responding

The new time sense
of typographic man
is cinematic, sequential,

pictorial.

Marshal McLuhan
The Medium is the Massage
Publisher Name, 1967

The same text information is
treated differently in each com-
position—first, in a static and
relatively neutral way, without
much color; and second, with

great variation In letter spacing,
line spacing, width, size, and
weight. Note how the negative
spaces created by the type
participate in the composition—
some engaged as active players

ta their individual compositional
qualities, The type isn't on top
of the layout or next to the pic-
ture. The picture and the type
take an the same value.

i

Marshal MeLuhan The Kedum s the Massage  Publisher Name, 167

TNEIATIC

A N D PICTORIAL B

in the type treatments them-
selves, and others creating a
praportional counterpoint to
the type's rhythm and texture.

“ﬁﬁ SE

EVERY TYPE ELEMENT



Type Is Visual, Too Design students and Typographic Color 11 addition to how for example, appears closer than a smalles

novices often make the mistake of ignot type is placed within a format, its rhythimi one, while a lighter element appears t
ing the abstract visual nature of type and spatial, and textural qualities are impo recede into the distance. A texture apy

15 a result, use type in a heavy handed way  tant considerations. The term for theg to Hatten out becaiise

that doesn't correspond with image mate qualities, as a whole, is “typographic color i t
rial—in effect, sep g the two things I'ypographic color is similar to chromati patial depth more so than its companen
.m‘l}lll[,'h"l‘,' ‘1'-,-'|J|'i visual:in s e, ik acts color—like red, blue, o1 arange-but deal lin appears Lo cony forwa oardles
the same way that dots, lines, ¢ only with changes in lightness and dark of its weight, although a heavier line
fields of texture, and patterns do inany ness, or value. m Moreover, it is differen comies farther forward than a narrow line.

='L“\|[]‘J."-".i\~‘l. ] Ht,‘e'ug-_‘l\‘.-‘lu_( this truth [rom the qualities ol chromatic color mn

about type, understanding it and feeling it that it deseribes changes in rhythm and

intuitively 1 a tremen texture, Changing the typographic colot

:L\"I.‘. ;w‘l\‘.m!n‘s',r i\l i-.‘:_n;.* JM\' Lo mwl:;' 1':,-'\\' :‘.1-\':,'I'F("‘_‘II'.IL'\L'iI components separ iLes

and pictures become equal players them from the surface and introduces the

illusion of spatia

epin .:I'.\.l d S€1S¢

1'|h'_|:§!*|\\" rhythm. A lareer chunis of type,

ALTHOUGH ALL OF

ADD YOUR VOICE TO SUPPORT
DECLARATION. YOU WILL JOIN
BER OF AMERICANS WHO ARE
ONLINE AND IN COMMUNITIES

SEE THE VIDED HERE

ADD YOUR SIGNATURE TO THE OME DECLARATION
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"Communism with a human face.” The
Russians didn't like it, but after Czecho-
slovakie and Hungary, they didn't want

another war. Sa Ceausescu opened things
up for us enough to get passports.

Secvt e e Wisd i ot
sefopmier,  Nichedi

Clenttsesct i crvitinlly
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Il

Ve ity erfanes, e wirs
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wind averseeinng Hee s
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ey,

Marta and | mel as music students and
we both ended up assistant professars at
the conservatary in Bucharest, After first
semaster, | said to Marta,
“If we ever gel a passporl,
| want to get aut.” And
she said, “Yes." We were
both bankers ta go. 56 we
bit our fongues and joined
the Communist Party o get
our passports, but we still
couldn't go anywhere
other than Buiguriﬂ,
Hungary or Russia. Until
one day in 1948, | saw

THE CHANGING ALIGNMENTS

CHRISTINE

I thought hmm, what an interesting
parallel. I'd put on & mask and all of
n sudden borderline aspects of my
personality would eome out. Then I
started resenrching what masks ware
all about — Venetian and Japanese
and then the Romanian masks. Put
on the old man mask or the goat or
the demon elk and it's like we're
reclaiming all the characters from
HRomanian folk heritagoe. And when
wa perform, ench mask is tied into
the songs. There are so many Songs
ubout gonts and sheep and all the
other mountain gods. I'm interested
in how through these songs, ancient
practices can be carried into the
present. My father respects all my
digging around in a scholarly way,
but when it comes to actually putting
it into practics, that's another thing.
Looking at it as myths is
fine — looking at it as
an alternative reality is
something very diffioult
for him beeause he is
Greek Orthodox and my
mom is Roman Cathaolie.
Their religions are ritual-
istic, but in a very
different way.
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A Changes in size among type ele-
ments create differences in perceived
density (larger forms are mare open,
smaller forms seem to cluster
together more tightly)—as well as
the perception of weight change
within the composition, even
though all the elements are the
same, regular weight.

B The same size change strategy is
enhanced by changing the weights
of selacted type elements as well.

C While the size of each element
remains the same, the application
of bold weight has been swapped
among the various components to
produce a different spatial effect.

D The same composition as C, but
further changed using tints.

Interline Spacing (Leading)

A

Mam liber tempor cum soluta ng
bisar eleifend option congue nih
im perdieti domine id quod ma:
imerti placerat facer possimsum
Loremipsum dolorsit amat cons
actetuer adipiscing elit sed diar
nonum nibu reuismaodi tincidunt
summa nunci et sem per dierae

B
MNam liber tempor cum seluta ne
hisar eleifend option congue nih
im perdieti domine id quod maz
imerti placerat facer possimsurr
Loremipsum dolorsit amet cons
ectetuer adipiscing elit sed diarr
nonum nibu reuismaodi tingicdunt
¢

Nam liber tampor curn soluta nc

bisar eleifend option congue nih
im perdieti domine id quod ma:
imerti placerat facer possimsurr

Loremipsum dolorsit amet cons

D

Nam liber tempor cum solu tz
no bisar eleifend option cong
ue nihi ima perdieti domine ic
quod maz imerti placerat face
pos asim sumte Loremipsum
dolorsit amet cons ectetue ad
piscing elit sed diame nonum
nibu rebar et uis odi tincidun

E

Mam liber tempor cum solu te
no bisar eleifend option cong
ue nihi ima perdieti domine ic
quod maz imerti placerat face:
pos asim sumte Loremipsum
dolorsit amet cons ectetue ad
niscina elit sed diame nonum

F
Mam liber tempor cum solu tz

no hisar eleifend option cong
ue nihi ima perdieti domine ic
quod maz imerti placerat facer
pos asim sumte Loremipsum

A This example shows very tight
leading; the space between lines
appears the same as the spaces
between words. The type is more
texture than line, and appears opti-
cally the darkest of the examples.

B This example shows normal
leading. Its texture and linearity
are evenly balanced, and it appears
lighter than the previous example,
receding slightly in space.

CIn this example of loose leading,
linearity dominates; the text has
the lightest value.

D,E,F The same treatments as
above are repeated in bold weight.

Letterspacing

COMPRESSION

COM
PRESS
Il O N

A Extremely tight spacing, and
the resulting overlap of strokes,
creates pronounced dark spots;
the individuality of the letters is
compromised in favor of overall
linearity and mass.

B In normal spacing, the linearity
of the word dominates the indi-
viduality of the letters, but the
alternation of stroke and counter
is more regular,

C Loose letter spacing causes
the dot-like individuality of the
letters to dominate.

Text Width

suin dolor sit amet. consetetur
g elitr, sed o lam ]
idunt ut labore et
sediam ve
cusam ot Ju

ot diveninl il libare of dalore imagna
aliquyam grar, sediam valup,

Aln a wide paragraph, horizontal
emphasis, or movement, dominates
the vertical.

B Although physically wider than
deep, the optimal paragraph’s
width-to-depth ratio resultsina
type of comfortable stasis.

C In this deep, extremely narrow

paragraph, the vertical emphasis

dominates the horizontal. Conse-
quently, the paragraph takes on a
linear quality, as opposed to that

of a mass.

Character Width and Weight

COMPRESSION

COMPRESSION
OMPRESSION

¢

He ran quickly,
fastas he could —
but the distance
seemed to
stretch out
and he could not esee

A The woard, set allin a condensed
face, contracts inward,

B The same word, now set in an
extended face of the same weight,
expands outward—and more so
when set in a bold extended face.

C Dramatic compression and
expansion in visual density (and
enhanced communication!) are
achieved by combining varying
widths and weights of text within
the same line.




The Texture of Language More than simply
a tool for clarifying hierarchy, the variation
of typographic texture~changes in bold-
ness, size, linearity, texture, and rhythm
is an outgrowth of the way we speak or
write... and the way we speak or write is
a source for typographic color. Slowly
spoken phrases cantrast with sharp, abrupt
outbursts. Long, contemplative soliloguies
provide rest against erratic, fractured
thoughts. m These qualities of spolen and
written language ean be made visual, not
just to provide intriguing eye-candy, but

is a time for crossing barriers,
for erasing old categories—

to help an audience feel the author and the
ermotional import of his or her words.
Changing sizes, weight, or posture within
lines of running text, even within individual
words, can make a dramatic, evocative
statement without sacrificing clarity. It
might even improve readability—the quality
of and the degree to which the type engages
its readers and leads them through the
experience of the content. Bolding a sub-
head that begins a paragraph accomplishes
this—making it seem louder and, there-
fore, a point of focus—but in an almost

Our time is a time for
crossing

for probing around.  barriers... foreras i n g

ries—
When two seemingly disparate elements old cate geites

j are imaginatively poised,
| ~ putin appositionin new
‘ and unique ways...

for probing around.

~ When two seemingly disparate elements
~are imaginatively poised,

Structure
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Changes Type
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discoveries

often result,

ey el

AN

Startling_ i put i sppositon

- innew and unique ways...

startling discoveries
often result.




Qur time is a time

for CrOSSing barriers,
for erasiﬂg old categories—
for probiﬂg around.

When two seemingly

disparate elements are imaginatively poised,
put in apposition
in new and unigue ways,

startling d ISCOV@ rI eS

often result.

parts of the text; the result banus of giving the reader a
Is rhythmically dynamic and “snapshot” of the content
supports the interrelationships  before fully engaging the text.
of the author’s Ideas. This

approach provides the added
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JERWEOD THIATAR LIPS TARS

PLAYWRIGHTS

THE INTERACTION OF

Alignments, Masses, and Voids

2 - 25 SOPTEMBER

Design Elements

A passive composition of one
line of type, centered within a
format, is activated by shifting
the line off canter, both verti-

Diesign Elements

In this raw compaosition, the
elements are clustered together
in a passive relationship with
the format. No relationship
exists between type and space
nor, indeed, among the infor-
mational components—except
an arbitrary sequence.

Design Elements

cally and harizontally. Each
space Is altered in relation to
the other.

Timothy Samara
Form; Color ; Type
Image; Layaut

Rockport Publishers
Gloucester, MA

Visual structure, relative to
the format, is created when
the elements are positioned
decisively to subdivide it and,
thereby, ereate differentiated
shapes of negative space. 5Still,
the type elements exhibit no
structural difference to help
distinguish them.

Design Elements

Design Elements;

Understanding the Form

rules and K Tolor

when to break Type

Timat vy Samara© ;oo

Ruckpant Publisheds
loucester, MA.. |,

Massing some elements and
separating others creates focus
and movement. The alignment
of particular elements estab-
lishes a similarity of meaning
among them; separating an
element from the primary
alignment creates distinction
or emphasis.
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The tension between positive
and negative space—and the
invisible linear connections
between elements—is what
drives typagraphy. Here, the
proportions of the negative
spaces are created by the posi-

energy

of light

spead

the

tive type elements, alternately
contrasting and restating
them. Alignments between the
edges of positive forms estab-
lish potentially meaningful
relationships and help activate
spaces across the composition.

< F=)
To listen to

his detractors o
you'd think he
was responsible
for heinous
crimes against
o0 taste

:
1 1
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THE PLACEMENT OF
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important, so it malkes sense that it should
be the first type the viewer sees. In a table
of financial information, the viewer needs
to understand the context of figures heing
presented, so the headers, which describe
the meaning of the figures, need to be
located easily, Within a publication’s pages,
where running text may interact with
captions, callouts, and other details, the
running text needs to occupy a consistent
area and be visually noted as different
from these other elements. The effect of
these decisions becomes simultancously

than other text
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this text is less important

most important
this is not important

other text is more important
some text is important

some text is less important

impartant more important

some text is less important

verbal and visual. m All text looks equally
important in raw form, If placed within

a format as is, the words form a uniform
field of texture. By manipulating the spaces
around and between text, the designer's
first option is Lo create levels of importance
through spatial distinction. The designer
might group the majority of elements
together, for example, but separate a spe-
cific element—maybe a title—and give it
more space. The uniformity that is usually
desirable to keep the reader moving is
thereby purposely broken, creating a

this is not important

maost impartant text
some is not as important

this text is more
important than
other text that
is less important

this is not important
some text is important
i m p o

this is not impartant

that is more

this text is more
important than
the other text this
is much more
important than

this text is less important

some text is less important

this text is less important

rtant
this text is less important

this fext is less important
some text js less nmpoitant
this s the most important

some text s less important

fixation point that will be interpreted as
deserving attention and, therefore, maore
important than the other elements,

m Enhancing such spatial separations
by changing the typographic color of sepa-
rated elements will further distinguish
each from the other. Similar to the way
that viewers rely on visual comparisons

of form to help identify their meaning, so
too do they make assumptions about the
roles of informational components because
of their appearance. More than simply
establishing a level of importance, creating

less important
somewhat
important much

less important

most important

som text is less important
than other text that is more
important and other

text is more important than
ather text and some is less
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hierarchy also means claritying the function

of informational components throngh

their formal relationships: whe

are arouped topether or separated; whethet
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closely related in [unction—captions in this
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The captions are no less important tl

veles, which the viewer learns by seeing

how they hehave in the pH L |.L‘I| its

and associating this behay ith each

they are treated with vegard to type of their roles. m The designer, in effect,

must visually categorize cach kind of

tnformation for the viewer to identify and,

most importantly m how to associate
each identilied kind of information with

every ather.
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Distinction and Unity | |

— The Fair Youth Poems
Sonnets 1-126

— The Fatr Youth Pacins
wonwuTs i-130

—_ The Dark Lady Poems
Sonnels 127-152
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THE

s reproduced In the First Folio I

In the first version (left) of a
composition, informational
components are distinguished
through radically different
treatments. While this makes
for very clear recognition of the
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ONNETS L

— The Dark Lady Poems
soNNETE 1RT-152
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ONNETS

Av regadierd i the vinsT o010

hierarchic elements, nothing
unifies them stylistically—each
element has its own quality. In
the second version, the treat-
ments are stylistically related—
through proportion, style,

weight, spacing, rhythm,
and sa on without losing
the basic visual qualities that
helped distinguish the type
elements in the first place.
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FOUR STUDIES FOR Dok
cover (Belove) deinonstrate liow
dramatic changes in spacing
can completely alter the reading
order-and meaningful interrela
Lionslips—al informational

components. bn the second study,
Tor example, the reader will move

from the Litle doven ta the three
last names of the artists, directly
lking (heir lasl names with

the subject matter, In the last
stuely, the title (and therefare
subject imatter, af the baok
bocames secandary as a result of

Structure, Detail, and Navigation

As noted previously, horizontal and vertical
type alignments create channels of positive
and negative space that the designer can
use to create hierarchic interrelationships—
helping readers lacate, separate, or connect
pieces of information... or, more simply,
to “navigate” them, m Aligning shallow
columns of text horizontally across a for-
mat, for example, will indicate that they
share some verbal relationship and may
indicate a temporal sequence—a series of
steps that builds in meaning. Creating a
band of space between one horizental text
alignment and another will keep the two
sequences clearly defined, but the fact of

their similar horizontal structure may
indicate that they are interrelated—or
perhaps they communicate two sequential
processes for launching a software program,
Running text vertically in columns
enhances the sense of continuity between
paragraphs. Grouping several vertical
columns together, while introducing a
space Lo separate this grouping from
another, may imply that the two groups
are unrelated, or it may signal a pause for
the reader to assimilate the content of one
arouping before proceeding to the next.

m Keeping consistent spaces between
aroups that are related in meaning, and
increasing the space between groups
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that are unrelated in meaning, is an easy
way of helping readers navigate among
more general sections of information and
among subgroups of information within
those sections. m Sometimes it is difficult
to remember that type is just a collection
of lines, dots and shapes, and that they
behave in the same way their simplified
components do. Integrating such visual
forms can also enhance hierarchy and
clarify navigation through text. The focal
power of a dat, which defines a location
in space, can indicate the beginning or
ending point of a text element {for example,
using bullets to call out items in a list),

within a composition, and separate infor-
mational material linguistically, like an
exaggerated form of punctuation. Lines,
too, can

perform a variety of useful functions to
enhance hierarchy and navigation: sepa-
rating, enclosing, emphasizing, creating,
or augmenting structural relationships,
and activating space. Lines themselves are
visually similar to lines of type, and rela-
tionships of contrast—in weight, solidity,
relative length, and so on—operate the
same way between them as they do among
lines of type. Horizontal and vertical line
configurations visually correspond to this

angled, curved, or wavy starkly contrast
this “orthogonal” logic. Geometric shapes,
whose hard-edged quality can be visually
similar to that of letters, can act as inclu-
sions or details among letters or words-

as well as supports for clusters of text,
operating as fields upon which the type
lies or passes between. Because geometric
shapes integrate so well with type forms,
but retain their identity as images, they
can also be used to create visual links
between type and other pictorial elements,
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As the relative color attributes  temperature help create clear
of type and background change,  separation, as does a strong

5o do their apparent spatial contrast in value, As the value
relationships, along with legi-  of a background's color comes
bility. Contrast in hue and closer to that of the type sitting

B csents ucrative opportunities
for those organisations that offer it, but

as with any new technology, customers
will have questions and even objections.
Here we give you the answers —and the
chance to take advantage of the surging
momentum in this market.

We bring you a clear view of Itanium 2
today, what's on the horizon and what
the analysts are saying.

DRAMATIC CHANGES

aaaaaaaaaaaaaaa

on top of it, there is a loss of
visual separation and, there-
fore, of legibility.

A SUBTLE VALUE CHANGE
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This composition of numbers
demonstrates the effect of
chromatic color on hierarchy
as simply as possible, showing
the layout in the same set of
colars, but with the colors dis-
tributed differently among the
numbers each time, The base
composition prasents the

nd sudden death

rrig, and the words

numbers in their natural order,
using size, weight, position,
and value to define their
sequence as a starting point
for consideration. The varia-
tions that follow swap colors
to reorder them despite their
initial presentation, While
most design projects will likely

T ESROSSTER

MORTENS MIBEELLANY 11 5

be more complex, it is easy to
see how relationships of hue,
value, temperature, and satu-
ration can quickly change not
only the apparent spatial depth
and presence of elements, but
also the sequence in which
they are perceived. This knowl-
edge has dramatic implications

for how infermation can be
ordered by using chromatic
relationships to enhance
already-defined hierarchic
structure—at the same time

potentially delivering color-
based messages and
creating visual linsk between
type and image material.

INCREASED VALUE CONTRAST
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Chapter 4

Images are no longer
just representations or
interpreters of human
actions. They have
become central to every
action that connects
humans to each other...
as much reference points
for information and
knowledge as visualizations
of human creativity.
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The presentation of images representational end of the

falls on a spectrum defined at continuum are more literal;

one end by representation and images that approach abstrac-
166 at the ather by abstraction, tion are more interpretive.

R & Images that lie closer to the
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Image Modes and Mediation

All these images depict the
same subject—a figure—but
using different modes. The

modes range between literal
and stylized, and each mode

intrinsically mediates the image
to varying degrees. The “pure”
photograph is the least medi-
ated in this study, The two drawn
images are inherently more

SYMBOLS ARE

mediated than the photo- naturalistic drawing is less
graphic image—the designer mediated than the other.
has invented his or her own

depiction of the subject—

but between the two, the
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THE CHOICE OF IMAGE
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HIGHLY RESOLVED

Icon A visual sign that shares
a structural similarity with

the object it signifies is called
an icon. Usually, icons are
devaid of detail and are literal
representations of their signi-
fied object. In these examples,
note which elements have
been selected and which have
been edited out.

Indexical Sign This kind of

visual sign points to its signified

object indirectly, or “indexes”
it-for example, a nest indexes
a bird,

(e
\ 4

SOME IMAGES ARE

Wasseem Mohanna
IT Consultant

Symbol A representational or
abstract image whose form is

physically unrelated to its signi-

fied object or idea is a symbol;
it derives its power from the

Supersign This is a complex
sign that superimposes more
than one sign (and often more
than ene type of sign) in a
single, gestalt combination in
which all the signs included
are visible and accessible

arbitrary agreement of the cul-
ture that uses the symbol.

A dove, for example, is a sym-
bol of peace in Western culture.
The context in which a symbol

immediately; a logo is a good
example. A supersign might
involve an icon, symbol, index,
word, and representation in
any combination. The more
complicated the supersign,
the less effective it is. These

S &

THIS SUPERSIGN

appears might alter its symbolic
meaning: consider the differ-
ence in meaning between the
same symbol element in these
three environments.

three examples show how

a particular component might
combine with others and there-
by take on different functions
and meanings.



THE DRAWING OF

RESIDENTIAL WIRING

SPECIALISTS INC

THE VISUAL QUALITY

In this study, the same subject  meaning takes on more impor-  marks, and associations or

is presented in varying degrees  tance; as it becomes more symbolic messaging that these
of realism and stylization. stylized, its literal meaning impart become more important.
Toward the realistic end of the  becomes less important, while

spectrum, the subject’s literal the gesture, the quality of the

AGAIN; ILLUSTRATION
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IMustration The choice of illustration

pver \“I|'l|\':_:i'.l"“l\ opens up tremendoins
possibility for transmitting information
The designer is not only unencumbered
by the limitations of real-world abjects
-I\II‘ ='!"'\-;|'|)|H;l"\u i-l,|| ,I‘,-in}-’_!\,--'\| ill,'l'ln‘i 1§
tial to introduce conceptual averlay,
increased selectivity of detail, and the

of the

designet’s visualization—through cheic

sersonal, interpretive aspect
I I

of medium, composition, and gestural

qualities. m As with all types of im:

an illustration can be concrete, objective,
or realistic in how it presents its subject,

or it can become abstracted and symbolic:
the designer can add details that normally
would not exist in a real scene or can exag

gerate movement, texture, arrangement,

THE SCRAGGLY OUTLINE
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respond to a photograph as though it we

ine diences will still instin

IVERY

“reality.” m The power of illustration ov

‘-|||||(-:.:i"' v, howev .15 [o communica

with a 15 emotions

poetic, organic, and innately human. Ar

lustration can alse integrate with other

visual material, such as

stock or other finishing techniques, o

textural level that is impossible with a
igner

conventional photograph, The de:

must weigh these a pects carefully and

select which mode of representation wi

best suit the communication
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graph might just as easily be

mislead

§ ilustration

< ss= A
fé?vxﬁjﬁmnﬂ

o Drawing and Painting |1

presentation, however, means

f hand-generated images is

ility ippealing. Through a drawn or paint
il-:.r:* . Lh ‘V‘_.::,' 1er lap inte
e own sense of creativity and connects on an
3 extremely personal level—there is a gen

hanest, and warm ¢ uality to an

tion that might be lacking in tl
realism

re  and seamless

faphotograph. An

success lies in the appropn

te
l,

1 contracted from specialists, who cu

ateness of its style to the subject matte
at hand. The m; jority of illustration i
[tivate
a particular style to find a niche in the

market, but this doesn’t preclude design

ers themselves [rom taking on the role of
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CHOICE
FOR FOOD

THE DECISION

A TEXTURE OF ILLUSTRATED
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The Medium Is a Message /\ lin:

THE SLICK, DIGITAL

Charcoal

Etching

e o o
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Silkscreen
Experimenting with the mark- as the opportunities for con- using different tools to show
making possibilities intrinsic trolling, the expression of an how powerful the effect of the
to different tools shows the illustrated image. Here, the medium is on communication.

endless possibilities of, as well ~ same subject is lllustrated
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Graphic Translation

®
®

Compare the graphic transla- Note the differences in con-
tions (top) of three different struction, formal complexity,
objects presented here with and conceptual overlay
examples of the same objectsin  between the translation and
the form of icons (bottom). its respective icon.

LINCOLN

BICENTENNIAL

1809~20009
LI V E T H E L EG AT GCYY

THE TRANSLATION LANGUAGE



translate it: the cat translation must indi reduced to the Eu\ir'[ that there’s nothing with other visual material in a lavoul

4, only the shapes and marks needec the de

cate that cats, in general, are soft or furred, wer clhiooses translation as the

that they are slinky and athletic, and so on. seribe the sul . @ The medium illustrative option in ac hat 1
A translation might be simple and stylized,  used for the drawing is important only if shape, details, and textural qualities arc
or it might be relatively naturalistic, taking  its characteristic marks help describe the dynamically integrated with photographs

0y " | . . 9 F. H A o { P ) . n
on characteristics such as surface detail o1 subject’s form or feeling. A scratchy texture  ty peftace selection, abstract elements

ri‘i['('l.-‘uf“g‘li:t..'.:\‘ulji:il.‘|| =l‘."-!i.'n|n,“l |i|.i|||'|a [|‘|.l‘\7||l t',\.HI\III\_'.||!i§'.‘!\ '!'.- 1!1:‘!|||.-i‘ Iu--.iliwwﬁ ¥ Cor ||1ir',g;m I
fers from conventional illustration in that approp ¢ in describing the fragility o with the -,|‘|,;§ijlr'r of the translation.
its visual language, or “form language’ dryness of an autumn leaf, but the texture

the marks used to make the drawing—is does not exist for its own sake, m Mast often,

a translation is developed simultaneously

;l.

THE ICONIC OUTER FORM

Jilippass
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CATFE

2
J FILIPPA'S
GARDEN

Filippa’s
GARDEN

Organic
Café

These leaf translations all of different aspects of the idea
share an overall quality of “leaf* as well as specifically
recognition—the selaction of integrating a given translation
details communicates theidea  with the formal qualities of
“leaf” in its simplest, distilled different typographic optiens.
entirety~but the language

of the translation is changed

in each, affording knowledge




Collage: Old and New
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Examples of collage show Digital collage allows for pho-
the varied possibilities incom-  tographic effects—transparency,
bining material: cut and torn blending, blurring, intricate
paper; found text and images; silhouetting, and masking not
three-dimensional material. possible with conventional,

cut-and-paste technigues.
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In this study, the message becomes more recognizable,
changes as the content of the the collage transmits a more
collage’s components are literal—and, therefore, more

changed. As the content specific—message,
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Photngraphy The ”|n||r"' plt(ﬂl‘l‘;_"\'ﬂl?hil'
image has become the preeminent form o
illustration in recent years. One reason lor
this miy’hl be the _-[?l‘\‘t| 1t which |l|mlu
graphs transmit information—their realism
and directness allow a viewer to enter the

image and process it very quickly, rather

than get distracted by abstract pictorial

1 as texture, medium, and com

issues suc
position. Access speed in imagery has
of

tise the flood

become important b
visual messages encountered by the average
viewer requires images to compete robustly
for attention. m While composition plays
an important role in the quality of the

photographic image and its mes

Because photographic images are

so readily perceived as depictions of
reality, the designer has incredible
leeway in manipulating them without
sacrificing believability. Despite the
surreal situation depicted in the top
image (A), for example, viewers will
find it easy to accept the scene as
credible. Further, this automatic
assumption about the veracity of a
photograph permits designers to evoke
sensory experiences through their
manipulation. Presenting a graphically
exaggerated photograph of an object,
as seen in the lower example (B),
trades on its believability and the
corrollary common understanding of
its function to create an immediately
recognizable aural experience,

wtential, its presence as a medialing
! I !

phenemenon is much harder to recognize

and, therefore, is often overlooked on a

conscious level by the viewer. This suggests
another reason for the primacy of photo
.\_:|.1|l|1_,-i as communicators: the fact of

the image’s mediation (or manipulation)
through composition, selective focus,
lighting, cropping, and other techniques
is secondary to the acceptance of photo
graphic images as “real.” This provides
the designer with an upper hand in per
suasion, on behalf of a client, because the
work of eonvincing a viewer that he or
she can believe or trust the image is already

well on its way to being achieved: "1 saw it

0SS5€
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Contact
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|ossedepauwir pi.he
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Ithough much mort

1 eyes.” m Today

._.|\i 1sticated

* potent

in previous

miliar with

is still much more likely to

ntent of a photograph as truth

fan illustration, simply because

s obviously contrived;

ina photograph

As with any other imagery,
photographic content must
be decisively composed. The
photographer has two oppor-
tunities to control the image’s
composition, however: first,
within the frame of the cam-

In photography, tonal range—
the number and depth of gray
values—is of particular concern,
Traditionally, a “good-quality”
photograph includes a clean,
bright white; deep black; detail
present within shadow areas;
and a fluid range of grays in
between. This same range,
from darkest shadow to bright-
est highlight, also is desirable

era’s viewfinder; and second,
during the printing process in
the darkroom (or in cropping
a digital photograph using
software). In this study, a
minor shift in camera angle
produces a variation on an

in color photographs. Pushing
the tonal range toward gener-
ally brighter values decreases
the contrast in the image and,
to some degree, flattens it out;
pushing the tonal range toward
the shadow end also tends to
flatten the image but increases
contrast and causes highlight
areas to become brighter and
more pronounced. These effects

already decisive composition
of elements (B). Radically
changing the viewpoint (C)
creates a very different compo-
sition while retaining the
identity of the content.

of tonality shift are shown in the
accompanying images, in both
black-and-white and color.
Note the contrast differences
batween correspanding images.
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Pictorialization When type becomes a representation
of a real-world object, or takes on the qualities of
something from actual experience, it has been pictori-
alized. In illustrative pictorialization, forms are drawn
to appear to be made out of a recognizable material
or to form part of a recognizable object.

ANT

Pictorial Inclusion Illustrative elements brought into
the type forms so that they interact with its strokes or
counterforms are said to be included. The type retains
its essential form, but the pictorial matter is integrated
by reversing out of the type or by replacing the coun-
terforms within or between the letters.

A Pictorialization

B Pictorialization

€ Illustrative pictorializatior

B Ornamentation

mu @

Form Alteration Changing the structural characteris-
tics of type elements to communicate a non-literal
idea is another strategy. Distorting letter shapes ar
proportions in an adjective, for example, can change
the quality of its description. Such alteration may have
a syntactic quality as well; setting the word "exagger-
ated” with distorted, oversized Gs exploits their sound
and the word's meaning.

M@®NE¥

Form Substitution Replacing a type form with a
recognizable object or another symbol is referred to
as a substitution. Many real-world objects share
visual structure with letters. Circular objects are often
substituted for a letter O, for example. Images aren’t
the only elements that may be substituted for a type
form—replacing a letter with another character is also
a common strategy for substitution.




Type as Image !

Ornamentation Typography can be transformed with
omaments—borders, dingbats, dots, lines, and geometric
shapes—either structural or purely decorative. If the
ornaments are symbolic in nature, they might take on
the aspect of an inclusion and therefore be more strongly
connected to the meaning of the word, An ornament’s
style might affect the viewer’s sense of the historical
context of the type; for example, a flourish or antique
dingbat from a particular period.

ED
E

Syntactic Deconstruction Changing the visual rela-
tionships between the parts of a werd or a phrase is a
deconstruction—the inherent structure of the ward Is
called out or changed by being deformed—and the fact
that it is related to the nature of meaning makes it a
syntactic deconstruction. The cadence of the spoken
word, the ward's syllables, the prefix, the suffix, and
individual letters are all sources for deconstruction.

&
MATIONAL
PARKS OF
NEW Y&R
HARBOR

K\

E Form alteration

F P!CLOI'uﬂirlclusiorl

G Form decanstruction
H Ferm substitution

1 Pictorial inclusions with
form substitution

] Illustrative pictorialization

i S0@
T 'ﬂg‘

K Form alteration

L Form alteration and
substitution
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The meaning and emotionally
evocative aspects of the subject
change as a result of the varia-
tions’ respective compasitions.
When the figure is presented
full-on and positioned with rel-

atively even space around it (A),
it is somewhat neutral, or more
descriptive; the viewer is look-
ing at the figure. Positioning
the figure off center (B), so that
the space around it s more

dynamic, creates a sense of
movement, but also anxiety.
Compasing the figure as an
extremely small element within
the format (C) isolates it,
increases the viewer’s anxiety,

and evokes a sense of alienation.
Re-cropping the figure (D) so
that it extends beyond all sides
of the format makes it feel con-
frontational.

———
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A representational image is deconstructed
here to show the various compositional
strategies—beyond the selection of subject
and drawing medium=—that the designer
has considered in creating a well-resolved
image. Each aspect of the composition
reinforces the others,

Gesture and Mark Quality

, VAl

Positive and Negative Shapes

Value Distribution

I 1 1A ¢ | (] I
2 £h .'-“t“;f'l ment within an illustrated i
[ the illustration, witl Hmportance | suc
s oulter contoutr, 1pply equally to photographed
el
1t

Contrast Between Mass and Line

Optical Weight Distribution

Perspective and Spatial Depth



This concise (yet by no means
comprehensive) table com-
pares the same pair of subjects
presented in various combina-
tions of image mode. Evaluate
each pairing for similarities,

as well as disparities, in visual
form; which combinations
produce the most unified visual
relationships, and which have

186
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the most contrast? Then con-
sider which combinations
might also be the most useful

for comparing related concepts,

and which offer the richest
interplay of concept.

.
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IMAGERY THAT LIES

THE DECISION TO



Real, Unreal,
and Otherwise

Media and
Methods

‘ 1';-‘t.n-;;l.;1u.1||.
| Options
Content
and Concept

Selecting and Manipulating Content
A picture, as the saying goes, is worth a
thousand words. Which words those are,

however, is influenced by the d

and the |'>;-‘.|:ll'lj_{r‘;\|1|71‘l‘. The choice of

the pictorial elements contained or not
within a photograph, regardless of subject
matter, has tremendous implications for

meaning. Product catalogs—clothing

catalogs, for example-often use ima

as a primary means of conveying concepts

In this study of an image for a mystery novel’s cover,
the information conveyed by the image is altered—
sometimes subtly, and sometimes dramatically—

as a result of changes In content and compesition.

In the first version of the image (A), the content and
lighting provide neutral facts: the viewer is in a bath-
room, prabably at a hotel. In version (B), this content

about lifestyle by showing people wearing
the clothes in particular locations or
situations. These i"n“:}_’e‘:‘. serve two pur-
poses: they demonstrate the look of the

clothes on real people, and they position

the clothes relative to a lifestyle. Similarly,
leaving certain facts out of a photograph
j||i.u‘||l e jt.:.ul as influential as ¢ ?lr,1(1k|-|:_|;

what to include.

BY FOCUSING ON | indistingd
reflection of the ligure-and
selectively cropping most of the

saliel figura’s back-—the

Research Studios Unired Kingdon

is clarified by the addition of a hotel! kny-but altemd
through the addition of the knife and money, slgnifyirls‘
foul play. The dramatic change in Ughtlng, from even
to more extreme, as well as the unusual direction of
the light, enhances the sinister mood and further hints
that something is wrong: why is the light on the floar?
In the final version (C), a closer viewpoint helps create




a feeling of paranola—what’s happening beyond the
frame is unknown—and facuses attention on specific
details: the time on the clock, the point of the knife,
the maney, and the hotel key. The manipulation of the
light, as well as selective focus, helps draw attention
to elements that may be relevant to the story.

The same figure is shown here  ary meaning, and positions
photographed from the same the figure in different relation-
viewpoint in different environ-  ships to the viewer,

ments. Although the figure is

the focus of the message, the

environment affects the tone

of the message, adds second-

wrestord Wines are

o captury the

catermg, for all
levels of

[Froim Ilh

o the
through o thi

and
CHOTY e has been erafted
with the sanw
attention o detail, vepresentng
reat value
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[n addition to whatever semantic

content an image offers,

viewers

will project meaning on the image

themselves, based an pe
as well as cultural, exper
In the current American ¢
context, viewers are likel

rsonal,
1ence.
ultural
y to

praject meaning related to “ille-
gal drug use,” even though the

image doesn’t offer any explicit

reason for doing so.

The same image changes
semantically—in varying
degrees—each time it's paired
with an image carrying its own
semantic meaning. In the first
pair, the semantic gap is quite

small and the resulting narra-
tive subtle. In the second pair,
the semantic gap creates the
same narrative but dramatically
alters some assumptions about
the meaning of the base image.

The third pair offers a semantic
gap that forces the narrative

in a completely unrelated—and
unexpected—direction.




- Narrative Interplay

SEQUENCING RELATED IMAGES

In this comparison of two
sequences beginning with the
same base image, the narra-
tives are wildly different, but
the narrative momentum of
each concludes with assump-

tions that you, the viewer, has
made that aren’t necessarily
true. The rubble in the last
image of the lower sequence
is not, empirically, that of the
building shown earlier in the

sequence. What assumptions
have been made about the
information in the other
sequence that cannot be
proven true?
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- Word and Image: Brumwashmg the
Narrative |

once it has passe

journey

The same image is shown
paired with different words.
The semantic gap between
word and image—the weird,

The brainwashing effect works
in reverse. Here, the same
word is paired with different
images, and the change in

freedom

nebulous area wherein the

viewer can construct a narra-
tive relationship between the
two—is closer in the first pair,

semantic gap, as well as in
the word's meaning, becomes
more pronounced.

ALTHOUGH THE DIFFERENCE

wider in the second, and
extremely wide in the third.



new experience and kmowledge about the changed in the viewer's mind—the message
image are introduced to the viewer. Once is a gestalt. However, if one is seen first

this knowledge is introduced, the viewer and the other second, the viewer has a

will no longer be able to consider the image  chance to construct meaning before being

in its original context. The meaning of the influenced. In such cases, the semantic
image, as far as the viewer is concerned, gap is greatly widened and the impact of
will be the composite meaning that the change is more dramatic: the viewer,
THE WORD AND 1o vl includes all the information acquired in the short time given to assimilate and
me focus attention on through the sequence. m Not surprisingly,  become comfortable with the meaning of
_ .;;'L:':‘l\:l: IIEI: e the ability of images to change the mean- the first word or image he or she has seen,
w allar, ' ings of words is equally profound. This must give up his or her assumptions and
mutual brainwashing effected by words alter his or her mindset.

Fingst Magm. ;
and images depends a great deal on the

simultaneity of their presentation—that is,
whether the two are shown together, at
once, or in succession. If seen simultane-
ously, word and image will create a single
message in which each reciprocally
advances the message and neither is truly
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PUTTING

Chapter 5

There is no recipe for
a good layout. What must
be maintained is a feeling
of change and contrast.



Begin
with the

end
1n mind.




EVERY ASPECT OF THIS

198

199



e
Visual Logic: How Everything Talks to iould

Each Other Dicsipn sol s reatly con :
oether when all the components a spac

A Visual Logic Checklist It’s important to
consider the big picture of a design selution—
the concept and overall layout—in light of

its internal components to ensure all of its
aspects are interrelated in supporting that
concept, At each stage of development,
evaluate each aspect in combination,

Does the typographic detail visually relate
to image styles, as well as convey messages
appropriate to the text?

Does the form of graphic elements
communicate with images?

Do the images play off each other to
enhance intended messages, and does
any image or combination thereof
deliver unintended messages?

Does the color system add to the concept?

What about print techniques, paper, and
binding details?



Organizational Strategies: Structure and  designe 5 the sequence

Intuition Fieuring

is being planned

in what order, and rranged the cifi
from a compositi lernands 1al 1d im

lot from a d 1 1 ¢ l t neutral, o imentary
ply some content in a particular order I tation nes ) | What
the designer really has to understand the happens if the material is arganized in
content and, potentially, rearder it when 1 less struct
necessary to improve its clarity or enhance and the text vis
its conceptua aspects. mn L visual level \Fu‘:. interact

iow much appears at any gi

these questic

tical ai |‘| intui

the actual arrangement are de ve study of the content
™ i :
see how different methods help or hinder

the presentation. m A designer must

1 between these two extremes

200
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By Kind Content ordered by differences in meaning

HERERL

By Specificity Content categorized from more general to more detailed

[——— ——
e —— — -
e ——
= ==
— == E—
By Complexity Content sequentially ordered from least complex to most complex

Chronologically Content ordered as part of a process, or in terms of histarical contaxt

[ 1

By Relevance Content arganized accarding to which information is most important

Strategies for organizing con- Some strategies are often egy of part to whole based on
tent involve sorting the materi-  applied ta particular kinds of local relevance; packaging
alinto manageable parts that publications because of con- divides information amang its
are related to each other: by vention-usually driven by the  sides based on complexity.

kind; by part to whole; by fre- expectations of the audience,
quency; by complexity; chrono-  Newspapers, for example,
logically; and by relevance, exhibit an organizational strat-



nessing around with the material to see
vhat's possible, analyzing the visual and
conceptual clarity of the results, and then

turning to freer exploration to test
vhether the analysis is accurate or useful,
some basic organizational methods have
hecome common in graphic design prac
tice, especially in regard to typography;
some are structurally based, and others
espond more intuitively to conceptual
and tactile qualities.

;pjggduction

Esther
Gerritsen

LOGO

Experience the Luxury

Palazzo Giglio

RBOUT Introductory text about hotel
LOcATION environmaent, Direct link to
REARRVATIICE virtual tour and description
GONTACT

of amenities,

parts. Whether the cantent is a
website or a printed brochure
or book, convention generally
dictates that material that
comes first should be assumed

Sorting the same content in
different ways might call atten-
tion to specific parts over oth-
ers and thereby affect the
emphasis of these specific

STRUCTURED ON A |

Lindex
Esther Une piéce
Gerritsen gentille sur

des gens
sympathiques

ABOUT

CONTAET

LOGO Location
Reservations
Amenities

to have greater significance.
Adjusting the order to create a
narrative flow that enhances
focus an specific content
changes the experience, as

seen here in these hypothetical
examples: alternate options for
a hotel’s website navigation,
shown as wireframe models for
the home page.
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+——— Margins are the negative

Columns are vertical align-
ments of type that create hori-
zontal divisions between the
margins, There can be any
number of eolumns; some-
times they are all the same

Grid Anatomy A grid consists
of a distinct set of alignment-
based relationships that serve
as guides for distributing ele-
ments across a format. Every
grid contains the same basic
parts, no matter how complex
the grid becomes. These parts
can be combined as needed or
omitted from the overall struc-
ture at the designer's discre-

width, and sometimes they are
different widths, corresponding
to specific infarmation. The
page diagrammed here shows
four columns of even width.

tion, and the proportions of the
parts is similarly dependent on
the designer’s needs. This
book, for example, is struc-
tured on avz-column grid to
address several issues: an opti-
mal column width for running
text and captions; a static navi-
gation system at the far left;
consistent proportions
between diagrams and caption

Markers are placement
indicatars for subordinate or
consistently appearing text,
such as running heads, section
titles, folios, or any other
element that eccuples only
one location in any layout,

text-widths; and flexibility to
size and arrange contributor
design projects. While text-
and diagram widths necessi-
tate a greater number of
columns left-to-right, the need
for flexibility in positioning
dictates that no flowlines be
established top-to-bottom.

spaces between the format
edge and the content,

which surround and define
the live area where type and
images will be arranged. The
proportions of the margins
bear a great deal of considera-
tion, as they help establish
the overall tension within the
composition, Margins can

be used to focus attention,
serve as a resting place for
the eye, or act as an area for
subardinate information.

Flowlines are alignments
that break the space into hori-
zontal bands. Flowlines

help guide the eye across the
format and can be used to
impose additional stopping
and starting points for text
or images. There may one
flowline, or there may be
several. If there are numerous
flowlines at regular intervals,
breaking the page top ta
bottom in a repeated propor-
tion, a system of rows is
created that intersects the
vertical columns.

Spatial zones are groups
of modules that form distinct
fields. Each field can be
assigned a specific role for
displaying information;

for example, one horizontal
field might be reserved for
images, and the field below
it might be reserved for a
series of text columns.

Modules are individual units
of space separated by regular
intervals that, when repeated
across the page format, create
columns and rows,

API'MAISERS

AOUIATION

THE THREE-COLUMN GRID



VisualLogic

Structuring
the Page

Intuitive
Arrangement

Integrating |

Type and Image

Column Grid Information that is discon-
tinuous benefits from being organized
into an arrangement of vertical columns.
Because the columns can be dependent on
each other for running text, independent
for small blocks of text, or crossed over to
make wider columns, the column grid is
very flexible. For example, some columns
might be reserved for running text and
large images, while captions might be

placed in an adjacent column, This
arrangement clearly separates the captions
from the primary material but maintains
them in a direct relationship. m The width
of the columns depends, as noted, on the
size of the running text type. If the column
is loo narrow, excessive hyphenation is
likely, and a uniform rag will be difficult
to achieve. At the other extreme, a column
that is too wide will make it difficult for

O |
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|
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lular also lends

1 of tabular inform

epetition of the moduls

¢ tables or forms and ;‘|‘.“’I,\|r- them

| image material. @ Aside
from its practical us

with the e 14

;. the modular grid

a \|||n'.'|ll ial .H-"Lin tic Beltween

the 19508 and 1080s, the modular :«.||:\

became associated with ideal social or

political order. These ideals have their

roots in the rationalist thinking of both

the Bauhaus and Swiss International §

which celebrates abjectivity, order, .I:M'

Here, a variety of madular grid structures shows a
range of proportions and precision. The greater the
number of modules, the more precise the layout might
be; but too many increments become redundant.
Varlations on the number and stress of the module
achieve different kinds of presence for the typographic
and image content.



The increased potential for
arranging and proportioning
content in a modular grid is
seen here. Combining modules

into zones for images (the gray
areas) ensures variety as well as
aunified relationship with text.

yAre

A SIX-COLUMN MODULAR GRID
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TWO OPPOSING GRIDS

208

209




Grid Hybrids and Combinations
Depending on the complexity of the publi
cation, a designer might ind that multiple
grids are needed to organize the content,
within sections or even a single page spread.
m Working with several grids together can
talce several directions. First, a grid with a
large number of precise intervals might be
for a variety of grids

developed as a ba
used for particular information. For exam
ple, a grid with twenty columns to a page
might be used to order a five-column,

| |

four-column, two-colummn, and three-
column grid with a larger margin for
captions in a specific section. In this kind
of approach, all the column widths will
share a proportional relationship that will
also be noticeable in how images relate to
text set in these various widths, m Another
op tion is S]lﬂ]ﬂy Lo use two, |‘['|I'k"l.", o more
different grids that share outer margins,
allowing them to be relatively arbitrary in
their relationship to each other. In this
approach, the alternation of the grids will
be pronounced, since their internal propor-
tions are unrelated; the resulting differences
in visual logic between layouts using

Using a compound grid builds a
certain rhythm into a publica-
tion. As the grid changes to
accommodate different infor-
mation, the rhythm of each
grid’s accurrence becomes an

integral part of the pacing and
style of the work. Shown here
are a two/three column (top)
alternating from spread to
spread, and a two/three, sin-
#le-page campound grid in

i+

which the two column struc-
tures alternate top to bottom
between spreads. The gray
areas indicate possible image
locations in response to each
grid’s structure,

‘recognilion

different grids can make very elear distine
tions between sections or types of content.
|

a single page but to separate therm into dif

S0n

m A third option is to combine g

ferent areas. For f.'.\(illll|'|!<'. |Jl'i\ll.'l1'\..' text or

images might aceupy a three-column grid

in the upper two-thirds of the page, buta
five-column grid might hold captions o1

othe

secondary content in the lower third

of the page.

THIS WERSITE COMBINES
nulbiate column gride, zach
used in specihe areas {o organs

e content did navigs

ather than attempting

wcommodats all the

it one overly comples s

Studio Blue Umied
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In this hypothetical study, several
source images, each with differ-
ent proportions, are positioned
relative to each other to help
determine where their depths
and widths might correspond.

susharnsfannnssnsnnrninnnsrqissnapensasinsis

Shifting the images around
each other creates a number of
possibilities for distilling a grid
that will accommaodate them all
without having to crop them—
a hypothetical “client request.”

yportions ol

1 10T .I|||’l'
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priate direéc
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Grid by Image A grid might be defined Lo lepths t iine whal
v image content (hrough comparison ol For text ar otl | lo

. i
#es, and 1 | ind the log t
C 10 them, wi Huses o govern them
lesiener to assess how varied
they are 1n lormat—squares verticals, ang

horizontals. The designer mu hen decids
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10/12 Running Text

Lorem ipsum dolori
sit amet con setetu
adipscing elit sed ia
m nonumy eirm iod
tem por invidunt ut
labore sun et dolor
mag na aliquy amer
at sediam voluptua
Ater vero ratumeos
et accusam et juis
tuit nova dolores et
ea rebum tet clim a
kasgubergren,nove
seta kimas ero san
mea inveratis fiat e

The leading of the body text,
decks, callouts, and captions
might have some proportional
relationship based on their
sizes. For example, the bady
text might be 1o points, set on
a leading of 12; captions might

6/6 Caption

Lorem ipsum dolari sit amet, con
setetur sadipscing elitr, sed diam
nonumy eirmod tempor invidunt
ut labore et dolorei magna aliquy.
am arat, sed diam veluptua. At ver
oratu eos et accusam et justo dua

dolares et en rebum. Stet clita kas

gub nove sea taki san

ctus est quoran ipsum dolore sit
amet. Loremater sitamet, consete
tur sadipseing elit, sedlamue non
ume eirmodit sempor Invidunt ut
labora at dolore magna aliguyam
erat, sad diom voluptun.

Loram ipsum dolori sit amet, con
setetur sadipseing elitr, sed diam
nonumy eirmod tempor invidunt
ut lahare et dolorei magna aliquy
am erat, sed dinm voluptua, At ver
oratu eos et accusam et justo duo
dolores et ea rebum, Stet clita kas
gubergren, nove sea takimata san
ctus est quoren ipsum dolorie sit
amet. Loremater sitamet, consete
tur sadipseing elit, sedinmue non
ume eirmodit sempor invidunt ut
labore et dolore magna aliquyam
arat, sed diam voluptua,

be 6 points, set solid on a lead-
ing of 6; decks might be 15
points, set on a leading of 18,
The numeric relationship
between these leading mea-
surements is 6 paints; a certain
number of lines of each text

Lorem ipa dolori sit amet con sectit
adip elits itsud quae coelis in deo facti.

Lavem ipsum dal ori sit amet con
see tetn adi pscing elit se dimm nonu
iy eirm il wm por invid unt ue
Labor ve semi et dolor magna aligquy

Duis autem velure nuiie
et semper, quam glirio
int deum, Love mun

ipsum dalor sit amet di

15/18 Deck and Callout

Lorem ipsum
dol ori sit am
et consec tetu
ad1 pscing elit
se diam nonu

umy eirm 1od

tem por invid
unt ut labo re
semi ert dolor
magna aliquy
component will, at some depth
interval, share the same top

and lower baseline, and this
depth interval might very well
indicate the depth of a module.

This s the method used here:
10 lines, or a leading of 6o

20/24 Headline

Lorem ipa
dolori site
amet, con
adipscing
elit summ

‘quae coe
diat velur

points, defines the depth of the
module; the gutter measure
between rows reflects a hard
return between caption para-
graphs. The column is defined
by the caption’s optimal width.
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Grid by Text Alternatively, the designer
might approach the grid fram the perspec
tive of the text shape and volume, The
sheer amount of text that the publication
must accommaodate is an important con

sideration; if each page spread must carry

a particular word count Lo fit a preseribed
number of pages, the designer will have
some sense of how many li1

5 ol type

must appear on each page. This variable
might eventually affect the column width
ar depth, but the optimal setting is a good
starting point. Achieving an optimal set
ting for text at a given size and in a given
face will indicate a width for columns,

and, from there, the designer can explore

how many columns will fit side by side on

a single page. Adjusting the size of the

BucHuek g s vves

text, its internal spacing, and the gutters

between columns will allow the designer

to create a preliminary structure that
ensures optimal text setting throughout.
From this IJUiI'.I_. the designer must evalu

ate the

ulting margins—head
and foot-and determine whether th
enough space surrounding the body to

leep it away from the edges of the format.

Since optimal width can vary a little with

the same text setting, the designer has

some leeway in forcing the columns to be

wider or more narrow, closer ar further
away from each other, until the structure

comfortably on the pa

THE GRID IN THIS BROCHURE

P iwli hie by
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Column Logic and Rhy

thm on a Grid vertically at top or bottom and rag at the
The way in wh lumne of téxt interact oth nd: and columns that rag top and

with neeative space is an important aspect  bottom, Each kind of logic has a dramatic
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Columns justified to the head Columns that change hangline The differences in interval spontaneously or determined
and foot margins, or to a spe- and depth offer the most between column beginnings by the existence of flowlines or
cific module depth, ereate a organic (and flexible) option for and endings must be decisive modules in the columns.
rigidly geometric band of text.  arranging text, especially in and considered for their
Hanging columns provide a terms of integrating images. thythm. The heads and feet of
measure of consistency, bal- the columns might be decided

anced by their changing depth.



Some regularity or systern must clearly

exist in the alternation of column logic to
be meaningful; otherwise, the audience
simply recognizes the change but not it:
i ficance, m Wl
separate verl ir':lll‘)‘, &|WHI'H‘LE_', up and down

en columns hr"sﬂl\ 1o

past one another—or dropping to different
depths while adhering to a single hangline

above—consider the relationship between

ines of text across the gutter separating

the columns,

Articulating material across
several column structures,

but using similar logic through-
out, creates tremendous differ-
ence in the overall thythm

of the layouts while retaining

a certain unity.

JIELARDL ]
N ERBIE O

In a grouping of columns set justified,

with no line breaks (or a hard return of the

same leading) between paragraphs, the wi
baselines between columns will align. Any

other situation, and the baselines

etween

columns will not align, m In hanging
columns, text will align between columns

until a paragraph change. Because the

||u_-|1|h af the ||;:|||5:ji||;l\ columns ¢ |;‘uu:,:x"-;‘

this might feel appropriate. A problem

will occur in a page spread set with columns

justifying top and bottam, however, if the

line: the lines of text

| be noticeably off.

|1.|\'i15l'.l‘{1|‘l|1 space introduces an unever

TEXT COLUMNS IN THIS

1o St

t the (oot mari 2in
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A simple trick to achieving lay-
out variation is to arbitrarily
cluster images toward the top
of a spread and then toward
the bottom on the spread fol-

—
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Occasionally ignoring a rigor-
ous grid has a dramatic effect
on pacing and hierarchy. In this
study, just such an instance

Variation and Violation
successliul m;}y ir‘ after a

1ave been solved, the de
I | \ tl

the uniformity implied

and uses it

rative of parts that will sustain interest

page alter page. mThe gi

using

Remember that the g

aiide existing on the bottommost level of

the layout; the content h

surface, either constrained or sometimes
free. Grids do not make dull layouts-

designers do. Once a grid is in place, it is
B B I

[N
LB
i

[ = —
j=—
==
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lowing. Sometimes forcing a
small, medium, and large
image onto a spread—and
then using the same sizes but
placed in different locations

] T — [ —
SEEES
EEE==
SEEEE

MU A

stands out among a series of
layouts that are heavily strue-
tured. The resulting surprise
breathes life into the pacing

T .

ke cogunnngihoch [ i
e

Lozt i ves o4 aereprenas
o4 weenchormsut v bk sonihetees
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o lagatak

by its structure

to create a dynamic vi

‘eatest ds

orid is to succumb to its regularity

appens on the

A prid is truly
Il

|,||){wi<-||',,-;

aner rises above

inger in

is an invisible how

ply placing images toward the

pag

i

on the next spread—will
quickly create movement
across the grid.

BTG
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among pages and highlights
the content that is off the grid.

of the layouts.
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a good idea to s
i

nails for each spread in the public
nar can be very helpful. Here, the d

test layout variations on the

lements interact with the grid

page to page? Do pictoria

er? Perhaps the siz
from spread to spre

14 0¢ Ce ¥
to image chang
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ort all the project’s

1terial

spread by spread to see how much will be

’i‘I"-""i":‘. ineach ,"\.»nm:,-im;uu,l of thumb

alion

signer can

_"i|! 1nd see

the result in terms of pacing—the rhythm

n there be a visual logic to

nm

elements alter

nate in position from one spread to anoth

es of the images change

ad, or the ratio of texi

es sequentially. Even sim

cop of the
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ntent respon
colpmn &fructure, v
naticeably shill off the
o introduce visual sur|

tacus attention

I =l

Cobra Nanwr

patial breaks from lelt
1oss this page spread
gnd diagram; aithough
majority of typographic

bottom of the pages in the next achieves a

powerful sense of difference while s
ensuring overall visual unity. m Violating
il

1es because circumstance di

1ing,

y of dq

the grid is a ne
ti

ates il

content that must occcupy a sped 1hc ~|I|'LH-.|

or because

won't liliill'“: 'vl.‘\'llil”':;
necessary to call attention to some feature

of the content, or to create some surptise

for the reader. Within a rigorous grid
structure, violations must be relatively
infrequent or relatively small, or they begin
to undermine the reader’s sense of the

1¢ item o
sneral \‘:_':,-'('nlll that violates the \l\ll will be

tic. Disturbing the regularity of

COMPARE THE LOCATION 0!

Lo righ
with
vith
the
nil
L The
il ien
slructuire

nae aind

a column of text by allowing an element
to jut out past the alignment not only
will be instantly noticeable but also will

Waywal slement to shift to the

cause the
top of the ‘Ii\'l‘.il'l_'!l\-‘ it becomes the most
important item in the layout because il

is elearly the only thing out of order.

Designing a two-page spread that i

the prid established for the remaiming

pages of a publication ensures that spread

will be memorable, The problem facing
the designer in making such a dramatic
decision is that of integrating the layoul
into the |1|,|l||].,.|i ion's overall visual \H:;-Iil +
what defines this spread as belonging to
the same ]ll:Ni( ation? Usual v, using the
same typelaces as are used alsewhere will

do s0, as will application of similar colors

as on other pages; but tl ¢ will not

unify the altered spread with the others

that clearly follow an established stiucture

The designer must create some reference

to the

tablishe

shie violates it e .‘I|.',!\:; 1 Lypogra

element from the vious spread continues

nto the unique spread. In addition, the
l f

designer must consider the transition bacl

into the grid-structured pages following

the violation; if the jpages follow

particular spread are a continuation of its
content, the designer might add smaller

violating elements that recall the major vio

lation while restating the res structure.

THESE PAGES, 1o/ il i

tel HAFes, |
| W eolumn str
i i i
|
Ler Tl &, Al
1 10g Ll si
mienl can sh |
il 1
nlbject i
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Exploring Other Options: Nonstructural
Design Approaches Crid structurein

:'_-|'||'-_E';r!'|||' il design has become partl of

15 its own internal structure that a erid
on't necessarily clarify: sometimes the
content needs to ignore structure altogether

to create specific kinds of emotional

218
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THE MATERIAL IN THIS POSTER
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SLIGHT OVERLAPS IN

Grid Deconstruction The [irst option is

et 1
‘1}’“{! Mg apart a conventional 'r’II'll‘. cven a

very simple one, A structure can be altered

k [l Pt Lt
n any number of ways, A designer migh

"major zones and shift them

1!:\I‘\;'.|'1I\;1||\,‘ Qr vertic ":|E\‘. It’s ;I‘\‘I}H'Il'l,‘l'-\-

We atl 1ien information

NS W

that would normall

i
Y

place—markin

is moved to another place, perhaps

'\-"I‘w|| with some other Fl:,.| of informa

LIOT 111 8 We creates

nection that didn’ sefore. The shift

tex
ed information |'|‘-i!;i-.i end up behind or on

top of some other information if a change

in size or density accompanies the shift in

Z

placement. m The optical confusion this

causes |

of sp

» where foreground and background

swap places. A conventional grid structure

SHIFTING (oluinins and exagygel
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T ; o
repeated in different orientations could be
used to explore a more dynamic architec

ral space ‘J':,’- \'t'.l|i:l:‘l r‘|-\||r'i='|\| AXCs al

alignment. m Similarly, overlapping grids

R G :
with modules of different proportions, or

ch run at different angles in relation

o cach other, can introduce a kind of order

to the spatial and directional ambiguity

hat layering creates, especial

‘ 1
elements are oriented on both layers

simultaneously.

Late 1gza's

Wiky the

Tiwat™ Depreadon?

Lorem ipsum del ori sit amet con

sec tet i pseingg elit se diam non
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Shifting or breaking apart grid
modules or columns so that
they begin to averlap, even
while they carry sequential
information (like running text),
can create a perception of lay-

ers within the compositional
space. The textures of different
columns interacting as they run
over each other can create a
sense of transparency in which
the viewer perceives the

“Brother, can you spare a dim
g - ® iy

Rread lines

m

e

e?n

82% of all
European hotel
rooms feature
a romantic
landscape
painting

columns of text, or other ele-
ments, to be floating in front of
each other.

THE CHANGING WIDTHS

IN A REMARKABLY
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THIS POSTER ORGANIZES



THE DESIGNER HAS CREATED

HAPPINESS
A WARM GUN

CONFESSIONS
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Spontaneous Optical Compaosition

INTO THE SPIRITUAL.

LISTEN TO THE LYRICAL,

BRING

IT INTO THE PHYSICAL.
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EXTREME SCALE CHANGES,
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Conceptual or Pictorial Allusion /Another
interesting way of creating compositions
is to derive a visual idea from the content
and impose it on the page format as a kind
of arbitrary structure. The structure can
be an illt

ry representation of a subject,
like waves or the surface of water, or can
be based on a coneept, like a childhood
mermory, a historical event, or a diagram.
m Whatever the source of the idea, the
designer can organize materia

to refer

to it. For example, text and images might
sink underwater or float around like objects
caught in a flood. Even though no grid is
present, sequential compositions are given

a kind of unity because of the governing
idea, Margins, intervals between images

and text, and relative depth on the page

THE DESIGNER OF | 1

endar panels ¢

feeling and enerpy of each sea

soi1 [h

he ty

raphy responds nol
Just farm By Lt iceptially
lacing i different instances w

fallimg e, leaves, and snoy

Vigua! Art

might constantly change, but this chang
)

e features that relate to
se might even be cal
s.m In projects of a

sequential nature, like books or walls in

has recognizab

the overall idea; the ed

allusive structure

an exhibit, visual elements relate to each
other in time, as though in frames of a
film. Images might move across a formal
or otherwise be changed from page to
page, affecting other images or text that
appear later, A simple example of this
visual kinesis might be a sequence of
pages where text appears to advance for-
ward in space because its scale changes

incrementally every time the page is turned,

Using sensory experiences of space and
£=] s

time as organizing principles can bea

powerful tool for evoking a visceral, emo-

tional response from viewers.
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Visual Relationships Between Words

and Pictures Ceiting

meludes
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the image areas. The second e:
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Placing the type directly onto

the image permits a quick com-

parison of the shapes within

both elements. In these exam-
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ples, the type responds to the
scale changes, directional
movement, and the tonal varia-
tions found in the images.
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Formal Congruence Similarities betwee

tement .;_n} pictorial elements maki

contigurations di

Lt | ;
similar attributes to an adjacent image, or

1d on those attrib ‘t:_““!ii-“‘!\“l‘!' iid the

e formally congruent
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valling sum.

L

Dujs aufem velure sum.

The type in this series of studies
Is related to the image alter-
nately through: position (A);
repetition of linear movement

The numerals and the figure
have similar shapes and
movement. Note how the
position of the numeral 3 high-
lights the mass of the shoulder
and the curve of the torso.

and alternation of weights (B);
mimicry of depth and perspec-
tive (C); and the angle of its
alignment (D).

The light and dark areas of the
image show similarity to the
locations, shapes, sizes, and
tonality of the type forms.

THE DESIGNER USES



There are an unlimited number of ways for
type to become congruent with an image.
The selection of a particular face for the
type might relate to tonal or textural quali
ties in the image. Instances in which
type extrapolates the formal qualities in
an image create powerful emotional and
intellectual responses in the viewer. Type
that is adjacent to an image also can be
formally congruent in terms of its posilien
relative to the image. In this kind of formal
congruence, the image exerts an influence

on the composition of the page as a whole.

Augustinum (;J

In herzlicher
Verbundenheit

Even if the type retains its natural archi
tecture, it may still react to the composi
tional architecture within the image. All
three elements—image, format, and lype
appear to share the same |x||v; ical space.
Formal Opposition liclating typographic

elements to images by

il'\‘_‘_”h‘i‘
al

seeringly
seemingly

visual character

e way

counterintuitive, ereating formal opposi

tion between the two kinds of material

powerful qualities that a designer can usc
to integrate material-by their very differ
ence, two opposing visual elements become

mare clearly identified and understood.

In these three examples, the visual relationship
between type and image Is one of opposition, but the
choice of type style and treatment in each example
shares some formal relationship with the image.

1: A soft-focus photograph with muted detall and light
tanal values averall is contrasted by a bold-weight
sans serif typeface, but the subdued color of the type
shares a tonal and color relationship with the image.

2: A regular-weight modern serif face with a great deal
of contrast in the strokes—the opposite of the phato-
graph's lack of contrast. The geometric quality of the
typeface responds to shapes apparent in the image.

3: A lightweight text with very active details; the type’s
stylized quality counteracts the passive, neutral char-
acter of the image, but its arrangement within the
image responds to areas of light and dark.

Within a letterform combination of an

M and an O, for ex

M's angularity 1 forced by CLUrY

strolkes of the O. The movement within

each form 15 made more pronoun ed, an
the two entially fight for
II\‘\‘|Fi‘:|)l“-“_.‘|lH.“|I\I‘-: i'. :ll.l S0IT
gruence between the elements must als
exist s0 that the opposing characteristic

are hrought elearly into foctis. In the sam

wed if all the

ements are
strength of the contrast in opp

15 %

aleened if all their characte

completely different.

A study of letterform combinations reveals both con-
gruence and opposition. The inherent differences
between the O and M are made more pronounced by
changing the posture, weights, styles, and positions of
the letters, yet the combinations in which they share
one—or two-aspects seem richer. The inherent similar-
ities of the A and K allow far more dramatic opposition
because their structural similarity is so powerfully con-
gruent.
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- Positioning Strategies
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TITLE=

BECAUSE OF ITS LINEARITY,




Type will appear to change
spatial relationships when
placed on, in, or next toa
cropped image. This spatial
ambiguity might also involve
the space around the cropped
image, creating a connection

between the field, image, and
type that brings them together
in space. The type at top leit is
part of the image. In the layout
at upper right, the type leaves
the image; it enters the format
space and maves into the fore-

Frecednme

ground. The type crossing the
image, lower left, joins image
and space by crossing the
image. At lower right, the type
responds to the rectangular
shape of the image, relating it
to the format shape.

WER GRENZEN KENNT

SCHAFFT WEITE

COMBINING VERTICAL .1/

FOR ALL APPEARANCES, |/
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THE GRID USED TO

Integrating Im

ages with a Grid Using

tomy
e

presentation

“'samara ig aur'ed

alfred unwereity | schan of art and design | Render hal

Even within a single-format
piece, such as a poster, a grid is
a useful strategy for organizing
material, whether pictorial or
typagraphic. In this paster, for
example, the various elements
are arranged on a hierarchic
grid based on a proportion

intuition
“emotion

o o °%°0 o o

derived from the inset images,
All the spatial intervals between
text components, as well as
between text and major formal
elements—such as the dot
grid—adhere to this internal
proportional system, The grid-
based intervals are hierarchic

information
® @& @ o

L ] -

in that their sizes relative to
each other are determined by
the relative importance of the
material they govern,




Silhouetted images contrast 50 that they den’t seem out ensure that they “feel” as

sharply with rigid grid structures  of place but, rather, flow though they're proportioned
by virtue of their irregular outer  smaathly inta the geometry and situated like grid-structured
TRILANHOUEL AN IMACE] contours. Still, the designer surrounding them, Although images, yet retain their inherent
e, e L must position sithouetted such images are frregular in organic quality without feeling
1L images with respect tothe grid ~ shape, the designer must stiff or awkward.
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In the first version of the spread
(left), the size of the silhouetted
image, along with its strict
adherence to the margins and
column guides, causes it to
seem small, weak, and some

what stiff. Resizing the image—
and adjusting its orientation so
that it opticallly relates with
other grid-structured images—
not enly makes it seem more at
hame in the structure with the

The relationship
between the image
shape and the

rag becomes dominant
if the rag enters into
the image’s contour;
the geometric
alignment in the
same block of text
will naturally
counter the
irregular forms
within the
silhouetted

image.

surrounding elements, but also
enhances its irregularity with
regard to creating contrast to
the structure’s clear geometry.

H Integrating Silhouettes 5ill)

GEOMETRIC SILHOUETTES—




Design as a System The vast majority of

designed works—printed, interactive, and

environmental-are s

stematic in nature;
the existence of a single-format, one-off

o piece is e

(&

UIH:‘Il‘,' rare. A web

E'nr.

Imj

ole, consists of multiple

pages that interact; consider, too, the pages
§

af a book in sequence, all of which must

|

ol the book as an object itsel

relate to each other, as we

o the exterior

. Most publi
cations are produced serially—meaning
that new issue

are produced periodically,

orEnd B o g
o L v ey
Prof

as with magazines or newsletter

113
sequent ially HI:';HY\HH that they are either
a family of separat

but related, items
that are produced all together, or that they

are individual publications whose infor
mation is augmented or supported at dif’
ferent times, such

families or series of
brachures. Advertising campaigns, too,
are sy

‘in.‘Hil,': a 'wil'us_"i(‘ f‘nl'm.it t||iﬂ|||_ he
used serially, placed in sequential issues of
a magazine, or the ads within a campaign

might appear simultaneously in multiple
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publications, but in different {

single page, double

Page spit

ical or horizontal, and so on Even

Ve

environmental design systematic

in that it addresses the integration of

information and visual experience among

multiple spaces, for example, the exterior

and entry lobby of a building, a set of

15 such as

exhibit spaces, or public are
restaurants, shopping centers, or mass
transit stations. m Because of this aspect,

a designer's understanding of the visual

language he or she is creating for such

work is terribly important, It not only

ensures the user's or viewer's unity of
experience from ane space to another but
also helps direct them through changing
levels of information and provides flexibi
ity in visual presentation appropriate to
wha
to control variations within the system

also prevents the experience from becom
‘ ing monotoneus for the audience.

OO0

hmholne homechulcc ¥

r such changes may be. Being able

Consistency and Flexibility Fsiablishing
te

sion between \‘=*“\|‘ul|w.\ recognizable

visual qualities and the lively, unexpec

ot clever manipulation—even vi

of those qualities in a system-oriented

work is a difficult task. At ene extreme,

designers risk disintegrating the visual

coherence that makes for a unified and

memorable experience by constantly alter

ing the project’s visual language in hi:

or

her effort to continually refres

At the ather extreme, treating material too

consistently will kill the project’s energy.
[n some instance

material a disservice by constraining all

CL

it might also do the

elements into a .‘.|I'il||'.‘|l'[1 mold that
decreases the cl: IIH)’Hl either the cor 1cepl
not

I- orinformational velationships
allowing these to flex as they must. The
Mas

knewn chiefly for his rigorous use of grid

renowned designer,
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Arrangement

THE DESIGNER CREATES

A SIMILAR STRATEGY

plaved i

In-depth study of the potential
farmal variation possible for even
one aspect of a project’s visual
logic can be time-consuming, but
the results of even an hour or two
of experimentation can open up
a wild range of possible solutions
(as well as solutions for other
projects with which the designer
is struggling). "Serious study®
means looking for a range between
extremes within a particular vari-
able—very light versus very dark,
for example—and taking into
account off-shoots of logic that

potentially could lead to a truly
original solution. Even if the study
isn’t rigorously organized or the
actual composition of the studies
isn’t totally resolved, just seeing
the possible permutations can

be invaluable. A rough composi-
tion study for a poster series yields
a multitude of possibilities for a
consistent, yet flexible, visual
language. In each set of examples,
one aspect of the visual language
has been called out for variation
without disturbing any of the other
aspects, In the first, scale change



is the variation that is exploited
for flexibility; in the second study,
the shape of the organic forms
changes, but their essential identi-
ties remain recognizable; in the
third, position of elements is the
only variation.

Finding Flexibility

CHALLENGE

A GRID STRUCTURE
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Structural Variation Changing How Content Is Arranged

Clverall Progressive Sequencing
This strategy articulates image
and text on a grid beginning with
one type of logic and progressively
changing the logic spread by
spread. The result is a continuous
transition in the pacing over the
course of the entire project.

Overall Syncopated Sequences
In this approach, content is articu-
lated on a grid using one type of
logic for a particular sequence

of page spreads; altering the logic
for a second sequence of spreads;
and then returning to the previous
logic. This strategy can become
more complicated--instead of the
A-B-A rhythm described, a thythm
of A-B-A-C:A might be used, or
A-B:C-B:C-D-C:D-E, for example.

Content Presentation Changing the Content’s Visual Attributes

Color Progression or Syncopation
In this visual strategy, page
sequences exhibit a distinct color
scheme, either varying completely
between sequences or tied togeth-
er by a color or two that are uni-
versal. The color schemes might
progress—from cool to warm, or
neutral to vibrant—or they may
alternate in a particular rhythm-
cool, warm, coal, warm.

Since every project is different,
the ways in which a designer
might address pacing in a
specific project are unlimited.
However, most pacing strate-
gles can be distilled into two
basic overall approaches.

Scale Progression or Syncopation
Similar to color progressions, this
variation focuses on scale change
from spread to spread or from
sequence to sequence, Images
might grow In scale over a sequence
of pages; or their scales might
alternate between page spreads
or sequential sections. Scale-
based pacing might or might not
be influenced by grid variation.

Continuous Variation This is an
approach in which the articulation
of content continuausly changes
from spread to spread. The change
might focus on the relative position
of elements or on the proportions
of spatial zones given to specific
informational components.

Text Versus Image The relation-
ship between the amount of text
and the amount of image material
changes, either progressively or in
adistinct rhythm.

Section Varlation The same grid
is articulated using a specific logic
in one sequence of page spreads,
another logic in the following
sequence, and another logic in the
sequence after, without repetition.
Or, completely different grids
might be used in each section.

Image Treatment Progressions
or Syncopation This approach
presents l:hanges Inimage treat-
ment or mode batween spreads
or sequences; for example, pro-
gressing from representational to
abstract, or alternating between
photographs and graphic icons.
The complexity of the material may
be reflected as a progression-for
example, simple to complex—oras
a syncopation—simple/complex/
simple/complex.

Structural Varlation
Regardless of the content’s
treatment in terms of color,
imagery, or typography, the
structure of a publication
can be articulated in avariety
of ways.

Content Presentation Aside
from varying structure, the
designer might exploit formal
variation and opposition within
the content to create pacing
changes: its color, scale,
photographic or illustrative
treatment, and its complexity.
Sometimes such pacing changes
coincide with structural

variation; for example, changing
the scale of images over a page
sequence might reflect a change
in grid logic. At other times,
changes to content treatment
for pacing might be independ-
ent of any structural variations.



Pacing and Sequencing Building off the
idea of variation, the order in which a
designer delivers content—or, the order in
which the formal variation occurs—can be
a powerful method for creating variation
without disturbing the essential logic of

the visual langnage. The sequence of a

multipart project creates a particular
rhythm, or pacing. m Pacing can be under-
stood as a kind of cadence or “timing” the
reader will apprehend from part to part-
whether from homepage to subpage
within a website, or between page spreads
ina magazine, or berween brochures in a
literature system-almost like a film.,
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By varying this rhythm from slow to fast,

or from quiet to dynamic, for example, the

designer can accomplish several goals.
One result achieved is strictly visual: each
turn of a page engages the reader in a new
way by varying the presentation. Another
result might be that the reader is cued to a
significant content change; the informa
tional function is clarified by the pacing.
m Periodic publications, such as maga
zines, present specific concerns regarding
pacing. Much of a publication’s flow will
be determined by its overall structure.
Magazines, for example, are often divided
into sections: a series of “department”

Voorkannis
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pages that recur in the same order every

issue and a sequence of feature stories that

changes every issue. Within each section,

too, the designer must establish visual

variation so that the reader, while recog
tent structure, doesn't
become bored. m On a \l"ll'!\_‘l;‘lj[ ual ley

the pacing and sequencing contribute a

nizing a consis

tremendously to the message delivered by

content, I such organization may
be an intrinsic part of the concept that
governs the visual presentation of the con-
tent. Sometimes, content arganization
derives directly from the designer's com-
mon-sense understanding of the content’s

Yonrkaniin
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structure, or from generally accepted
(even legally required) conventions as to
how particular content ought to be deliv
ered, In the first instance, for example,

the general public assumes that the upper

levels of a Web site’s content will be more

general, each directing them toward more
specific content as they delve further into
the site. Conventions abound for publica-
tions such as books or periodicals, where

the average reader assumes a certain kind

FULL=BLEED PHOTOGRAPHS 0]
A gallery nent lead

viewars

ally thoy

an exhibit, moving them from
raom La reom and then close-up
o artworks on individual walls

Content travelling horzontally

hrough a spatial zone at the

battoms of the

arganizational

w Lhe artist in hi

Coma Netherfands




of introductory ¢ equence, followed by sec

[ions or L'I‘\.l“h s that group

ited or

sequential content, In the second nstance,

an annual report is leg

lly require

present brand

elated

from financial date, and the dz

¢ must
appeatr in a specific order. m Most projec
however, be

it from evaluating the

P ]+ I
expec ted methc

v and finding
whether it will bes

rve the content as

defined, or if a better sequence is more

itent separately

appropriate, Designers must always inves

vect of a project—the funda

mental relations

1oate this
fgate th

of all the content's
* b

ciation with their conceptual goa

parts—on a case and in asso-

s and

their client's communication goals
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Appendix A

The Right
Design Choices

Twenty Reminders
for Working Designers




1 Havea concept.

» Communicate; don’t decorate.

Speak with one visual voice.

4 Usetwo typefaces maximum.
- Show one thing first.

-~ -I + 1
notapout you

2: create rhythms

DESIGN ELEMENTS
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Appendix B




This Book

nd Why
to Challenge Anything

TII.

Rules in graphic design exist as guidelines
to help establish a way to evaluate what's
good and what’s not; but, more importantly,
they serve to help designers avoid problems
that interfere with communication. It is
often said, however, that rules are made to
be broken, and this is never truer than in
design. No two projects are alike: every
project comes with different requirements,

different messages and ideas that must be
expressed, and different—sometimes very
specific—audiences. No design approach is
ever out of bounds or “illegal™- thou shalt
not, on pain of death. In breaking rules, it
to understand
what a rule means and, most importantly,

is important for designe

what will happen when the rule is broken.
Some rules are less flexible than others; for
example, a really dark gray word printed
on an even darker background will likely be

illegible or close to it. This is not to say

that making some type difficult to read
can't be an appropriate part of the design;

it's just a matter of context: Is making type

difficult to read appropriate to that project,
and why? Which type elements will be
difficult to read? When breaking a ru

a

there is likely to be a trade-off-something

will be gained, and something lost. The

1er must decide whether the sacrifice

is acceptable and ultimately be prepared
to accept the consequence of the decision.

igner feels confident that he or

she understands how the rules work and
what the effects of breaking them will be,
a designer must decide why, when, and
how. Some of the greatest innovations in
graphic design will happen when the
designer knowingly-and intelligently
throws the rule book away.




sometimes a designer needs (o gel

the way to let the content speak with as

little interference as possible. This i

in the case of pure information desi

in forms, lor the content’
nly requirement is to get seen and undes
stood very I be truc
for other pre Beino
neutral and havi that

nost t .‘|..|i||i.'I'Lwc'iq-jln!

tive—can result in ;|!I:5-_,\ ly ace
informative, and functional object, which

15 not wathout 1ts ag 1l

a
FINCENDARD o COLLARORATION CART

Much of designing is simply
problem solving: how to setup
a system for information that is
easy ta use, easy to recreate,
and gets the job done. Such is
the case for these office-furnish-
ing sell-sheets. No concept, just
clear hierarchy, thoughtful
treatment of type with weight
and size to distinguish informa-
tional components, pleasantly
decisive margin proportions,
and a grid te accommaodale one
image or multiples.

Brrsaansa . Wihermaniier

FOLGER "

The artifacts collected in the i - - SHAKESPEARE LIBRARY
client museumn are their own 1 lively fi are
content and concept, and there’s i :

250

no need to embellish that fact AboutUs  What's On | Use the Collection | Discovar Shakespeare | Teach and Learn | Folger Institute [ Support Us
in the website. Instead, the - 3
design team has focused on Fxplore the = Folger Institute Fspecially for:
. < - - - o 3
developing a strong and easily Collection: .
navigable structure that sepa Further
251 rates different content areas, iy : 7 Transactions of
is flexible for presenting different
combinations of content, and is
scalable for future updates. An
analogous scheme of greens
and pale beige unify the feeling MGM Costume Sketch
Lestnmors > -

of the site, further help distin-
guish navigational elements,
and generally leave the fanfare
ta the striking images from the
museum’s collection,
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Copyright & Policias | Stamap | ContactUs | About This
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This poster promotes a video
production studio, but one
might not know that from the
selection of collaged elements,
which are unrelated to the sub-
ject matter—except for a hint
of film reels in the central area.
Instead, the selection of collage
elements plays off the abstract
netion of the tag line, “Music
for the Eyes,” and creates refer-
ences to cultural and stylistic
attitudes that might be appro-
priate to the audience,

® Thomas Csano Conoda

.@!i""' ..
M.MENTFA[‘TQB,Y

STUDID DELREATION 1 ENVIRONHEMENT JISIEL .
COHCEPTION & PRODUCTION VIDED °* i
" SPECTACLES-EVENEMENTS COMMUNICATIONS
‘J T 614 B43 8433 WWW WIMERTFACTORY oM,

b MUSIC FOR THE EYES

g

tiecorate.

When the message warrants it, use form
willy-nilly, without regard for its meaning.
This, in itself, might be interpreted as

a message and-on rare occasions—that

message is appropriate as part of a design
solution. A project concerning Baroque
architecture or Victorian aesthetics, for
example, might very well benehit from
extremely decorative treatments that would
otherwise constitute a crime against nature.

DESIGN ELEMENTS Caustn® Some Trouble



These posters are part of a
series promoting events during
one season of a jazz festival,
Unlike maost event branding
schemes, however, they don’t
offer any similarities in color,

type style, spatial arrangement,

or form language. In this case,
violating the cardinal rule of
consistency expresses the
improvisational nature and
individuality of each perform-
ance. Another benefit is that
potential patrons won't be likely
to mistake one performance
announcement for anather and
accidentally miss something
they would like to see,
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The quickest way to draw attention to a
particular element is to make it different
from everything else around it, and this
can he hi;_“hl'\r L'illm‘li\f‘:; as a communication
strategy. Disharmony among visual ele-
ments—whether stylistic, or in terms of
spatial arrangement or color relationship

is also a message unto itself,
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An extremely complex text, with a great
many parts, will be clarified by strong, )
X A tremendous variety of type-
faces shares space in this
music publication. The constant
change in typographic style
relates to the various musical
genres and will appeal to
younger audiences that cultur-
ally expect a constant shifting

varied changes in type style. Sometimes

you'll need many different typefaces work-
ing together to create a certain kind of

texture, a busy-ne

s, that conveys some-

thing really important about the client,

the subject of the project, or the project’s g e
i i k aof stylistic language in their

relationship to some other context. visual dist,

Thinking outside the type-box can be

s Ames Bros, Linted Stat

difficult, especially if you're comfortable
with a s
deep breath, close your eyes, and click the

ect set of typefaces: so takea

font list at random to see what happens.

You might be surprised.
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Presenting a multitude of items for simul-
taneous consideration is usually a no-no,
but, in some instances, it helps get the
information out front quickly, leaving the
viewers to pick which thing interests them
most or which is most important at a
particular moment. Letting the viewers

The composition of this page
spread is dynamic and decisive,
with the size and placement of
images corresponding to a strict
six-column grid. The energetic
change in scale, clustering, over-
lapping, and horizontal or vertical
prapartions creates enough
activity that fecusing on any one
element is difficult—and this is
the designer's intention. The
interval of years in this timeline is
statically and consistently called
aut by regularly spaced year
markers, but the designer wants
to portray the energy and conti-
nuity of historical developments
and events by allowing them to
interact. From an informational
standpeint, the designer has

also indicated spans of years for
particular developments ar
processes by allowing images

ta averlap from year to year.
The result is a complex diagram
of interrelatianships that allows
the reader to get a quick overview,
enjoy the dynamic composition on
the page, and pick out the events
that interest him ar her the most
in whatever order is desired.

Spin Urite

o punch!

decide, instead of pointing the direction
out for them, ean be a good way of engaging
them-making them participate in getting
the information, rather than In‘mdié\g it

to them on a plate. If they have to work for
it, they might enjoy it and remember it
more easily later.



g completely random with colo

selection—or choosing colors whose us

conflicts with

sociation purposely

ectation—{or a project is a viable method

hiev

that can some surprising

After a time, choosing color using familiar
methods yields combinations that are
at the le

somewhat expected and, at

the worst, completely uninteresting.

Purposely selecting colors that feel awkward

in combination or disharmenious might

present unexpected options that, despite

their

SCEIINE i":?l“.xllll\l\ll.'-'if:‘ refaln some

random color choice might sometimes aid

chromatic relationship. Additionally, a

in communication, ||-"'\n'|\.|il‘|5;' on the

nature of the pt ct. Seeming rang

like other me

Get real.
Get tested.
Get your results.

- g —

R

Each of these two projects
explores color in a relatively ran-
dom or contradictory way, The
public service advertisement (A)
uses a jarring combination af
intense colors that are unrelated
invalue and temperature to
create contrast and enhance the
stark directness of the message.
The currency design, however,
avoids the color cliche usually
assoclated with China in favor of
a cool, vivid scheme of analogous
hues that calls to mind, fruit,
water, sky, and leaves.

A Metropolitan Group

B Maggie Vasquez |
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So much for Modernism! This
set of collateral for a fund-raising
event, guided by a surreal theme,
uses as much illustration, orna-
ment, and typographic change
as possible (layered into deep,
textural space) to make references
ta childhood literature in an overly
complicated, rich, Victorian way.
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By all means, add extra stuffif it helps the
message. Intricat

e, complicated, layered,
maze-like arrangements of form, even
though somewhat daunting at first, can be
very engaging-and will appeal to specific
audiences. Including apparently unrelated
forms or images can be frustrating to a
viewer, or they may add an important sub
text that, in the end, helps support the
primary messages in the project. Since the
connection with the audience is really of
utmost importance, this rule is breakable
when that resonance will be enhanced by
an overload of form or texture.



OK, there’s really no good way to break this |
rule. Anabsence of negative space is a disaster
and always will be. That said, allowing visual
material in particular segments of a project
to averwhelm the compositional space—on
occasion, in response [o other segments

in which negative space is used liberally
can be an excellent strategy for introducing
dramatic rhythm and helping separate out
simpler material for special attention.
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"Breaking It
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Speaking of overdoing it: This book
appropriately and excitingly deliv-
ers its content, an exploration and
showcase of a design trend called
Maximalism, in which the more
arnament, texture, complexity, and
surface treatment, the better, The
pages revel in overblown patterns,
layers of texture, abstract graphic
elements, and color; yet somehow
the images and text are presented
in a masterfully clear way.

Loewy Unred Kinpdam
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The focus of this brochure is
the client’s architecture, both
in elevation and image. The
designer respectfully shuts up
and lets the architect’s work do
the talking. At the same time,
howaver, the designer provides
aclear and consistent hierarchy
of sizes, weights, and locations
far informational compaonents,

ELEVATION

Comrrid ot 8 1 10 Ly el inLi ¢ s

st o< s Mot From Hera Uni

Breaking It

[ile'?l'.l\\'.|.\‘.!“"«I\HZ' i \'.-lu' 1 i',:m.“-_"m'.

needs to shut up and get out of the way

Is HP -3al} 1 ! -
e pictures cially when the type

accompanies catalogued artwork or is act
i-“-' in support of images that .!|“L..|\i'\';"|:\‘

foi Fe . \
e orunt of w‘.. communicaltion I||\||E:':a

In such instances, treating the type as

quietly and as neutrally as possible can be

The headline an the cover of
. Even so, the relationship this brochure |s as understated
to the | and un-designed as could be,
It’s pleasantly sized and sits at
; : an interesting location in the
LIC presentation space, but, other than that, it
hasn't been fussed with too
much. How refreshing!

most approprial

-I'I1||'E-_!x'~ rinat will beai

some caon will consideration of

ey L

The relationship between the
259 typography and the images in this
brochure is absolutely neutral;
they completely contrast with
each other in quality and are
independent of the other's com-
positional strategy. This, in itsell,
is a very clear kind of logic and
perfectly acceptable when it’s
done with understanding,




Ina perfect world, everyone would be
friendly and every message we read would
be about how friendly we are. Sadly, this
is not the case—and many messages are not
particularly friendly. As you might guess,
the relative accessibility of type greatly
It’s bold, it's strong, it’s intriguing,
and it’s not immediately legible... - . i ;
but the typography in this poster Making portions of type illegible, over-
is clearly interested in expressing bearing, aggressive, sharp and dangerous,
adesign firm’s personal vision, T
idiosyncratic language, and search 7
for originality. Typography of this acceptable~indeed, preferable—when the
kind plays well with specific audi- job calls for it. There is no excuse for |
ences that enjoy being challenged
by aggressive visual messaging

depends on the message being conveyed.

nerve-wracking, or fragile is perfectly

typography that doesn't viscerally commu

and participating in the attitude it nicate in an appropriate way, even if this |
conjures, means h'lghtcmng. frustrating, or confus-
Dochdasizn Garmam ing viewers in service of the right concept

6010’ N 24'57'E

A tricky, textural exploration of
legibility and access occurs in
this experimental typographic
layout. The concept, appropri-
ately supported by the difficulty
in reading the type, is about
getting lost in information.

Munda Graphics Ausiralio
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This CD-ROM packaging trades
on the designer’s unique visual
sensibility and interpretation of
a specific performer’s style or
genre of music, The illustration
of the artist is rendered in a flat,
linear style that conflicts with
the dimensionality of the type
on the back cover, and the
designer’s own idiosyncratic
visual language of swirling dot
forms accompanies the other
graphic materials. Since music
is such a personal experience,
both for the artist, the designer,
and their mutual audience, such
personal styling is not only
appropriate for a project such as
this, but alse much appreciated
by all concerned.

344 Design United Slate

‘1' John McCarty
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this includes ignoring the usual imperative

o communicate with the widest possible

constituency to spe irectlvtoa very

small audience in culturally specihic ways,

expec

For a small audience whose cultura

tations of visual messaging are closely

related—a CD cover or music poster, as
oppe to rge-scale, general-public
branding campaign—using visual metaphor,

idiosyner istic treatments of type

or il!l.\;"l‘\ and color that references their

shared context will resonate more person

260 ? g 2 5 5
R ally and evocatively than images and color
261 g y

that are designed to :‘}M:;l'\{ to as broad a

group as one is able.
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Dynamic, ever-changing, rthythmic move-
ment is highly engaging and most often
desirable as a way of artracting and helding
attention. Still, a pronounced lack of
mavement or tension creates an altogether
different feeling in a project and, when it
makes sense for the message, is quite
appropriate. Sometimes, constant visual
activity and bouncing movement will
adversely distract viewers from focusing
on the content. Consistency in rhythm and
iU'I‘l\ﬂgCi'ﬁCﬂt iﬁ 4 Inessage that can -'J*Hl]
commumicate,

happily invites you to preview
the spring and summer 2006 collection l

at the fashion coterie ]
from tuesday, sept 20th /

T e to thursday, sept 22nd 2005, /
pier o4, booth 4105,
3 }\ new york ¢ity " Although there are some areas
[l Y ~

e of tension and density in this
poster invitation (try finding a

1t figar

-

new yark aby, my 10018 lag anjeles } \
141 312 7044038 thawrsom. dial m good piece of design where
laa 212 Tou 9451 17 ead gth yiresd §715 mid allaniic sales
ismihusn cem Tas angeles. £ 90913 st apparel there’s absolutely no contrast
tel 73617900 160 11 &) 1 : :
tae NY-618) Miaks il et wh;l_tsuwer.), the tension is
md 2172 minimal. Overall, almost all the
b ‘.'::?a, ..’,'."a negative spaces created by the

back-and-forth mation of the
thread line are similar in size,
shape, and presence. Almost all
the elements are equidistant
from the format edges. And all
the elements are linear, with
only mild changes in weight and
size. The result is a very quiet,
casual, lackadaisical expression
that is unpretentious, comfort-
able, and charming.

Sagimeister Lited State:
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All three projects here—twa
pasters and a website—purpasely
play down tanal contrast ta
achieve restul and contempla-
tive results, The blue poster
presents a political message for
careful consideration rather
than as a call to action; the con-
struction company’s website

is uncharacteristically soft,
detailed, and precise; and the
black poster creates a very
quietly glamorous, almost sinis-
ter, tactile sensuality in service
of a fashion callection with
textural black illustrations and
ametallic surface,

subtle tonal shifts

vl
rhythin, area

dark, or between chromatic relationships

such as value and intensity, might be just as

elffective in garnering attention and crea

viewe

space hat l--""!l‘ sepa

ling visual activity. Low-contrast

phy tend to be perceived
as more contemplative and elegant, rather

than urgent or agaressive.



. Breaking It

image that refers to it «

._-mpF\-\ avenues of interpretation and a rich,

engaging experience that yields deeper, more

complex understanding.

DESIGN ELEMENTS

A jarring grid of checkered
spaces gives way to a set of
ellipses that change the pat-
tern’s density ta create type
forms. The change also creates
a strange, somewhat translu-
cent quality and an ambiguous
optical separation between the
title and the background.

Two conflicting grids—one for
text, one for images—encourage
bizarre overlaps of type and
pictures, as well as linear
elements, in this book spread,
Take a look at the not-quite-
aligned relationship between
the images themselves. The
indecisive quality of these
structural details elicits ques
tions from the viewer, rather
than attempting to answar
questions in advance or per-
suade them of some truth.




Any time the form elements are tightly

locked together and arranged systemati-
cally, as in an intricate pattern or grid
structure, mat |':|‘M.]I ical measureaments
and aliginment become unavoidable
and likely, more appropriate conceptually,
Optically aligning, spacing, or sizing
material that is very tightly arranged will
J s g 1

ca

| attention to misalignments, uneven
spaces, ot elements that are not quite the
same size, even though they are intended

to be perceived that way.

!

o

)

I\M\

!
!

|
rm

|

|

]

----- — — _Monitor

Incorporated

|

|
i

|

I

I

==
==

I

uilii“"“

The intended message of media
integration—the client's core
service—as well as the visual
allusions to video screens, file
264 tabs, and pixels, all depend on
m precise mathematical align-
ments, Rather than “eyeballing”
to assess scale and positioning
relationships, the designer
relies on measured guidelines
within the layaut software to
ensure the elements create the
pattern as envisioned,

. Media Integration Services

"ta

| STIM Visual Communication




Fime 1s money, it is often said; and the
ime it takes to research truly effective

'-‘llll'l\‘ i\l't‘lf 5 CAll Ehl.‘ na ,-:I\\\(‘ iH H| \,lL

budget faster than you can say "Ow!

True, lHl:H]I:_: an image to stick into a lay

out tends to be quicker; but this is still not

a good reason to use images that already
exist because the existing image will never

be as closely tied to the project’s me

Ao
‘li"l'

as it really needs to be. Sometimes, however,

purposely using banal, almost meaning
less or kitsch images from stock sources
can be great fun, especially if the project
calls for a tongue-in-cheek approach ot

if the designer is conceptually referring to

the ubiquity of image content and the

ner's

influence of day-to-day pop culture. But
the real benefit of scavenging is acquiring
pieces and parts that can be used to create
custom images quickly. Still, proceed with
caution. Even presenting a group of found
images, but customizing them to integrate

formally and conceptually with other

material, is L'rW'L'!t.“l'.li;h‘ to using them as is.

Both of these projects—a poster
and a book—use completely
scavenged images as a basis for
their designs. The poster, which
promotes an exhibition, draws
from various generations of clip
art to create ambiguous mes-
sages and to intrigue the viewer.
The book, an exploration of the
musical work of D] Spooky,
alludes te the idea of sampling
or appropriation and ubiqui-
tous, branded imagery as a

way of expressing the cultural
connection of the artist to

his scene—as well as the act

of sampling and mixing
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As ephemeral as fashion may
be, it is a powerful communica
tor in today’s youth market,
sspecially in the entertainment
industry. These threa items
trade on current trends in the
illustrative realm of design:
super-stylized, retro-techno
graphics and type; highly idio-
syncratic and personal drawing;
and the iconography of elec-
tronics and video gaming
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graph on the work of British
design concern WhyNot
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tive intraduction to the book
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WhyNot Associates
Jmted Kingdom

As with all the rules, proceed with caution

when breaking this one. The primary n

danger here is causing viewers to disen- equa S dME B ‘
gage, because it is dynamic visual ‘ ‘
activity—-stimulating the eyes and brain

to move about-that gencrally holds
their attention, Static arrangements of ‘
material, however, can be very focused ‘
and restful, an alternative to dramatic

movement and deep spatial illusion, and

in that sense can be useful at times. As

part of a pacing scheme that alternates

with clearly dynamic movement, static

arrangements can provide areas of rest,

visual punctuation to aggressive presen-

tatien, and contrasting moments of

focus and introspection.

DESIGN ELEMENTS Causin’ Some Trouble
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1ere will be an endless number of com

t history

tion projects that pres
as a theme or overall context in which

a given message will participate. Books

exhibitions that focus on historical
subjects, or invitations to period-themed

events, for example, are perfect vehicles

( ex f 1504l stvle 1rom
for exhuming visual style

of antiquity—even if that antiquity is only
twenty years old. The fun for designers

in such situations is to

similate a peri

od’s characteristic visual details, colors,
ypefaces, and image styles into their own
visual sensibility, not so much copying
the :1[‘,’|L‘ outright as ':.-.|11|"|\'||:‘_ poi tions

thereof, adjusting them, and reorganizing

them so they become new again—while still

capturing the essence of the period and, in

appropriate contexts, celebrating it.

A CD-ROM cover and a series
of stickers for an auto manufac-
turer’s promation revel in their
appropriation of period design
styles without succumbing to
being wholly derivative—a diffi-
cult line to walk, The CD-ROM
cover invokes the design sensi-
bility of Blue Note jazz albums
from the 19505 and 13605 in its
use of slab serif typefaces and
blue-and-black color scheme.
The confrontational close-up
image is a decidedly contempo-
rary treatment that makes the
layout fresh and inventive and
likely resonates deeply with

its audience. The stickers use
color schemes, typagraphy, and
illustrative styles associated
with clip art and stock-car
graphic detailing of the 19705,
a Me Generation salute ta the
cantemporary consumer’s envi
ronmental activism embodied
in the positioning of the car’s
hybrid energy system,




The layout of this large-format
tabloid poster responds to the
symmetrical midpoint of both
the vertical and horizontal page
dimensions but accomplishes an
unexpectedly dynamic twist in
rotating the main image—alsn
symmetrical—horizontally, The
tremendous scale and aggressive
cropping of the face offer a deep
perceptual space that contrasts
with the sharp, detailed typo-
graphic element that defines the
poster’s vertical axis.

The symmetrical arrangement of
type and imagery in this poster is
counteracted by irregular graphic
elements and stark changes in
contrast and rhythm, avoiding
any possibility of a static layout
that will fail to engage the viewer.

Although situated in an asym-
metrical location relative to
the package’s format, the label
area for this food product is
nonetheless a masterful study

in typographic tension and con- HEARTH
trast around a centered axis. FIRED CLASSICS
Each element changes presence b READ

through scale, weight, density,

style, and color; but the designer
has implemented these changes
while keeping same formal con-

gruence between the elements, FaEML Gl o

i

|
In all its manifestations, symmetry is a equires a very simple, ¢ paration of
.m'x!m-.iiinr 1l stratey -‘l||5‘|r.‘.|"}|l‘.|_1.|u‘»| ! .iin|:‘wu_1:_'r'.t|-|‘ a contrast
with caution. Along with its inherent I en dynamic, text
quietness, inflexi "|\I\ “M-.l \H:.n'r\\'_\u-.} ‘ resentation ¢ F r
trom most other !T:II\E 1t torm, -“.'I'l'-|'|\ try content 1811 WOrl \Vil!l '\\..’I'\!!n\'[liﬁ;ll

ngs with it a set « stuffy, old relationships—whether tho ext

world, elitist mess in the context  configuration or image place the

work ension be

ren spatial inte

of the past fifty years or so

and l!||L';=ku""‘-,;H||,| light and dark becomes

can immediately skew ¢

away from a feeling of relevance. critical in maintaining visual activity

cisely because of this effect, however, that s0 that the symmetry becomes elegant,
symmetry can be a powerful approach te lively, and austere, rather than heavy
1 lesigning very formal, historical, and handed, stiff, and dull.

serious material—as well as material that

| DESIGN ELEMENTS
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Maslak, Beybi Giz Plaza, K:26
14396, [stanbul/Turkey
contact@zfresh.com
184,195, 262

344 Design, LLC

101 N, Grand Ave, #7
Pasadena, CA gnoz LISA
www.3q4design.com
049, 054, 175, 198, 260

AlD Design

170 Helena St., 4th Floor
Sia Paolo, 04552-050 SP
Brazil

www.aio.com.br

015, 106, 236

Troy D. Abel

¢/a The Art Institute,
Orange County

3601 West Sunflewer Avenue
Santa Ana, CA 92704 USA
dazo@stu.aii.edu

167

Adams Morioka

8484 Wilshire Blvd. Suite 6oo
Beverly Hills, CA gozn USA
www.adamsmarioka.com
006, 020, 063, 072,101,
105, 131, 135, 179

Ames Bros.

218 Bth Ave.

Seattle, WA 98195 LISA
www.amesbros.com
026, 085, 173, 174, 253,
266, 268

And Partners

159 West 27th St. 7th Flaar
New York, NY 10om LISA
www.andpartnersny.cam
011, 076, 121

Apeloig Design

41 Rue La Fayette

75009 Paris, France
www.apeloig.com

026, 036, 066, 110, 127, 169

Art:Tecaji

Miklosiceva 38

10oo Ljubljana, Slovenia
www.art-tecaji.com

168

BBK Studio

648 Manroe Ave. NW Suite 212
Grand Hapids, M1 45503 USA
www, bbkstudio.com

007, 071, 072, 084, 087, 111,
195, 217, 237

Maris Bellack

172 South 4th St. #3
Brooklyn, NY nz2n USA
www,marismaris.com
194, 238

C+G Partners, LLC
16 East6th 5t., Floer o
New York, NY 10003 USA

www.cgpartnersllc.com

013,047,061, 140, 183

C. Harvey Graphic Design
415 West 2ard 5t.

New York, NY 1001 USA
www.charvey.com

013, 051, 069,129, 203, 226

Carolyn Calles

c/o The Art Institute,
Orange County

3601 West Sunflower Avenue
Santa Ana, CA gz704 USA
cnezo3@stu.ailedu
encalles@yahao.com

082

Carregal Pease Design
1390 5. Dixie Hwy. Suite 2217
Coral Gables, FL 33146 USA
www.carregalpease.com
258

Myung Ha Chang

¢/ Schaal of Visual Arts
209 East 23rd Street
New York, NY 10010 USA
mechangs@sva.edu

104

Tammy Chang

2225 Ridgefield Green Way
Richmond, VA 23233 USA
www.design.cmu,edu

151

Cheng Design

2433 East Aloha 5t
Seattle, WA g8n2 USA
www.cheng-design.com
070,136

CHK Design

8 Fliteraft Street
Landon WC2H 8DL
United Kingdom
71,122,134

Christine Chue

c/o Camnegie Mellon
University

5000 Forbes Ave,
Pittsburgh, PA 15213 USA
www.cmu.edu

151

Cobra

Karenslyst Allé g&
MO-0278 Osla, Norway
www.cobra.no

019, 034, 100, 146, 155,
193, 217

Coma

Saxenburgerstraat 211

1054 KN Amsterdam

The Netherlands
www.comalive.com
027,195, 208, 244, 263, 265

Thomas Csano

3655 St. Laurent

Montreal, Quebec Hz¥ 2V&
Canada
www.thamascsana.com
010, 035, 061, 076,102,
112, 119,170,171, 194,

Cyr Studio

B.O. Box 795

Stroudsburg, PA 18360 USA
www.cyrstudio.com
025,169,172

Design Rudi Meyer
27 rue des Rossignals
F-g1330 Yerres, France
design.rudi-meyer@
easyconnect.fr

014, 075, 162

Dochdesign
Kidlerstrasse 4

81371 Munich, Germany
www.dochdesign.de
029,172, 259

Jelena Drobac

g Siva stena St.

nooo Belgrade, Serbia
www.d-ideashop.com
010,101, 127,182

Drotz Design

1613 12th Ave, SW
Puyallup, WA 98371 USA
www.drotzdesign.com
079, 099,172

E-Types

Vesterbrogade 8cB, 1
1620 Copenhagen V
Denmark

050, 117, 206, 221, 262

Earsay

P.O. Box 4338
Sunnyside, NY 1mog USA
WWW.earsay.org

139, 148, 153, 225

Barbara Ferguson

10211 Swanton Dr,

Santee, CA gzo71 USA
zoographics@earthlink.net
205, 227

Finest Magma
Suedenstrasse 52

76135 Karlsruhe, Germany
www.finestmagma.com
043,143, 172, 182, 193,
228,230, 231

Fishten

2203 32nd Ave, SW
Calgary, Alberta TaTiXz
Canada
www.fishten.com

238

Form

47 Tabernacle St.
London EC2A 4AA UK
www.form.uk.com
007, 052, 061, 079

Frost Design, Sydney
Levely, 15 Foster St.
Surry Hills, NSW 2010
Australia
www.frostdesign.cam:ap.
021,038, 113,153, 215

Grapefruit

Str. Ipsilanti 45

Intrare Splai, 1a_i 700029,
Romania
www.grapelrult.ro
127,129, 236

Sergio Gutierrez
Povedilla, 1o, Ese. 2, Apt. 6-1
Madrid, Spain E28943
beezual@hotmail.com

266

Maciej Hajnrich

Browarna 23/30
Bielsko-Biala 43-400 Poland
www.hietylko.net

174

Helmut Schmid Design
Tarumi-cho 3-24-14-707
Suita-Shi, Osaka-FV 564-0062
Japan
wwwa.famille.ne.jp/"hsdesign
127,156

Diana Hurd

18 Northwood Dr,
Timonium, MD 21093 USA
dianacelesterg@gmail.com
033

I Just Might...Design
4747 Collins Ave. #707
Miami Beach, FL 33150 USA
www. ijustmight.com

129, 223

Igawa Design

3726 Clark Ave.

Long Beach, CA 90808 USA
www.igawadesign.com

129

John Jensen

2925 Grand Ave, Apt. 10
Des Moines, IA so312 USA
john{@anpurpes.com

035

JRoss Design

90 South Main 5t,
Alfrad, NY 14802 USA
www.jrossdesign.com
033, 048, 102, 106, 158

Hyosook Kang

Schoal of Visual Arts

23 Lexington Ave, #1533

New York, NY 10010-3748 USA
Yellowappleza@hotmail.com
220

Cally Keo

cfo The Art [nstitute,
Orange County

3601 West Sunflower Avenue
Santa Ana, CA 92704 USA
222

Sohyun Kim
2516 Aspen Rd. #4
Ames, 1A somo USA

--lovemai@iastate edu

77 N

Kropp and Associates
105 Sycamore Studio 6o9A
Decatur, GA 30030 USA
www. kroppassociates.com
036

Hae Jin Lee

32-32 36th 5t., 3rd Floor
Astaria, NY 1mo6 USA
chocoicecream@hotmail.com
224, 245

Lexicon Graphix

304 South Franklin St.
Suite 304

Syracuse, NY 13202 LUSA
www.lexicongraphix.com
011, 256

Vicki Li

/o Lisa Fontaine

Towa State University
College of Design
Ames, lowa 50011-3092
fontaine@iastate.edu
036

Marcia Lisanto

cfa Laguna College of

Art +Design

2222 Laguna Canyen Road
Laguna Beach, CA 92651 USA
www lagunacollege edu

231

Loawy

147a Grosvenaor R,
Landon, SWIV 3]Y UK
www.loewygroup.com
United Kingdom

017, 059, 160, 191, 213,
237,239, 257,258

LsD

San Andrés 36,2 p 6
28004 Madrid, Spain
www.lsdspace.com
007,016, 037, 057, 059,
075, 076, 087, 098, 148,
161,171, 182, 202, 224

Made In Space, Ine.

818 South Broadway

Suite 1000

Los Angeles, CA goog USA
www.madeinspace.ca

053, 060, 078, 082, 127

Metropolitan Group

519 SW Third Ave., Suite 700
Portland, OR 97204 USA
www.metgroup.cam
079,176, 255

Mixer

Lowenplatz 5

CH-6004 Lucerne Switzerland
www.mixer.ch

183,187, 264

Monigle Associates
150 Adams St,

Denver, CO 8o206 LUSA
www.menigle.com
042, 068, 075




Muller

Unit 307, Studio 28
28 Lawrence Rd.
London, N1s4EG UK
www.hellomuller.com
007

Munda Graphics

1/113 Alisen Rd.

Randwick, NSW 2031 Australia
www.geacities.com/
munda_gallery

042,167, 259

Mutabor Design GmbH
Grosse Elbstrasse 1458
D-22767 Hamburg, Germany
www.mutabor.com

007, 025, 061, 069

MV Design

1a Thunder Run 6-D
Irvine, CA 92614 USA
atiragramz(@haotmail.com
183, 269

Benjamin Myers

c/o Laguna College of

Art +Design

2222 Laguna Canyon Road
Laguna Beach, CA 92651 USA
www.lagunacollege edu

179

Niklaus Troxler Design
Bahnhofstrasse 22

Willisau, CH-6130 Switzerland
www.troxlerart.ch

043, 218, 252

Not From Here Inc.

101 Summit St. #3 Third Floor
Brooklyn, NY nz241 LISA
www.norfromhere.com

048, 051, 258

Marek Okon

3836 Ponderasa Ln.
Mississauga, Ontario LsM
6W3 Canada
www.marekokon.com
028,151

Martin Oostra

Donker Curtivsstraat 250
Amsterdam 7o57]M,
Netherlands
studio{@oostra.org

086, 133, 181, 201, 234, 243

Andreas Ortag

Parkstrasse 5

A-3822 Karlstein/Thaya
Austria

www.orlag.at

024, 040, 137,167, 178, 227

Paone Design Associates
242 South Twentieth St.
Philadelphia, PA 19102 USA
www. paonedesign.com
022, 083, 092, 118,132,
160, 183,193, 227

Sunyoung Park

2505 Jensen Ave,, #413
Ames, IA sooio USA
sunyoung{@iastate. edu

038

Michelle Pinkston

2627 Kent #6

Ames, JA sooo USA
pinkiz@iastate.edu

129

Raidy Printing Group S.A.L.
St. Antaine St

Bairut PC 20713201 Lebanan
www, mariejoeraidy.com
082,088, 129,130, 171, 183

Gunter Rambow
Demplatz 16

D-18273 Gustrow, Germany
gunterrambow@web.de

095,111

Red Cance

347 Clear Creek Trail

Deer Lodge, TN 37726 USA
www.redcanoe.com

028, 055, 098, 112, 235

Research Studios

94 Islingtan High St.

London, Ni8EG UK
www.researchstudios.com
036, 078, 089, 096, 147,152,
159, 163, 177, 188, 219, 237

Robert Rytter & Associates
14919 Falls Rd.,

Butler, MD 21023 USA
www.rytter.com

131, 205

Pamela Rouzer

c/o Laguna College of

Art + Design

2222 Laguna Canyon Road
Laguna Beach, CA 92651 USA
pamelarouzer@
lagunacollege.edu

056

Royeroft Design

7 Faneuil Hall Marketplace
Boston, MA o2109 USA
www.roycroftdesign.com
060

Rulezg Creative

303 W, State St,
Geneva, IL o134 USA
www.rulezg.com

166

Sagmeister Inc.

222 West 14th St

New York, NY 1aom USA
www,sagmeister.com
056, 105, 166, 182, 261

Clemens Théobert Schedler
Hirschberggasse 6

A-34m Scheiblingstein, Austria
c.schedleri@sil.at

025, 037, 141, 156, 207, 240

Sang-Duck Seo

4815 Todd Dr,, Apt #74
Ames, [A goo14 USA
sdseo@iastate edu
176

Shinnoske, Ine.
2-1-Bo6a-2 Tsuriganecha,
Chuaku

Osaka City, Osaka 540-0035
Japan

www.shinn.co.jp

090, 183

Christopher Short

P.O. Box 795

Stroudsburg, PA 18360 USA
www.chrisshort.com

169

Travis Simon

120 South 2nd St.
Broaklyn, NY niz1 USA
nvudesign@gmail com
2

Matt Smith

/o Laguna College of

Art +Design

2222 Laguna Canyon Road
Laguna Beach, CA 92651 USA
www. lagunacollege edu

255

Leonardo Sonnali

Via G. Rossini 16

Trieste 34132 Ltaly
leonardesonnali@libero.it
047, 062,108, 119, 161,
183, 220, 225, 263

Spin

12 Canterbury Court,
Kennington Park

1-3 Brixton Rd.
London SWsg 6DE UK
www.spin.co.uk

254

Stereotype Design

19 Jane St. 4A

New Yark, NY 10014 USA
www.stereotype-design.com
027,067, 091, 154, 183, 268

Stressdesign

w03 West Fayette Street
Floor One

Syracuse, NY 13204 LISA
www.stressdesign.wm
023, 056, 154

STIM

Visual Communication

436 West 22nd Street, No. 4C
New Yark, NY 1oon USA
tim@visual-stim.com

011, 065, 109, 157, 187,
256, 264

Studio Blue

800 W, Huron 5t Suite 3N
Chicagp, IL 6ob22 USA
www.studioblue.us

103, 110, 209

DESIGN ELEMENTS

Studio International
Bucenjiceva 43

16 000 Zagreb Croatia
www.studio-international com
029, 051, 055, 078, 108,
170,178, 194, 262

Studio Works

838 Broadway

New York, NY 10003 USA
www.studio-works.com
033, 058, 173, 233

SubCommunication

24 Av. Mont-Royal West #1003
Montreal, Quebec H2Tasz2
Canada
www.subcommunication.com
094, 222, 266

Michael Sui

3808 John Carroll Drive
Olney, MD 20832 USA

msuimsuif@gmail.com
151

Swim Design

Boqo Georgia Ave., Suite 100
Silverspring, MD 20910 USA
www.swimdesign.com
097,123, 250

Templin Brink Design

720 Teharma St.

San Francisco, CA gq130 USA
www.thd-sf.com

012, 095,170,177, 241

TenDoTen

Vira Biance #504 2-33-12
Jingumae

Shibuya-ku Tokyo 150-c0m
Japan

www.tententen.net

167

There

Level 1, 16 Foster 5t.

Surry Hills

Sydney NSW 2010 Australia
www.there.com.au

060, 269

Think Studio, NYC

234 West 16th St.

Mew York, NY 10om LISA
www. thinkstudionyc.com
066, 162

UNA (Amsterdam)
Designers

Kurte Papavarweg 74
Amsterdam, the Netherlands
una@unadesigners.nl
042,108, 144

Virginia Commonwealth
University (VCU) Qatar
P.0. Box Bogs

Daoha, Qatar
www.qatarveu.edu
033,111, 162, 167, 226

Voice

217 Gilbert 5t.

Adelaide, South Australia
5000 Australia

www voicedesign.net
013, 044, 061, 072, 099,
125, 141, 147, 157, 189

Wallace Church, Inc.
330 East 48th St.

New York, NY 10017 USA
www.wallacechurch.com
173, 269

Ko-Sing Wang

c/a The Art Institute,
Orange County

3601 West Sunflower Avenue
Santa Ana, CA g2704 USA
223

Why Not Associates

2:C Shepherdess Walk
London N1 7LB UK
www,whynotassaciates.com
267

Brett Yasko

2901 Smallman St., #6D
Pittsburgh, PA 15201 USA
www.brettyasko.com
035, 039, 109, 134, 192
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Graphic Design
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0778066

Organizations use graphic design to clarify their messages and craft
them into emotional experiences. It is the graphic designer’s job to take
these messages and visually transform them to be well organized,
evocative, and memaorable. For graphic designers to do this successfully
they must be armed with the proper knowledge, skills, and intuition.

DESIGN ELEMENTS isafunand comprehensive manual

for graphic designers that includes hundreds of tips and examples for
designers to attain the fundamental skills that contribute to successful
design. It is the most compact and lucid handbook available outlining

the basic principles of layout, typography, color usage, space, image, and
how to put it all together. Design Elements not only offers great tips on

the basics, but also shows you how to break the rules without compromising
communication or confusing your audience.

— Twenty rules for making good design, including:
Communicate—Don’t Decorate (RULE 2); Pick Colors on
Purpose (RULE 6); Be-Universal (RULE 11)

= A refresher course on graphic design’s basic visual
toolkit—dot, line, plane, and texture—and how to
use such elements effectively N

— An in-depth look at color, from its optical qualities \
to its effect on type

— Methods for integrating type and image, including
a tutorial on using grid systems to structure layouts

— When and why to challenge anything in this book—
and the best ways to break the rules

ISBN - 13: 978-1-59253-261-2
ISBN - 10: 1-58253-261-6
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927532612
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www.rockpub.com





