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Art is not what you see,
but what

NOILDNAdOYALNI

EDGAR DEGAS

you make Others see. painter, sculptor

Design is the visual synthesis of ideas. It captures thought and
language, transforming them anew. Design also commands the
imagination and intellect, creates connections, fosters under-
standing, and provides meaning. Compelling examples of visual
communication solutions range from simple to complex, trivial
to significant. Design shapes the visible environment and delivers
information to everyone within it; it is functional, conveying mes-
sages with purpose. Design is always present, taking on myriad
formats, including print, digital, and environmental. Engrained
into the fabric of cultural experience, design affects daily life

in mundane and extraordinary ways.



For the designer, design is a creative journey—a process of
discovery—that is fueled by inspiration and creative passion,
as well as the desire to enrich and ignite communication.

Designers are the engineers and craftsman of visual messages.

They contribute their learned and innate knowledge, critical
thinking and analysis abilities, and acute aesthetic and visual
skills to the process. Design is an intriguing, evolutionary
field, and the designer must constantly adapt to satisfy and
challenge the ever-changing needs of communication.

Although design and designers continue to advance and
diversify, the basic foundation of design practice lies in the
understanding and application of the fundamentals of layout.
The following pages are dedicated to these fundamentals,
examining the function and importance of visual communi-
cation. The book illuminates the broad category of layout
from function, inspiration, process, and intuition to structure,
hierarchy, and typography. The objective is to educate and
inspire as well as promote creativity, while encouraging the
design of strong, thoughtful, and informative layouts. Featuring
primarily print communications, each chapter aims to engage
the viewer emotionally, intellectually, and visually —sharing
the wonder of design.



THE FUNCTION

To design
Is much more than
simply to assemble, to order, or even to edit; it is
to add value and meaning,
to illuminate, to simplify, to clarify,
to modify, to dignify,
to dramatize, to persuade,
and perhaps even
to amuse.

PAUL RAND

author, graphic designer, teacher
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The function of graphic design is the communication of
messages through the juxtaposition of words and pictures.
It is the visual synthesis of thought in the form of publi-
cations, exhibitions, and posters, as well as packaging,
signage, and digital interfaces. Design is tactile, environ-
mental, and interactive. Responding to public needs, it

is a powerful visual medium that is present in all aspects
of daily life. Graphic design extends itself into cultural
experiences and speaks to society on practical, emotional,
and intuitive levels. It affects human experience from the
most mundane to the most extraordinary ways.




design objectives

communication
education
information
guidance
encouragement
promotion
inspiration
awareness
dialogue
persuasion
entertainment
direction

motivation

| design lichtwitz | Packaging
establishes the mood of the
product that lies inside. It is
the first impression of the piece
and dramatically influences

its marketability.

| design greteman group |

Posters must create immediate
visual impact with strong focal
points that direct the eye into
the composition and lead

the viewer toward subordinate
content that is accessible

upon closer examination.

Directed toward individuals and groups, design delivers
information to intended recipients who receive and use
(or ignore and abandon) it in countless ways. The function
of design is not decoration. Though sophisticated aes-
thetics and excellent visual execution are essential to the
design, communicative function is absolutely imperative —
it is the primary purpose. Design educates, inspires, and
entertains, as well as informs and encourages. Design
also creates awareness and nurtures dialogue, while direct-
ing, guiding, motivating, promoting, and persuading. It
conveys and ignites attitudes and emotions. Design is
remarkably multifunctional.
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| design wilsonharvey/loewy |
Business cards are components of

a larger identity system and represent
people, businesses, and organizations.
They serve as reminders or symbols
of an exchange, dialogue, or meeting,
yet also have a practical function and
must convey the essential contact

details clearly.

12
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establishing function

determining the function of the design
Will the design. ..

announce or invite and request participation?
inform and create awareness?

educate or instruct?

identify or symbolize and represent people, places, and things?
illustrate and explain?

spark imagination and ignite creativity?
interpret and clarify?

influence and motivate action?

solicit trust or faith?

package, promote, sell, or advertise?

protect and store?

guide and provide navigation?

display and exhibit?

commemorate and mark history?

feature and showcase?

anger and incite?

entertain and amuse?

LAYOUTWORKBOO K

The function of the design must be established before

the design process can begin.

/s the design an invitation, annual report, poster, or book?
What is its primary objective?

Who is it trying to reach?

What is the desired reaction of the viewer?

Determining the function of the piece is critical and
provokes numerous questions that inform the designer
and help focus the development of the design.

CAN YOU
MAK EgAutiii:
DIFFERENCE
IN THE |

WORLD?

premmo da 70 de Outubsro, domengs pelas 72220

Quwis da Nossa Senhor de Par
E strada do Pago do Lumiar b
Laboa

| design rmac | /nvitations promote | design visual dialogue | Design
and request participation. They creates awareness and motivates
are timely; once the event ends, action. It can inspire individuals
the design no longer serves its to open their minds, while actively
primary task. participating in events that bring

positive change to local, national,

and global communities.

13 the function of design



The designer adopts multiple personalities throughout the
design process. They are analysts, strategists, decision makers,
and managers, as well as articulate problem solvers and con-
ceptual and symbolic thinkers. The designer often plays the
roles of writer and editor, as well as cultural anthropologist
and sociologist. They must possess a broad range of skills to
o effectively solve visual communication problems with impact.
the r0/e af the deSIgner The designer must understand the relationship between color,
form, and space, as well as structure, hierarchy, and typog-
raphy. Through education and practice, the designer builds
their skills, while enhancing intellect and visual acuity. It is
the designer’s primary responsibility to create strong commu-
nicative experiences that support the function of the design
on behalf of the client and for the viewer.

the skills of the designer
problem solving
communication

analysis

visualization

management

composition sauter, joss & bitterlin's
organization | 9 - S i) 3 o
information-gathering Q" '
systemization

critical thinking

aesthetics

representation

research
perception _ _ _ _ _ _ )
| design cave images | Announcements | design no.parking | Books entertain | design superbiiro | Websites must
share, entertain, inform, and celebrate. and educate for extended periods impact the viewer immediately to
They can be playful or serious, dry or of time. They require in-depth maintain interest. There is no time
witty, simple or ornate. engagement, so the layout must to wait for complicated designs
be consistent, dynamic, and to be revealed and deciphered.

readable to maintain attention.

14



The designer simplifies, translates, and shares ideas through FINAL THOUGHTS The primary function

the thoughtfully and carefully executed manipulation of the o o
of design is the communication of messages. Ideas

visual elements. The appropriate relationship of form to con-
tent, as well as the utility and function of the design, is man- are shared from person to person through compelling
aged by the designer. The designer develops and controls ; g ; ; ‘

) _ _ _ visualization. It is a challenge to effectively deliver
the visual presentation of information to enable comprehen-
sion and relate form to function with aesthetic grace; they messages that are dynamic, engaging, and informative,

create meaning and send messages through visualization. _ S o o
while satisfying the objectives of everyone participating

The designer must communicate information in an accessible | S
and effective visual format that serves the function of the and affected by the design process and final visual

design, not the designer. _ . . .
solution. The designer plays a pivotal role, shaping

visual communication to create connections between

the client and viewer.

L PALETTE

\ LsikeG THE COLO
| WIATH THIE TEVAPLATE
. L iy Dl saniene, LS i DTURAIEAD
\

-

| design mitre design | Design | design creative inc. | Branding
commemorates history. It suc- creates a unified identity and
cinctly captures the essence of visual image that can be applied
the past, brings it into the pre- to multiple pieces. Well-planned
sent and carries its memory and clearly articulated guidelines
into the future. help others understand and

follow the strategic system.

LAYOUTWORKBODEK 15 the function of design



| begin with an idea,

and then it becomes something else.

PABLO PICASSDO

artist, ceramist, painter, printmaker, sculptor



INSPIRATION

CULTIVATING CREATIVITY

Inspiration is boundless. From places and books to culture
and art, as well as nature and science, inspiration comes from
everywhere, and the opportunities for seeking it are without
end. Inspiration is the spirit or energy that motivates the cre-
ative process and provides the impetus to solve communication
problems. It engages the senses of the designer and fosters

originality. Inspiration signals the beginning of an idea. It guides
and informs the designer, giving shape to visual solutions

and bringing communication to life. It defines the navigable
pathway that leads to clear and dynamic designs.




Inspiration is found (or discovered) and transformed into
tangible objects. It cannot be defined easily as one specific
thing or another because inspirational factors are different
for everyone. Two designers can share the same experience,
yet only one may find something special that sparks crea-
tive insights and furthers the passion for design. Inspiration
" - " - ol arrives as a result of the unique way the designer looks at,
dlsco Verlng I”Splratlon and reacts to, his or her environment. Everyone's senses are
piqued in unique ways, yet everyone has the potential to
visually interpret his or her findings and make the ordinary
extraordinary. From city lights to architecture to materials
and textures, anything can spark ideas that will develop
into concrete solutions. No matter what inspires, the influ-
ence of inspiration keeps the designer moving forward
and encourages continued development toward advanced,

thoughtful, and dynamic work.

Attentiveness, observation, and open-mindedness are
critical to identifying inspiration, which can arrive at any
time without notice. The designer must be fully aware
of his or her environment, always looking for anything
that commands attention or stirs emotions in positive and
negative ways. Inspiration is captivating, originating from
both good and bad situations. Learning to see, listen, and
feel with acuteness is critical to gleaning inspiration. The
designer must willingly, actively, and carefully examine
everything and pay close attention to details.

| design rick johnson & company |
This letterhead system for Belize
Saltwater Qutfitters, a company
specializing in fishing tours in Belize,
reflects the themes of adventure
and travel. Design director Tim
McGrath found design inspiration
in books, including Carouschka’s
Tickets (pictured), Hong Kong
Apothecary: A Visual History of
Chinese Medicine Packaging,
and Maya Designs.

18
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| design crush | The catalog for
Simultané—a boutique and fash-

ion label—was inspired by their

collection as well as a designer’s
sketchbook. Photographs of the
Simultané studio, fabric samples,

sketches, and notes are incorpo-

rated into the design. The inspira-
tional findings, which are layered
throughout the piece, reflect

the creative process that sparks

the design of the clothing.

LAYOUTWOREKBODOEK 19 inspiration




THE DESIGNER MUST

WILLINGLY ACTIVELY, AND CMF

EXAMINE EVERY THING
AND PAY CLOSE ATTENTION
10 DETAILS.

| design d-fuse | D-Tonate_00 DVD
is a progressive collection of multi-
angle films and multiaudio tracks.
From the cover design and interior
packaging to the digital interface
and films, a primary source of inspi-
ration was Japan, which is where

the piece was initially launched.

Seeking inspiration is not a chore that requires extra effort.
Rather, it is a natural reaction that stems from the desire
to create and communicate. The designer must experience
life and vigorously explore the inspirational forces of daily
environments, taking as much from them as possible. In
addition to outside influences, the designer must also look
inward and tap into the subconscious, which is another
useful source of creative inspiration. In addition, recalling
past experiences is equally powerful as inspirational and
motivational factors that influence the design process.

20



Amassing a collection of inspirational notes, drawings,
photographs, quotations, and sounds (the elements

of the collection are limitless) is a valuable resource for
every designer. It is important to capture inspiration in
any form when it strikes, even if it cannot be used imme-
diately. In time, the inspiration will find its place and
reveal its value as the beginning seed of the design pro-
cess. The collection can take on any format that best
suits the individual designer. It can be a notebook or
sketchbook, as well as a storage box or pin-up board,
which the designer adds to on a daily basis. Use the
collection to create new and inventive solutions, which

could become inspiration for other designers.
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| design d-fuse | Urban architecture
and lights as well as maps, graphic
shapes, and textures contribute to
the visual language system used

throughout the design.
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nurturing inspiration

Carry a notebook or camera everywhere to record findings.
Become immersed in design.

Be committed to discovering and collecting inspirational factors.
Take a walk.

Take breaks throughout the day.

Listen to music.

Spend the day outdoors.

Communicate regularly with other designers.

Explore areas of interest beyond design.

Go to a movie, play, opera, concert, museum, or gallery opening.
Visit family and friends.

Read design and nondesign books, magazines, and journals.

Go for a drive.

Attend conferences, lectures, and events.

Take a different route home after work.

Explore.

Create diversions from everyday routines.

Go on vacation or spend a weekend away from home.

Try something new.

29
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| design mitre design | This poster for

a range of inspirational factors, including 7 |
folk art, old advertisements, and packag- () R

ing labels. The sources of inspiration are

CKING CO.
G. FLA.

weathered, typographically bold, and
richly colored, these qualities are reflected
in the design. The inspiration influences
the eclectic, yet contemporary, compo-
sition that features diverse, hand-crafted

letterforms and a rustic color palette.
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i The recognition of

the value of the journey,

as opposed to the imagined value points of ending,
informs the idea of process.

TOMATO

london-based art collective



PROCESS

UNDERSTANDING METHODOLOGY

Design is a process of discovery. It is a journey that reveals
communication through distinct stages, which include
research and information-gathering, brainstorming, concep-
tualization, experimentation and development, and execution.
When approaching any design problem, the focus of the
designer must not be on the final product. Although the
end result is important, the path that leads to it is equally
significant. Valuable discoveries and insights, which foster
growth and understanding, are gained through each stage
of the design process. No matter how large or small the
project, every step demands full attention. Though the design
process is exhausting at times, especially if the designer

is working under time restrictions, it will ultimately benefit
the outcome of the design, as well as the designer.



the value of process

—developing a project brief

Design is an analytical field that demands a range of skills,
including management, problem solving, and visual acuity.
At the beginning of the process, a great deal of planning is
required before sketching and designing can begin. An intel-
lectual methodology will guide the designer, as well as the
design, from initiation to completion. The design process

is the foundation on which layouts are systematically built.
It is the supporting guide that allows the designer to control

the progression of the project from one stage to the next.

The design process also encourages the designer to carefully
scrutinize the communication problem and cultivate an effective
solution. It enables the designer to understand the project and
its intended function before visual studies begin. Whereas the
stages of the design process remain the same with every pro-
ject, the passage through the stages is uncharted. The designer
must be open to altering its course to produce diverse, original,
and useful visual solutions. Additionally, to avoid derivation or
imitation, the designer must be careful not jump into the con-
ceptualization, development, and execution stages too quickly
or without enough background support. The design must be
comprehensively considered from beginning to end to avoid
naive ideas that do not effectively solve the problem.

Preparing the project brief is an essential step that initiates
the design process. As the preparatory stage, the brief provides
a meticulous overview of the project, while informing all parties
involved in the development and production of the design.
The project brief addresses the design in detail and includes
every aspect of the problem, as well as the roles of the client,
designer, and viewer. It is used throughout the process as

a reference tool to ensure that the design reflects the project
objectives, moves in the proper direction, and relates to the
needs of the client and viewer. Design must be calculated

and meaningful and should reflect its function with a high
degree of communicative and aesthetic proficiency.

26



defining the essential details The project brief
commences with a detailed review of the research and infor-
mation provided by the client, which the designer needs to
clarify and simplify for efficient use. Throughout the devel-
opment of the brief, questions should address initial and
long-term concerns, as well as responsibilities and expecta-
tions. The designer is not expected to know everything, but
he or she is responsible for asking the client to fill in any
missing pieces. Additionally, the designer should never make
decisions based on assumptions; collaboration with the client
is absolutely critical. There is no excuse for confusion or mis-
understandings at any stage of the process. All details should
be clarified during initial meetings so that everyone is clear
on the plan of action. (Although questions are essential at
the onset of the project, the designer must continue to ask
questions throughout the design process, including inquiries
to the client and additional project participants, such as
proofreaders and printers.)

The primary goals and messages of the client (and the design)
need to be clearly defined in the project brief before moving
to the next stage of development—research and information-
gathering. Restrictions, such as the budget, must also be
noted and assessed to determine their impact on the design.
Working with the client, the designer must establish the
project schedule, which includes imperative dates, such as
concept and design presentations, as well as deadlines and
delivery. It is important to share the project brief with all
participants to ensure that everyone understands the scope

of work and the plan for executing it.

In the development of the project brief, it is critical to consider
the role of the viewer. The client and designer must determine
to whom the project is directed. Understanding the target
audience shapes the direction of the design and dramatically
influences the end result. It is helpful to define the general
characteristics of the viewer, including age, geographic loca-
tion, and general likes and dislikes. The designer must also
consider how the viewer will interact with the design so he
or she can choose a format that will allow the design to meet
the communication needs of the viewer. The viewer, although
not an active participant of the design process, will define
most of the designer’s decision making.

LAYOUTWORKBOO K

establishing responsibilities while preparing the
project brief, the designer must begin to document and
gather the textual and visual elements used in the layout.
A clear assessment of all the elements will determine what
exists and what is needed to move forward with design
development. What the client and designer will each con-
tribute to the content of the design also needs to be estab-
lished and noted. If anything is missing, the designer must
ask the client to provide it. A running list of tasks to be
completed in a timely manner, such as contracting an illus-
trator or photographer, must be added to the project brief.
It is important for the designer to see the visual elements
that will be incorporated into the design in the early stages
of the process—this essential part of the project must be
defined as soon as possible.

The project brief outlines and establishes the relationship
and level of involvement between the client and designer
by specifying each of their roles. It is important to learn
how to interact with the client to avoid future pitfalls. Every-
one involved with the project will adopt a certain amount
of responsibility, and it is wise to establish what is required
early in the process to avoid confusion when something

is needed. When the project brief is comprehensively com-
pleted, the designer can comfortably move to the next
stage of the design process.

27 the design process



THE PROJECT BRIEF

ADDRESSES THE DESIGN IN DETAIL AND
INCLUDES EVERY ASPECT OF THE PROBLEM,

AS WELL AS THE ROLES OF THE

CLIENT, DESIGNER, AND VIEWER.

project brief functions

States the primary goals and messages of the design.

Provides a meticulous overview of the project.

Determines project restrictions, as well as the schedule and budget.
Qutlines the client-designer relationship.

Establishes the responsibilities of everyone involved with the project.
|s used as a reference tool throughout the process.

Defines the characteristics of the viewer.

the actions of the client

Initiates the design project.

Determines the primary design objective.
Seeks returns from the design.

Respects the expertise of the designer.
Articulates anticipated outcomes and reactions.
Suggests the desired attitude of the design.
Prepares budgetary information.

Establishes deadlines for delivery.

Actively participates throughout the process.
Approves the design.

Provides feedback.

28



A series of questions, which can be tailored to address individual

projects, provides a starting point to begin the project brief.

artone. the design problem

What type of project is needed (annual report, brochure, poster)?

What is the function and purpose of the design?

What are the client’'s objectives/goals for the design?

What is the primary message the client wants to communicate?

What considerations must be made to meet the needs of the client and viewer?
Are there any limitations or restrictions?

What is the budget?

What is the schedule?

rtwo the Cllient-designer relationship

What are the responsibilities of the client?
What are the responsibilities of the designer?
What is the level of client involvement?
In what stages of the design process will the client be directly involved?
What are the important dates, such as presentations and delivery?
How often will the client and designer interact?
What is the best method of communication (email, meetings, phone)? essentials of the client-designer relationship
Who are the primary contacts?
respect

open communication

part three LNE VIEWET shared visor

frust
Toward whom is the project directed? . . .
o . creative Interaction
What are the characteristics of the viewer?
What makes the viewer unique? collaboration
How will the viewer interact with the design?

What are the needs of the end user?

LAYOUTWORKBOGOEK 29 the design process



research and information-gathering

research and information-gathering tips

Gain an understanding of the topic.

nvestigate competitive markets.

Following the preparation of the project brief, research
and information-gathering is the second stage of the design
process. It begins with a thorough review of all materials
provided by the client. The designer must read, evaluate,
and understand all the information presented in its entirety
before he or she can intelligently work with it. Analyzing
the content will increase the designer’'s knowledge of

the topic and affect how the piece is designed. In addi-
tion, as the designer is educated about the topic, ideas
will spark and the visualization process will begin. The
more information the designer accumulates and digests,
the greater the chance for the success of the project.

The designer should not rely solely on materials provided
by the client. Additional research and information-gathering
is often needed to expand the designer’s familiarity with
the topic beyond the initial client presentation. Independent
research also broadens understanding and influences what
the designer can bring to the design. The designer must
acquire as much information as possible and, like the
project brief, share the findings with relevant participants.
Without thorough research and information-gathering,

the design may be incomplete and lack a solid foundation.

Read, evaluate, and understand all provided materials.
ndependently research additional informatian.

Review the client's current communication materials.
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the client another important step of the research and
information-gathering stage is to review the client’s current
communication materials and strategies. This process leads
to an awareness of how the client approaches their public
image, as well as how they have positioned themselves
visually in the past. It is helpful to discuss what the client
likes and dislikes about their current communication mate-
rials and how they envision their evolution. Ask the client
for examples of any prior materials, as well as competitive
pieces that they find compelling and successful. This does
not mean the client should request that the designer tailor
the design based on other examples; rather, it provides

the designer with a more complete understanding of the
client and their perspectives on design. Bringing the client
into the research and information-gathering stage is also

a valuable way to foster a positive client-designer relation-
ship. The client will feel like they are a part of the solution,
whereas the designer will be able to take this opportunity
to educate the client about design.

LAYOUTWORKBODOK

the campetitian Investigating the visual communication
materials of competitive markets is another key component

of the research and information-gathering stage. Understanding
the market is critical to designing a piece that appropriately
and effectively functions within it. Research can often prevent
inadvertently designing a piece similar to a project already in
existence. The designer must determine how the design will
fit into the market and advance the needs of the client while
simultaneously appealing to the viewer. Depending on the com-
plexity of the project, professional researchers can be brought
into the research and information-gathering stage to broaden
the understanding of the business environment, as well as

the specific requirements of the viewer.

Regardless of the scope of the project, research and information-
gathering will enrich the designer and help achieve strong visual
solutions. It must occur before brainstorming, conceptualization,
or experimentation and development can begin. Research and
information-gathering provides the knowledge base that will
propel the design in the right direction.
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brainstorming

breakdancers

The Charleston

Flappers

’'40s dancing

soccer players (jumping, kicking)
athletes jumping

Jump shot

passing a player

long jump

dribbling up the court

hurdling

martial arts

wall-eye angle

Jump kick

punching

flailing

celebrating

perspective of foot kicking close to camera
arms up

other dynamic perspectives

| design aptha design group
(Richard Bloom) |

Running lists of ideas and thoughts
mark the brainstorming process
for the Chronophonic CD. Inspired
by the title, Footwaork, the list
reflects the kinetic images used

in the final design to connote

the energy of the music.
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Brainstorming is an expressive, problem-solving activity that
promotes idea generation, helps the designer think about and
work through complicated design problems, and encourages
creative expression. Every thought and idea is valuable and
worth recording. There are no right or wrong answers, no
limitations to the process. Be inventive. Brainstorming ignites
the mind of the designer who must think freely and openly—

without restraint—to gain useful results.

Brainstorming can be performed individually or with a team

of designers. Working collaboratively provides multiple points
of view to the design problem, which can be more beneficial
than a singular approach. Whereas one designer can brainstorm
prolifically and conceive amazing solutions, a single perspec-
tive may sometimes be limiting. Engaging several thinkers in
the process is a great way to obtain a broad perspective and
initiate the development of thoroughly considered, innovative
solutions. Occasionally, it is also helpful to invite the client into
brainstorming sessions. This process educates the client and
actively involves them in the design process while providing
the designer with a practical point of view.

Inspiration boards are gathered
caollections of imagery that inspire and
motivate the designer into action.
They are useful tools that influence

the direction of the design.
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planning

The brainstorming process may include producing freewritings,
mind maps, and lists of ideas or thoughts, as well as creating
visual inspiration boards. (Words and pictures equally contribute
to brainstorming.) Stream-of-consciousness writing, or free-
writing, helps the designer get thoughts immediately onto paper,
whereas running lists record keywords and emotions associated
with the design. Mind maps begin with one main idea placed

in the center of a page with branches of subthemes extending
out from the central theme. Each branch, or string of word
associations, represents a new thought sequence. Inspiration
boards combine selections of imagery that inspire and influence
the direction of the design. After these initial brainstorming
exercises, the broad scope of ideas must be reviewed, filtered,
and developed into specific, workable ideas so the designer

can move into the conceptualization stage.

result

material object

tool thing

strategy communication

purpose structure

language system

synthesis formalism

analysis grammar

meaning fluidity

thoughtful humanistic

expression Mind mapping begins by placing

a topic or theme in the center

brainstorming techniques
Practice freewriting.

Create mind maps.

Write down lists of thoughts and ideas.

Build visual inspiration boards.
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| design 344 design, llc | A collection
of notes, brief writings, and sketches
detail the idea-generation process
that led to the design of the Solar
Twins CD. Extensive preliminary
thoughts and studies are imperative
to the success of all designs, they
ignite creativity and encourage

intelligent, unique solutions.

o ALTWT A
t"' et YRR

b S VER LARSE JCALK
T CaeRTR VST B ANE
rombirdd TSR

§ T PhasselLE .
peme TUTED i P
b 08 oA TE
sy Busestit

DirATIORT

e
Sy EXTE N
reuguun FANTE-

of a page and creating branches of
thoughts that stem from the central
keywaord. It is a helpful method

of visualizing the thought process
while encouraging design devel-

opment beyond initial ideas.
LAYOUTWORIKBODOK
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During the conceptualization stage of the design process,
the designer must formulate the visual scheme, or plan,
of the project. The concept is the thematic link between the
design, its function, and the delivery of the message to the
viewer; it is imperative to the success of the design. A strong
concept will add depth to the project, while creating and
- - maintaining viewer interest, providing focus, and promoting
concep tuallza tlan a cohesive visual solution. The designer must always con-
sider the function of the design as well as its end user and
must not overcomplicate the design with a concept that
is inappropriate, unapproachable, or too abstract to deliver
the message to the viewer. The design must be accessible,

interesting, informative, and communicative.

| design samatamason | Design
concepts can be straightforward
and objective. This annual report
for the Children’s Home & Aid
Society of lllinois relies on the
strength of the content to deliver
the message; symbolism is not

needed. Three true, personal
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The design can employ a number of approaches when shaping
the concept of the design. If the content is clear and direct,
the concept may result in an objective, straightforward visual
solution. However, if the content is complicated with multiple
types of information, the designer may develop a deeper con-
ceptual direction that will better clarify the information. For
example, the use of analogies and metaphors is an effective way
to relay messages. Designers often use symbolism to help the
viewer understand what the client is trying to communicate.

Regardless of the type of project, a singular, focused idea that
drives the design must be determined at the end of the concep-
tualization stage. A solid design scheme will allow the designer
to visualize the outcome of the piece, shift into the experimen-
tation and development stage, and begin composing the visual

elements with clarity.

LAYOUTWORKBOUOEK

| design superhiiro | Progressive
projects often rely on strong con-
cepts. This book design is based
on collecting and archiving the
results of an experiment in which
300 stickers were placed in New
York City subway tunnels asking
people to react to questions. The
format of the design is dictated
by the idea of experiments. The
metal binding connotes a note-
book or chart in which to record
results. Sheets of stickers are
bound and displayed on their
actual stock, whereas the final
results are shown as snapshots
that display the evidence. The
message Is delivered in a clinical,

yet appropriate, fashion.

the design process



experimentation and development
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After the conceptualization stage, it is time to transform
the visual elements into cohesive solutions. The experimen-
tation and development stage follows a path from basic
visual studies to refined variations. This stage begins with
experimentation, which is important because it opens the
mind of the designer and pushes his or her visual skills.
Experimentation is a free, expressive process that is insight-
ful and playful. Like brainstorming, the designer must not
be restricted during the experimentation stage, because
in most cases, the client will never see any of these initial
studies. It is important to remember that experimentation
does not need to generate definitive results. It may simply
confirm that a new or more refined visual direction is

the best solution.

During the experimentation stage, the designer can do

a range of studies that include color, composition, and
typography. For example, explore typefaces or develop

a range of interchangeable color palettes. Consider diverse
ways of handling illustration or photography. Examine the
textual and visual content, and determine multiple ways

of sequencing information. Test different grids and systems
of proportion that structure the page. Introduce graphic
shapes and linear elements. Additional options may include
stepping away from the computer, working by hand, and
passing the visual studies onto another designer for a

fresh perspective and additional experimentation. Try any-
thing different or new. Take the opportunity to be innova-
tive. It can be comfortable, easy, and time efficient for the
designer to revert to previously used solutions for design
problems (especially under the stress of looming deadlines),
but doing so will only create an inferior design. Experi-
mentation is critical; it enhances the design process

and encourages original solutions.

= | ;fﬂw :_':1‘

Thumbnail sketches are small,
loose studies that quickly address
basic compositional variations.
Considering all the visual elements
of the design, rough lines mark
textual content and boxes indjcate

graphic shapes and imagery.
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Through experimentation, the designer can test the strength
of the concept as well as the visual investigations that work
(or do not work). The designer should evaluate the prelimi-
nary studies based on comparative factors. By producing and
assessing a range of visual work, the designer will be able

to confidently select directions that have the greatest poten-

tial and then develop them into refined solutions. The value
of experimentation is that it challenges the designer to think

beyond the initial concept.

After evaluating the experimental studies, the designer must
select the strongest directions for development. Thumbnail

sketches that address the entire compositional space of the
page, as well as the use of all visual elements, will help the
designer quickly produce several variations. The thumbnails
should be loose and created with rough lines marking typo-
graphic content, including paragraph settings, and boxes

designating graphic shapes and imagery. Thumbnails can also
indicate alignment points and relationships between elements

on the page. Thumbnail sketching is a time-saving exercise
and should be done before sitting down at the computer.
Nothing is more productive than quick thumbnails that can
be compared, eliminated, and developed.

experimentation ideas

During the experimentation stage, the thought process was
open and free, and the visual studies were general and not
reflective of the entire composition. However, in the devel-
opment stage, multiple design solutions will come together
and incorporate all the visual elements. The designer must
now determine the primary grid or system of proportion
that will structure and organize the design. Final typefaces
must also be selected and implemented into a consistent,
decisive typographic system to be applied throughout the
design. The hierarchy of the design should be coordinated
to logically lead the eye through dominant and subordinate
levels of information. Compositionally, the space of the
page must be controlled and exhibit dynamic, harmonious,
and orchestrated solutions.

Producing variations of every design is essential during
the development stage. Variations can be vastly different
or merely subtle, with just slight changes in the propor-
tions of the primary grid, typefaces and settings, diversified
color palettes, or compositional factors, such as orienta-
tion and position. Each variation will allow the designer

to compare the different directions and evaluate those that
are strong or weak. In addition, the client often will want
to see several variations before deciding on the final direc-
tion. Variations are the last component of the experimen-
tation and development stage. At this point, the client and
designer will select the option that is most suitable for
refinement and completion during the execution stage.

Do multiple studies exploring color, composition, and typography.

Step away from the computer.

Develop several treatments for illustration or photography.

Sequence the textual and visual content in numerous ways.

Try anything different or new.
Introduce graphic shapes and linear elements.

Work by hand.

Pass the studies to another designer.

LAYOUTWORKBOO K
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| design vrontikis design office |
The next step of the development
stage Is creating variations based
on the most effective solution cho-
sen from the experimental studies.

Variations can be vastly different

(or subtle) with changes to the com-

positional factors, including color,
orientation, position, and typogra-
phy. In this example, the variations
demonstrate the infinite range of
options available when working in
one focused direction. Comparing
variations is an essential step in

choosing the strongest solution.
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At this point in the design process, the concept has been
finalized, and experimentation has resulted in a diverse set
of exploratory studies. Additional development of the studies
brought all the visual elements together into several varia-
tions, which were narrowed down to select the final direc-
tion. During the execution stage, the designer must examine
every detail of the piece with a keen eye. He or she must
preview the compositional space and organize the content
logically and with sequential flow. Alignment, orientation,
and position of the visual elements must be methodically
coordinated to create appropriate relationships. The hierar-
chical system must ensure an ordered arrangement of
textual and visual content with information designated

into distinct levels of importance.

After working on a project, the designer is often attached
to the piece, which sometimes makes it difficult for him or
her to analyze the design objectively. As a result, it is helpful
to present the design to others for evaluation of its visual
presentation and utility. Is the design aesthetically strong?
Does it demonstrate a consistent, unified system that applies
to all the visual elements? |Is the message of the piece clearly

communicated? Will the viewer be able to use it effectively?

Review the project brief and use it as a checklist to determine
if the final design successfully reflects the goals and function
originally outlined. Be objective during this stage, and peruse
the design carefully. In addition, ask the client to review the
final design to ensure their satisfaction and approval of the
visual solution before sending it to production. It is not too
late to make changes that may improve the piece. In most
cases, subtle refinements are often critical.

IRONPIANIST
OTISPAIRINN
SPAININRIOT
PAINTSINRIO
NOASPRINIT
INSPIRATION
AAISINPOINT
INTRIOINSPA
ISOWRAINTIP
TONIINPARIS
IANTIPRISON
APRINTISON

LS e e

IRONPIANIST
OTISPAIRINN
SPAININRIOT
PAINTSINRIO
NOASPRINIT
INSPIRATION
RAISINPOINT
INTRIOINSPA
ISOWRAINTIP
TONIINPARIS
IANTIPRISON
APRINTISON

—— -——

IRONPIANIST
OTISPAIRINN
SPAININRIOT
PAINTSINRIO
NOASPRINIT
INSPIRATION
AAISINPOINT
INTRIOINSPA
ISOWRAINTIP
TONIINPARIS
IANTIPRISON
APRINTISON

EETRSTET

IRONPIANIST IRONPIANIST
OTISPAIAINN OTISPAIRINN
SPAININRIOT SPAININRIOT
PAINTSINRIO PAINTSINRIO
NOASPRINIT NOASPRINIT
INSPIRATION INSPIRATION
AAISINPOINT RAISINPOINT
INTRIOINSPA INTRIOINSPA

ISOWRAINTIP
TONIINPARIS

ISOWRAINTIP
TONIINPARIS

IANTIPRISON IANTIPRISON
APRINTISON APRINTISON
ERTET AT FhEERESETT

| design vrontikis design office |

At the end of the execution stage,

the final design is reviewed care-

fully and objectively to ensure

that all details are refined. In

this example, subtle variations

in color are assessed.
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FINAL THOUGHTS Itisimportant

to value and become engaged with each stage

of the design process. A comprehensive method-
ology will provide a logical progression from the
beginning to the end of a project. The designer

will grow, learn, and improve with each design,
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evolution of a thoroughly devel-

I N S P I R T I 0 N oped design process. Every stage
A is critical to ensuring appropriate

and effective visual solutions.

IT DOESH'T MATTER WOW YOU SPELL IT, OR DOES 1T INSPIRATION CAN COME
FROM ANYWHERE AND CAN MEAN INFINITE THINGS TD DIFFEAENT PEOPLE
JOIN DESIGNER, EDUCATOR, AND AUTHOR PETRULA VEONTIXS www asx (Ow
TO EXPLORE PASSION. INSPIRATION, FOCUS, AND A PHILOSOPHY OF LEARNING

for in-depth analysis information, refer to chapter 8: design analysis seeing the whole and its parts
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There is a vitality, a life force,

a quickening that is translated through you into action,
and because there is only one of you in all time,
this expression is unique.

And if you block it,
it will never exist through any other medium,

and will be lost.

MARTHA GRAHAM

choreographer, dancer




INTUITION

TRUSTING THE I,N}ESESES O C

Designers are creative thinkers and visual problem solvers.
Every project demands a different aesthetic and intellectual
approach to communicate appropriately, effectively, and
distinctively. Although basic design rules and techniques
must be learned, applied, and practiced, visual solutions
are not formulaic. Each designer contributes individual
knowledge, skills, experiences, and intuitive abilities to the
design process, which shape and distinguish all projects.
Unique to every designer, intuition enhances acuity and
dramatically influences the outcome of the final design.




design fundamentals and intuition

Intuition defined

TRAGEDY

L K tragedy
directed by |
ick nfARYSHE™™
written by Sophocles
| design heather sams | | design paige strohmaier

The fundamentals of design are universal. Color, form, and
space, as well as structure, hierarchy, and typography, can
be taught and learned. They are the foundation of design
practice; their informed use must be inherent to the strength
(and success) of the designer. There is no question that
design education, whether formal or informal, is essential.
However, understanding the fundamentals is only as effec-
tive as their application. Comprehension alone does not

guarantee good design.

The basics of visual communication include visual language
systems, structure and organization of compositional space,
and hierarchy, as well as designing with color and typography.
However, these basics do not specify methods for compos-
ing visual elements in all situations (there are far too many
variables with each project). Certainly, there are a number of
factors such as symmetry, figure-ground, position, and spatial
relationships that influence compositional decision making.
There is also a rich history of strong design examples to review
and analyze. Yet, interestingly, no two designers will produce
the same design, even when using identical content. In addi-
tion to experience and practice, intuition is the defining force
that individualizes and separates one designer from the next.
An innate sense for working with design fundamentals and
composing the page is a critical component of the design
process—it is the final piece of the puzzle.
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| design katherine varrati |
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Intuition is a different level of thinking, or cognition, that
complements rational thought. It comes naturally and with-
out hesitation, an immediate, involuntary insight that arrives
unexpectedly without the influence or interference of rational
thought. The inner voice, and the knowledge that it brings,
is independent and unexplainable, yet is always present.

In a general sense, intuition leads and protects, enlightens
and inspires. It synthesizes brain impulses, whether innate
or learned, and brings forth new and unexpected thoughts
that would not emerge through logical reasoning.

connecting the conscious and subconscious
Intuition is the unpredictable connection that bridges the
gap between the conscious and subconscious mind; the sub-
conscious provokes the arrival of wisdom into consciousness.
Intuition strikes at any time (even if it arrives unnoticed), and
is informed by past experiences, both remembered and for-
gotten, which are stored in memory. It is also influenced by
the present and anticipation of future events. It stems from
dreams, imagination, and inspiration, and can be sparked
by the everyday environment, which constantly influences
and stimulates the brain. Although it is not fully understood
and is difficult to verbalize, intuition works for the benefit

of the designer with meaning and purpose.

This collection of typographic
studies demonstrates the unlim-
ited range of solutions to one
design problem. Each designer
was given the same specifica-
tions, including page format,
grid, text, and typeface. Through
the exploration of hierarchy, com-
positional factors, and objective
and subjective representation,
as well as the individual influence
of intuition, the designers devel-

oped unique and varied solutions.

the influence of rational thinking rational
thinking analyzes and questions all thoughts. Though
essential to the design process, logical reasoning can
sometimes inadvertently suppress intuition and prevent
the designer from exploring new creative opportunities.
For example, the need to justify every action (and the
fear attached with not being able to do so) often discour-
ages the designer from responding to and trusting his

or her gut. The designer believes that reacting to intuition
invalidates the design and makes it careless, flighty, or
too abstract. The inexperienced designer doubts instincts
and strictly relies on learned knowledge that he or she
believes is absolute; or, the designer finds it difficult to
trust the effectiveness of the design unless the intellect
behind it is thoroughly explained. The designer is con-
cerned that a methodology that includes intuition is
unrelated to the practical needs of the client and viewer.
These concerns are reasonable, yet none negate the
positive influence of intuition. Intuition works in con-
junction with learned knowledge and rational thinking
to achieve effective solutions. The addition of intuition
takes the design a step further.

intuitive functions

guidance
protection
nspiration
enlightenment

synthesis

| design hans schellhas |
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Designers are naturally inclined to creativity. Intuition is
beneficial because it cultivates imagination and allows the
designer to move beyond his or her comfort zone, thereby
increasing the potential of the designer (and the design).
It can lead to fresh and innovative solutions or strengthen
the aesthetic, concept, and visual presentation of the

" " P design. Intuition increases the number of ideas that are

the bB”EfItS Of I”tUItIO” generated and provides the spark to push the design

beyond expectations. In addition, intuition eases decision
making for the designer and influences the composition
of the visual elements. The inner voice, or gut reaction,
informs the designer about what works in the develop-
ment of compelling, effective, and communicative layouts.
However, the designer must also know that intuition alone
does not dictate effective solutions—it is a supporting
factor and helps the designer through a logical process.

THE INNER VOICE, OR GUT REACTION,

| design hendersonbromsteadartco. |
Intuition enhances creative potential
and leads to fresh, innovative solu-

tions that exceed expectation. In the

poster for Triad Health Project, an
AIDS service-and-support organization,
intuition helped define the “campy

and tongue-in-cheek” attitude.
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Art director Hayes Henderson adds,
“You see a problem and you say, ‘This
is what you need to do!’ It's just

built in. Everybody’s got one.”
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ﬂUI’l’UI’iﬂg intuition intuition requires nurturing to
become a productive component of the design process.
The designer must respond to his or her immediate feelings
and bursts of insight without worrying about the final out-
come. It takes time and practice to believe that instincts
are valuable. Whereas rational thinking is powerful and
reliable, intuitiveness is equally commanding. (Relying
solely on rational thinking sometimes results in repetitive
solutions and stale, boring design.) Trusting intuition
encourages the designer to take chances—risk taking
adds vitality to the design and a certain sense of the
unexpected. The designer must react to intuitive sense
and test it out through experimentation to see how

it fits into and relates to the design problem (if at all).

Intuitiveness is cultivated in numerous ways. The designer
must be careful not to analyze the suggestions of the inner
voice before testing them out. It is useful to go through the
process of experimentation, even if the insights seem imprac-
tical. Do not abandon or prejudge their worth. (Reason will
counter many gut reactions and stifle intuition.) The designer
must also continue fostering intuition through active involve-
ment during the design process, as well as in activities and
environments outside of design. Take periodic breaks to

take the mind off the project. Try collecting thoughts ver-
bally and visually. Actively seek out inspiration, which stimu-
lates idea generation. Expect the unexpected and be open

to anything. Ask guestions and be informed. Always feed
the subconscious to enhance its effectiveness. With experi-
ence, the designer learns to decipher the helpful insights
from insignificant ones.

INFORMS THE DESIGNER
ABOUT WHAT WORKS

IN THE DEVELOPMENT

OF COMPELLING,
EFFECTIVE, AND
COMMUNICATIVE
LAYOUTS.

LAYOUTWORKBOO K

breaking the myths of intuition

Learned knowledge is enhanced by intuition.

Intuition should not be feared, doubted, or mistrusted.
Intuition does inform the design process.

Intuition does not invalidate the design.
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| design 344 design, llc | 7This set of fifteen
variations, as well as the final solution
(facing page), for the Sting Brand New

Day: The Remixes CD demonstrates how

intuition ignites creativity and increases

the number of ideas generated for design

problems. “Intuition is my design process,”
notes designer Stefan Bucher. Experi-

mentation and exploration are key factors

B that stimulate the subconscious and

prompt the arrival of useful instincts.
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melodic club mix radio edit

cornelius mix

tin tin out mix

2 2-Er-SvE

bill laswell mix

murlyn mix

melodic club mix

lisa m-flo mix

tin tin out mix edit

filter dub

LAYOUTWORKBOO K

nurturing intuition

Actively listen and react to the inner voice.

Do not be afraid to take risks.

Learn to trust feelings and insights.

Test intuitive thoughts to understand their value.
Expect the unexpected.

Do not overanalyze intuition.

Do not abandon or prejudge instinctive ideas.
Experiment.

Take periodic breaks when working on a project.
Be open-minded.

Ask questions and be informed.

Record thoughts and collect visuals.

Seek out inspiration.
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understanding the limits Although its advantages are

great, intuition is not always useful or appropriate. The reliance
S smpers * Sa— on intuition does not negate a thorough design methodology
from inception to completion of the project. Some insights are
completely impractical and useless, with no effect on design
development. Remember that intuitiveness contributes to the

: i design, but it does not determine its success or failure. The
: ! i designer still needs to be fully aware of and meet the project
] | ] objectives. He or she cannot refute constructive criticism
: } J i 2 5 because the design claims to be inspired by intuition. If the
! ! I } : { pragmatic focus is lost because of the influence of intuition,
1 ] ! | |[, 3 ;] ; . . L . .
i | ] ['] ]i ’] : i i i i il 451 the design is purposeless and insights ineffective.
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| design concrete [the office of
jilly simans] | Contemplating the
design of Interior Particular [Jane

Lackey], an exhibition catalogue

featuring Lackey’s work, designer
Jilly Simons explains, “Intuition
usually plays a large role in many
of my solutions. You may research
and study, but ultimately, the
faculty of sensing beyond the

use of rational processes often
provides that which may not

be evident.”
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FINAL THOUGHTS Intuition is the

) creative force that leads the designer by helping him
| design 33rpm | Discussing the
Yeah Yeah Yeahs poster, designer or her make choices that affect the design process
Andrio Abero states, “I thought o ) ‘ ‘
from conceptualization to execution. In combination
about the concept more than
! usually do with other posters, with learned knowledge, intuitiveness encourages

but my choices of imagery were ) ,
solutions that can range from the ordinary to the

intuitive, especially the hand

and tweezers. Intuition is what unconventional. Incorporating intuition into the pro-

makes my designs stand out. ) ‘ ) )
cess allows the designer to tap into and investigate

If it looks right and | feel it’s

strong enough, that's when unknown depths of his or her abilities. Its value

[ output the film for it to be )

. N ) grows as the designer accepts, trusts, and follows
printed. Intuition means being
experimental. How else will his or her instincts time and again.

your skills as a designer grow?”
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| design cavarpayar | “/n the design
process, there are things that you
think about rationally, those you learn
about, and those you are looking for,”
says designer Lana Cavar on spreads
from CIP magazine. "And then, there
is the most interesting part [of the
process] you cannot be rational about.
You just feel it for some strange rea-

son. If you feel right, it will fit into

the concept perfectly and make

it more interesting and unigque.”
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4 STRUCTURE

...human activity itself has
since the earliest times,  haan distinguished by the quest for order.
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author, graphic designer, teacher, typographer




ORGANIZATION

BUILDING FOUNDATIONS

The word grid is used to define the structural force behind the
design. Grids are organizational tools that define the active space
of the page and help the designer make thoughtful decisions
about composition and order. Grids enable the designer to main-
tain control, create visual connections, and unify the design.




grid systems in graphic design

kristin cullen l

kristin cullen  *

&

| design kristin cullen | The grid is
an active element of this letterhead
system, which contrasts control
and order with expression and intu-
ition. Imagery emerges from visual
grid lines to reflect process. Minimal
and sophisticated typography is
aligned along the columns and mar-
gins, making the grid intentionally

implied without being seen.

Simply stated, grids are a series of intersecting axes that
create horizontal and vertical divisions of space on the page.
These intervals accommodate the placement of the visual
elements, which, if positioned effectively, create movement
across, down, within, and outside the surface of the page.
The designer arranges the visual elements to interact, rather
than conflict, establishing a pathway through the design
that reveals dominant and subordinate levels of information.
The designer is in complete control—visual elements are
composed on gridded surfaces with assigned voices that,

in combination with others (from whispers to shouts),

are visually melodic.
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| design sumo | The cover of the
Naorthern Film & Media Location
Guide combines beautiful imagery
with an elegant type treatment
that subtly mimics the image it
overlays. The physical shape of
the booklet connotes environments,
landscapes, and vistas, which is
conceptually appropriate to the

content that lies inside.
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Grids vary in size and shape from simple to complex,
depending on the range and amount of information that
must be incorporated into the design. Always developed
with the content in mind, grids are reinvented with every
project. They are modeled after structures and systems
of proportion found in architecture, fine art, mathematics,
music, and nature; grids are also informed by the instinct
of the designer. Theorized throughout history by the likes
of Pythagoras, Vitruvius, Michelangelo, Leonardo da Vinci,
and Le Corbusier, common systems of proportion include
the Fibonacci sequence, the golden section, and modular
scales. Whether mathematical or intuitive, grids are
devoted to cohesion and harmony.

Falsely seen as restrictive, grids allow diverse visual
elements to coexist. Visual elements are mutually
dependent on their relationship to each other to com-
municate comprehensive messages. Flexibility is inherent
in grids, providing unlimited creative opportunities for
the designer. Remember, grids do not dictate the design
or its outcome. They work with, rather than against, the
intentions of the designer. The designer uses, adapts,
breaks, and abandons grids for the benefit of the design.
The skilled and experienced designer composes the
visual elements gracefully or clumsily and determines

if the design is active or static, compelling or boring,
communicative or uninformative.
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| design sumo | An interior spread
demonstrates the flexibility of
multiple-column grids. Imagery
changes in scale and position along
the vertical alignment points to
provide contrast, rhythm, and

variation throughout the design.

LAYOUTWORKEBODOK
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| design sumo | The structure of
the design fs introduced on the
first spread. Dividing the page into
multiple columns enables a sys-
tematic arrangement of the visual
elements. Although the horizontal
flow of the spread is flexible to
accommodate text and imagery
of variable widths, the starting
point of all elements consistently

begins from the top margin.

structure+organization



the anatomy of grids

Flowlines support vertical
columns by dividing the page
into horizontal intervals to
provide additional alignment
points throughout the grid.
They help the designer con-
sistently position the visual
elements as they rise or fall

along the column edges.

Column intervals, al/so known
as gutter widths, are inactive,
negative spaces that separate
one column from the next
and prevent textual and vistual
elements from colliding into

each other.

Margins define the active area
of the page and direct the viewer
toward the visual elements. They
may vary in size depending on
the format, as well as the type
and quantity of content. The mar-
gin space may also be used for
the placement of subordinate ele-

ments such as folios and footers.

Columns are vertical divisions
of space that are used to align
the visual elements. Single

or multiple columns may divide
the page, depending on the
quantity and complexity of
information included. Column
widths may also vary according
to the function of the design,
as well as the level of flexibility

required by the designer.

Grid modules are spatial areas
that support the textual and
visual content of the design.
Depending on the quantity of
the visual elements, the number
of active modules may vary

from one design to the next.



LAYOUTWORKEBOO K

AbL

Smaller margins increase the
active area of the composition.

They are useful when woarking

with multiple-column or modular

grids, which accommodate
complex designs with a variety

of visual elements.

Larger margins decrease the
active space of the page but
increase the amount of white
space. Ample margins provide
a stable composition and
direct the viewer toward the
positive areas of the design,
while also leaving finger room

to hold the piece.

| design lichtwitz | /n this
catalogue design, margins are
broken to allow typography

to move off the page. The
implied movement expands
the visual environment outside
the surface of the page and
provides sequential flow

from one page to the next.

margins Margins define the active area of the
compositional space and direct the viewer toward the
visual elements. Margins can vary in size depending
on the format of the page, as well as the textual and
visual content of the design. Left and right, as well
as top and bottom, margins can be equal all around
or larger and smaller, depending on the proportions of
the page. On double-page spreads, the inside margins
must be large enough so that nothing is lost in the
gutter. In addition, the margin space can be used for
the placement of subordinate elements, including

folios and footers.

Smaller margins increase the usable surface area of the
composition, which accommodates complex designs
with various visual elements. For example, in this book,
small left- and right-side margins extend the active space
of the page to support considerable amounts of textual
and visual content on each spread. (Multiple columns
divide the compositional space.) Larger margins decrease
the active space of the page but increase the amount

of white space, creating an open visual environment that
is approachable, inviting, and soothing. For example,
books of continuous text without extensive visuals bene-
fit from large margins. Ample margins provide a stable
compositional space that directs the viewer toward the
positive areas of the design, while also leaving finger
room to hold the piece.

Margins are not intended to trap the visual elements
within the compositional space; they are used to activate
the positive areas of the design. In many cases, the outer
margins can be broken to allow the visual elements to
move off the page. The implied movement expands the
visual environment outside of the composition.

structure+organization
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| design no.parking | A three-column
grid accommodates a range of text,
including words, lines, and paragraphs.
The simple structure also includes
three central flowlines, as well as one
at the top and bottom, which provide
alignment points for the composition
of text, graphic shapes, and imagery.
Column intervals also provide breathing
room between juxtaposed columns

of continuous text.

LITERATUR & EESAY

columns Columns are vertical divisions of space used
to align the visual elements. Single or multiple columns
can divide the page, depending on the quantity of textual
and visual information. Columns can also be distributed
evenly across the page. In other cases, column widths can
vary according to the specific content and function of the
design, as well as the amount of desired compositional
flexibility. (It is a general rule that more columns, or spatial
divisions, foster additional flexibility for the arrangement
of the visual elements.)

column intervals column intervals are the spatial
divisions that reside between columns. They are much
smaller in width than columns and prevent collisions

of textual and visual information by providing an inactive
negative space that separates one column from the next.
Column intervals are critical when the visual elements
juxtapose in the same position from column to column.
For example, if continuous text is broken into side-by-side
columns, the column interval prevents the viewer from
moving from the line of one paragraph into the line of
the paragraph next to it.

i (7T
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flowlines riowlines divide the page into horizontal
spatial divisions and create additional alignment points
for the placement of the visual elements. They are guides
that help the designer establish consistent alignment
across and down the page. Flowlines dictate the hori-
zontal positions of visual elements and how they rise

or fall along the column edges.

gl’ld modules Grid modules are active spatial fields
that accommodate the placement of the visual elements.
The designer can assign specific modules for textual con-
tent and imagery and apply this system throughout the
design. Doing so creates consistency because the viewer
can expect to see similar information positioned in the
same grid modules. When assigning grid modules, be
careful to avoid monotony. Although repeating the posi-
tion of visual elements helps maintain consistency, it can
also diminish the active, rhythmic sequence of the design.
The designer can also choose to work more loosely and
vary the position of the textual and visual content that
appears in the grid modules intentionally. This increases
the harmony, rhythm, and tension of the design and
eliminates ineffective repetition and predictability.

LAYOUTWORKEBODOEK

| design gravica design/talisman
interactive | Modular grids can
accommodate a range of visual
elements. In this example, the
grid, which is divided into nine
square modules, is evident. The
designer has chosen to crop
imagery based on the module
proportion, and the text spans
the length of twao units. The
type size has been adjusted

appropriately to fit the measure

without sacrificing readability.
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working with basic grids
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development and application a solid, well-planned
foundation is an imperative starting point in the develop-
ment of the design. A number of grid options are available
to the designer, but they all serve the same primary func-
tion. Grids allow the designer to intelligently control and
organize the compositional space and orchestrate the visual
elements dynamically, rhythmically, and harmoniously in
relationship to each other. Spatial connections are estab-
lished that direct the eye toward positive space and effec-
tively lead the viewer through the composition.

The goal of working with grids is to order and unify the
compositional space; the underlying structure should be
apparent without actually being seen. The designer must
compose the visual elements to balance and contrast
the shape of the page, while also providing the viewer
with a clear sense of direction and movement through
the design. The designer encourages viewer interaction
and readability through dynamic visual compositions.

It is important to experiment with grids with a playful
sensibility, but use them wisely.

| design wilsonharvey/loewy |
This pocket-size travel guide
demonstrates the use of a four-
column grid. Small margins

increase the active area for

the compaosition of the visual
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elements. Elements can fit
comfortably into one column
measure or run across the

entire page.



Grid proportions and spatial relationships are determined

by the page format, as well as the complexity of the visual
elements. Grids should be tailored to accommodate specific
visual elements. If grids are arbitrarily developed without the functions of grids
consideration of the textual and visual content, the designer

_ N . . control

will encounter difficulties. Arbitrary grids can become too

dictatorial or loose, force thoughtless decisions, or provide organization

too few or many spatial divisions to accommodate all the rhythm

necessary content. Without clear focus and development,

grids will limit the designer, instead of providing the harmony

foundation to construct an effective, meaningful design. unity
dynamism
readability
movement
balance
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| design aufuldish & warinner | o — —
Yellow fields of color are used s
to reinforce the structure and

call attention to the text within,

which is composed throughout

the design in columns of vary-
ing width. The graphic shapes
define the margins, as well as
the columns and column inter-

vals, which are easily detected.

The flexible grid adds variety
and rhythm from page to page.
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A 2:3 classical page proportion for

a single-column grid is appropriate
for large amounts of continuous

text. When working with one column,
determining the ideal typeface, size,
line length, and leading is imperative.
Traditionally, the columns mirror
each other to create a balanced, sym-
metrical presentation. An alternative
is to repeat the column position on
the facing page to create asymmetry

and provide a contemporary feel.

Lehenciam

S o Blan et aites

single-calumn grids Single-column grids are the
most basic structural systems. They provide a simple com-
positional framework suitable for presenting large amounts
of continuous text. The space of the page is defined by
the margins, which divides the active area into one column.
For example, a classical approach is common. Classical
margins are large on the sides and bottom and smaller at
the top. The inner margin is typically half the size of the
outer margin. In addition, the positions of the columns

on the spread are mirrored. However, the column can also
be repeated on the facing page in the same position to

create an asymmetric composition.

Margins are the primary consideration of single-column
grids and need adjustment to improve the appearance of
the visual elements, especially the text. The single column
should not be too wide or narrow and must accommodate
an appropriate line length for effective readability. Typeface
selection, size, and leading must be carefully considered

to achieve optimal results.
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| design lichtwitz | Generous margins
are filled with photography, which
provides a dynamic background for
single columns of text. The open
margins are spacious and direct the
eye to the text, which is pushed
toward the center and bottom of the

page. The margins create dramatic

tension that is used effectively

in the symmetrical composition.
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Multiple-column grids are divided
into several intervals. Columns
increase flexibility and provide
unlimited compositional options.
Complex projects, which require
the interaction of diverse visual
elements, are perfect candidates

for multiple-column grids.
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multiple-calumn gl’idS Multiple-column grids contain
several spatial intervals, which provide endless compositional
options. They are flexible and accommodate a range of visual
elements. Multiple-column grids are suitable for complex
projects, including books, magazines, and publications that
contain diverse content. The quantity of textual and visual
content, as well as the page format, will help the designer
determine the ideal number of intervals.

Multiple-column grids provide opportunities to create rhythm,
drama, movement, and tension through the interaction of
visual elements. For example, textual and visual elements
can reside in several columns, span the page, overlap other
elements, rest on fields of color or texture, or run off the
page. (Scale, orientation, and position variations promote
hierarchy and contrast in multiple-column grids.) However,
be cautious—too many divisions of space and activity

can lead to confusion and disorder.

| design renate gokl | /n this
newsletter, a multiple-column
grid is used effectively and
dynamically. The structure is

evident and reinforced through

Pries Cane Ghuty Mty Commussty Praserrs Lanasark

linear elements and graphic
shapes that align along column
edges and connect the visual
elements. The use of white
space is also proficient, whereas
changes in the scale of imagery,
typography, and line length
provides depth and rhythm.




| design enspace | A three-column
grid defines the structure of this
annual report. The simple system
/s accessible and provides a clear
presentation of information. Body
text fits into the one-column
measures, whereas larger head-
line text spans the width of two
columns. Generous left and right
margins provide ample finger

room to hold the piece.
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Maodular grids divide the page
into horizontal and vertical spatial
units called modules, which are
the active areas of the composi-
tion that accommodate the visual
elements. The designer gains
increased flexibility as the number
of modules grows. However, too
many modules can be confusing

and lead to chaos.

modular grids Modular grids are an extension of
multiple-column grids with the addition of horizontal
flowlines, which divide the page into spatial units or
modules. Modules are the active areas of the page that
accommodate the visual elements. Because the num-
ber and size of the spatial units is dictated by the con-
tent, the designer must assess the amount of text and
imagery to determine the appropriate module shape.
For example, the size of a module could be determined
by the ideal width, or line length, of the body copy

(it can span multiple modules), as well as the smallest

possible size of a photograph or illustration.

Like multiple-column grids, modular grids increase
compositional flexibility and are also suitable for
publications, including magazines and newspapers.

It is often the case that modular grids are components
of extensive visual language systems, which means
that the grid is applied to multiple pieces over time.
The grid must be flexible enough to accommodate
changing content while maintaining the ability to be
understood and easily adapted by several designers.
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| design studio najbrt | A minimal

design Is supported by a simple
structure. The limited amount of
cantent is suited to a nine-unit
modular grid. Modular grids offer
consistency for the placement

of visual elements. For example,
the dominant typographic con-
tent falls from the top of the
second set of horizontal modules,
whereas the subordinate text

hangs from the third.
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| design aufuldish & warinner |
The H is a decisive focal point
and provides the structure
around which most of the tex-
tual content aligns. The basic
grid is reinvented. The edges
and lines of the dominant
shape create horizontal and

vertical divisions of space.

alternative grids Alternative grids are often loose
and organic and rely heavily on the intuitive placement
of the visual elements. (Intuition plays an important role
when working with all grids—it helps the designer make
choices and keeps them attuned to what works and what
does not.) They are often used when basic grids are not
needed or if the content requires more spatial complexity.
Alternative grids can evolve from any of the basic grids
by taking them apart and adding, deleting, overlapping,
or shifting the spatial divisions.

All visual elements are inherently structural. In alternative
grids, the visual elements define the architecture of the
page, as well as the spatial relationships between elements.
For example, the compositional structure is built around
the dominant visual element, or focal point, using its lines,
orientation, and position as alignment points for additional
elements. Alternative grids require attention to ensure
that the visual elements are working together. The use of
an alternative grid, or lack of a grid, does not negate the
need for an ordering system. Spatial relationships and
visual connections are imperative in all grids and help

the viewer navigate through the design.

Swimming Lessons
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| design jennifer pfeiffer | 7Two
columns and flowlines of a basic
harizontal and vertical grid are
rotated approximately 30 degrees
to invigorate the space of the page.
Strong diagonal alignment points
are established and become the
dominant structural force of the
design. Text, imagery, and graphic
shapes are integrated and create

activity and movement.

structure+organization



/
A
N

N

RSN

(AN

| design patrick crawford | /n this
typographic study, multiple diagonals
interrupt a basic eight-column grid
and dictate a new structure. The grid
needed to be broken to provide better
focus and navigation through the
design, which represents a journey
around a town square. Angular ele-
ments contrast with the horizontal
elements and lead the viewer

through the compositional space.

breaking the gfld No grids (or rules) are absolute.
There are numerous paths that lead to appropriate, dynamic,
and effective visual solutions. Grids provide the basis, as
well as innumerable options, to construct strong layouts.
Experience, practice, and experimentation lead to productive
results. Although grids provide the foundation to build the
design, the designer must also learn that grids can be broken
and abandoned with a controlled, intelligent hand. Relying
too heavily on the grid sometimes leads to poor composi-
tional choices. The designer must control the composition
using the grid as a guide instead of the dictator of the
layout. As such, the designer must break the grid in small

or large increments for the benefit of the design. However,

if the grid is broken too often, it may indicate that it is

not suitably developed for the content.
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FINAL THOUGHTS Grids are
tremendous assets to layout development,
but they are not the definitive answer to
successful design solutions. They must be
used with acute skill, in conjunction with

decisive hierarchy, typographic application,

and interaction of visual elements. The
designer should use grids freely, adhere
to spatial divisions 1o create dynamic
relationships, and intelligently break them
when appropriate. If viewed as restrictive,
the grid (and the designer) will never be

used to its fullest potential.

| design kearneyrocholl |
The traditional grid is challenged
in this poster. Playing off the angu-

rS ) lar diamond form, typographic
- f o
en| first 7
ol \ive het | - Gy
eV g IS live h triangular shapes. The challenge

D 8\ \V e _ : of this alternative grid is working
! \

elements are composed within its

within the triangular divisions of

| design resist imposters | Loose, t'\um

space and finding enough surface

organic compositions can be visu-
; : ; area to compose the text.

ally appealing and hierarchically

strong without evidence of a grid.

Without a grid, it is important to

create connections among the .

visual elements. This poster logi-

cally begins at the top center of

the page with the name Denall.
The stem provides a strong axis
that leads the eye toward the

subordinate information.
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ITHE INTERACTION

The white surface of the paper is taken to be ‘empty,’

an inactive surface,

despite visible structures that are present.
With the first appearance of a dot,

aline,
ADRIAN FRUTIGETR
illustrator, teacher, type and graphic designer, typographer

the empty surface is activated.



- VISUAL ELEMENTS

ESTABLISHING HIERARCHY

The blank page is dull, meaningless, and static, yet full of
potential. To the designer, it is an empty canvas used to create
meaning. Color, form, image, space, and typography collabo-
rate to convey an intended message. When the designer acti-
vates the page through the placement of the visual elements,
he or she needs an ordering system to help the viewer make
sense of the design. The ordering system, or hierarchy,
defines the level of activity and importance for every visual
element and determines their sequence through the design.
Dominant and subordinate visual elements are composed
decisively to achieve clarity. No visual element is insignificant;
each one contributes in overt and subtle ways to the com-
munication of the message. A strong, systematic hierarchy
provides accessibility, continuity, integration, navigation,
and variety within the design.

the interaction of visual elements



hierarchical development

| design philippe archontakis | A striking
color palette commands the letterhead
system for Bleu+Associes. Eye-catching
fields of blue, white, and orange lead the
viewer toward the typographic content.
The typography is quietly composed near
the edges of the page, with negative

space and tension providing emphasis.

Hierarchy depends on the complementing and contrasting
relationships of visual elements. It is established by creating
a clear focal point that attracts the eye to initiate viewer
interaction with the design. Supporting the focal point, the
melding of subordinate visual elements allows for in-depth
analysis, interpretation, and understanding. When dominant
and subordinate elements coalesce, the design maintains
the fixed attention of the eye. The viewer begins to recog-
nize the ordering system and is led through a logical and
meaningful journey. If the visual elements demand equal
attention, the eye is distracted and moves continuously
around the surface of the page without direction. This type
of design lacks impact, legibility, and usefulness. Nothing

is communicated, and the result is a visual muddle.

Revealing messages through an integrated hierarchy is
an effective approach to organizing content and enhanc-
ing the value of the design. Hierarchy is inherent to the
comprehensive function of the design whether it is simple
or complex, conservative or expressive, quiet or loud.
Developed and controlled by the designer, a methodical

system synthesizes the design.

| design noon | This booklet cover
uses clean typography and colorful
/llustration for visual impact. The
typographic focal point is positioned
in the top-feft corner. The upper-
case setting is commanding, and
multiple type sizes express levels

of importance within the cluster

of text. The design flows horizontally
downward, through the illustration,
to reveal secondary messages

resting in the bottom-right corner.
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THE UNIVERSITY OF CHICAGO PRESS
DON J. LAING AWARD

15 April 2004 you are invited.

| design renate gokl | 7his invitation

opens horizontally and vertically—

the viewer can choose either side
of the piece to experience first.
Both orientations present an open,
| design kolégram | The hierarchic structured design that demonstrates
structure of this poster is dictated by hierarchy through typographic
its centrally located title, Abstraction. variation. Using a single typeface—
Providing initial impact, the title divides Bell Gothic— adjustments in type
the design into halves, which con- size, weight, and color differentiate
notes the contrast between abstraction dominant and subordinate content.
and reality. The subtitle, set in English
and French, remains proximate to
the title, yet distinct, in a smaller type
size. The tertiary text sits modestly THE GORDON J. LAING AWARD

in the top-left corner.
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Hierarchical development begins by ranking the visual
elements by importance. Simply, the designer must
determine what he or she wants the viewer to see first,

| design no.parking | 7he image second, third, and so on. By giving the visual elements
of the hand creates a strong visual an order, or level of importance, the designer defines
impression. Although it fills the the role each element will play in the delivery of the mes-
cover, it does not dominate the sage. Dominant elements will reside in the foreground
composition. The reduced value of and demand attention, whereas subordinate elements
the image contrasts with the white will activate the middle ground or background in support
title treatment, which elevates the of the dominant elements. For example, on the chapter
2 typography to the focal point. In title spreads in this book, the titles dominate the page—
L E S E = R E Z addition, the use of subordinate, they are the primary focal point. In support, graphic
NEUES LERNEN IN DER BIBLIOTHEK textural type in the middle ground shapes and linear elements punctuate the compositional
/—5 ELFI FRITSCHE: GUORUN SULZENBACHER of the design adds depth. space, and additional text, including subtitles, body copy,
and page numbers, are subordinate to the titles. Every

element is carefully considered because their roles are
critical in effectively shaping the page.

— Initial hierarchical considerations also include determining
ODVEt NI [ irtbait preving wartns SR AAtk an1 rio v

which visual elements are the same (or closely related to
each other). The designer groups the elements to forge
consistency and visual relationships throughout the design.
For example, the designer groups together all headings or
Zubereitung body copy. When the layout of the visual elements begins,
the content is already dissected and prepared in groups
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S A —) treatments, comprehension is enabled—the viewer is aware

e S

of the ordering system and can easily access primary,
secondary, and tertiary information.

| design no.parking | An interior
spread features changes in typo-
graphic scale and weight to denote
the textual hierarchy of the design.
A colored, rectangular shape
breaks the monaotony of the white
page and interrupts the horizontal
motion of the typography. The
contrast in orientation effectively
leads the eye across and down
the page to access all content.
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compaositional factors

The designer works with compositional factors to achieve hierarchy

throughout the layout. The harmonious integration of multiple factors

plays a critical role when shaping the page. The designer must

experiment and determine which factors effectively contribute to and

define the ordered presentation of textual and visual information.

compositional factors

contrast
orientation
scale

quantity

Inear elements
deptn

DErspective

LAYOUTWORKBOO K

DOSITION

color

graphic shapes
dimension
tension
typograpny
space

repetition

When the visual elements have been ranked and grouped,
the design process can begin. To continue developing a
strong, hierarchical system, the designer must activate the
compositional factors and create visual contrast. Some com-
positional factors include space, scale, and quantity as well
as orientation and dimension. Although each individual
factor can be manipulated to achieve contrast, the designer
must decide which are most useful and coordinate their

interaction within the design.

The designer must thoughtfully control and finesse the
compositional factors to avoid monotonous or overactive
visual fields. Monotony will ensue if all elements share
equal importance and visual strength. The design will lack
hierarchy, and it will be impossible for the viewer to deter-
mine the most important content from the least significant.
On the other hand, if the design is overactive, the visual
elements will compete for attention. Although the compo-
sition may make a strong first impression, it will be too
energetic and lack function and will not provide a starting
point to engage the viewer. The designer must remember
that all elements cannot be visually equal.

Contrast is the essential factor needed to achieve successful
hierarchy within the design. It effectively distinguishes all
the visual elements that interact in the compositional space.
By creating visual differences, juxtaposed elements efficiently
communicate their intended meaning. The visual contrast
that exists between the elements makes them identifiable
and comprehensible to the viewer, who notes the differences
and deciphers the dominant and subordinate levels of infor-
mation. Decisive contrast between disparate visual elements
makes the hierarchical system visually apparent and the
design effectively communicates its intended messages

in a logical progression.

the interaction of visual elements
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| design kearneyrocholl | Delicate

rectangular shapes frame the body
text of this catalogue. Their pale
hues make them barely apparent,
and they recede into the background.
In addition, large headings, set in
the typeface Nya, effectively direct
the eye. Three decisive type sizes
indicate primary, secondary, and
tertiary text, whereas color changes

provide additional contrast.

SPace Space is an important compositional factor that

the designer must consider. If used competently, space

provides visual contrast and contributes to an effective

ordering system. The empty compositional space brings
the visual elements alive; it is the invisible energy of

the design and must be considered a dominant element.

The designer must focus attention toward the activity
(or inactivity) of the negative space to activate the visual
elements that reside within it. Space is needed in all
compositions—it is imperative to accessibility and navi-
gation. It provides pathways, or channels, that lead the
eye through the design, while directing the visual focus
toward the positive areas of the compositional space.

The designer can take advantage of space in several ways.
On a simple level, visual elements can be grouped together
by limiting the amount of space between them to create

a focal point. Increasing space between elements separates
them. The extra space leads the eye to the isolated elements.
In other cases, space affects the visual elements based on
their position. For example, centering a visual element in the
middle of the page equalizes the space around it, rendering
the space ineffective. On the other hand, positioning a visual
element to the right or left of center, as well as near the top
or bottom of the page, creates weighted, asymmetric space.
For example, if a larger amount of space is on the bottom

of the composition and the visual elements rise to the top

or above the optical center of the page, the design feels
grounded. Space secures the element in place.

Excessive amounts of space that are used ineffectively do not
activate the page because the visual elements fade into the
background, and space dominates. If the amount of negative
space is limited because the design is overfilled, it is unclear
for the viewer how to navigate through the design in a logical
progression. The visual elements are trapped within the edges
of the page, and the design does not deliver its message.

| design kearneyrocholl | A text-heavy
page significantly contrasts with its
facing page, which is light and open.
The balance created between the
pages, as well as the use of large num-

bers, makes the design accessible.

Sl e BAM = TR



GT0
| NOT
RING
IRTH
oLc
RIVE

LNOGY NOULYIURD A1 SROm 501 WOLLYWHD

TEON 80U WM NI LNOEY WOLLYWSOSNI JEOW MO
NOLYREOMAR THOWM B0 PNl T80 1A0TY NOUYNNDN

JHON BO) NOUVRHOMI JEON B0 BN S IRORY
NOUYRSOIN THOR MO | NCALYIRBOANI F00m B0 N SiH1

scale scale relationships produce immediate contrast.

If the visual elements demonstrate changes in scale, both
large and small, the contrast between them establishes
an adequate hierarchy. If all the elements are the same size
or visual weight, they will negate the hierarchical force

of each other. The compositional field is optically even and
lacks a decisive focal point. Each element demands the

same amount of attention and nothing is subordinate.

OASIS WINES  *
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When adjusting the scale of the visual elements, the designer

must use consistency and progression. Randomly changing
scale is inadequate and leads to chaos because nothing is

related. It is important that all scale changes be considered

in relationship to every element of the composition. A clear,

hierarchical distinction exists between small, medium, and
large visual elements, and progressive scale variations also
give the design rhythm. Varying scale relationships defines
the appropriate, logical order of the visual elements while
improving navigation through the design.

ALC 2% BY VvOL

| design kearneyrocholl | The quantity
of visual information on the spread
is plentiful, and progressive changes
in the size of the photographs create
depth. The negative space comple-
ments the rectilinear layout because
it is proportionately related to the
size and shape of the imagery. Clear
spatial pathways lead the eye through

the composition.

£5

| design ingalls + associates |

The contrast between typographic
elements establishes the hierarchy
of the Oasis wine label. Changes

in scale produce immediate contrast,
the largest element is the most
dominant. To increase the visual
differences, a bold, sans serif

title complements and contrasts
with the subtitle, which is set

in a fluid script.

the interaction of visual elements



quantity The quantity of elements also affects the
designer’s ability to produce effective visual contrast
and hierarchy. Incorporating unnecessary visual elements
beyond the project requirements can result in visual clut-
ter and a lack of order. The designer must be cautious
not to add unnecessary imagery, graphic shapes, or linear
elements unless they have a specific function. For exam-
ple, if too many elements (no matter how subordinate)
are present in the design, they will confuse the order of
the presentation. In this case, it is helpful to reduce the
visual elements to the bare essentials. Carefully editing
or eliminating information, a subtractive method, adds
clarity and impact. Although additional elements are bene-
ficial in some cases, the designer must always remember
that excessive visual noise, in addition to the required ele-
ments of the design, can distract the viewer and negate
the ordering system.

| design helicopter | The /imited

space on the clear inlay of this

CD packaging does not negate an
effective hierarchy. The compaosition
moves out from the center, which
is the focal point. Beginning with

the title of the album and name

Counter to subtractive methods, the designer may choose
to intentionally increase the quantity of visual elements

on the page—an additive method —to enhance the delivery
of the message. The added elements, which can include
graphic shapes and linear elements, add visual impact and
variation to the required elements of the design. For example,
a graphic shape or linear element that directs the eye toward
the dominant text effectively strengthens hierarchy. It can
be a positive addition to the design without adding visual
noise. Additional elements that are incorporated into the
design must reinforce or support the primary message. Every
design project differs, and the designer must attain balance
and learn when to appropriately add or edit information to
benefit the communicative function of the design.

| design enspace | The angular

of the performer, the content pro-
gresses from dominate to subordi-
orientation of the visual elements nate. Linear elements divide the
enlivens this poster. The inverted circle and provide equal spatial
position of the conductor provides intervals for typography.
immediate visual impact—it is

a decisive focal point. Intentional

shifts in the orientation and color

activate the design. Each ele-

ment plays off the other to forge

solid relationships.

980 965-6
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orientation and pOSiﬁOﬂ Orientation and position are
additional factors that foster contrast and distinctive hierarchy.
When composing the page, the designer positions the visual
elements throughout the design along the top, bottom, and sides

of the page as clustered groups or isolated elements in horizontal,

vertical, or diagonal orientations. Shifting orientation and posi-
tion of visual elements is an effective way to command attention.
For example, if all the elements are horizontally oriented, a
strong vertical element draws attention. Or, if a composition

is composed along a diagonal axis, rotating one or a series

of elements at an opposing angle effectively leads the viewer
to that distinct area of the design. (Diagonals are dynamic and
directly contrast the rectilinear shape of the page. They add
immediate drama and movement.) In addition, the intersection
points of horizontal, vertical, and diagonal elements are active,
providing focal points by leading the eye to the area where

all the elements meet. Positioning visual elements near the
edge or running off the page creates visual tension, which also
draws the viewer toward specific areas of the composition.
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| design helicopter | An interior
spread of the CD booklet demon-
strates control aver a large number
of textual elements. The spread
contains song titles, production
information, and lyrics in four lan-
guages. Despite the quantity of
information, the layout is clear
and ordered. Linear elements are
added to enhance the structure

of the design.
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| design visual dialogue | Layered,
repeated photography commands
attention, scale provides impact and
movement, and transparency and
value add depth. The photography
is also directional; note how the
bent knee of the figure points toward
the starting point of the typography
on the front of the design. Changes
in typographic scale, as well as
orientation and paosition, define

the organization of the text.

the interaction of visual elements
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depth, dimension, and perspective perspective is

a unique way to engage the compositional space of the page

while contrasting and distinguishing visual elements. The use
of perspective shifts the two-dimensional surface of the design

into the third dimension—depth is created, and the composi-

tional field is extended. Elements positioned in perspective

recede or move out toward the viewer. In addition, the implied

lines moving toward vanishing points are directive and lead
the eye toward visual elements positioned along that distinc-
tive line. (Use perspective carefully. Be cautious and avoid
skewing imagery or typography in an inappropriate way that

alters its character or integrity.)

| design nb: studio | A conservative,
vet well-considered, hierarchical
structure s demonstrated in the typo-
graphic system of this catalogue. The
order of the text is distinguished by
changes in typeface, as well as size,
weight, and color. A blue heading
calls immediate attention at the

top of the page. The space between
the heading and the body copy

reinforces its dominant hierarchy.

Layering visual elements also helps achieve depth and
dimension on the page. The designer can take advantage
of foreground, middle ground, and background to expand
the visual environment of the composition. Also, primary,
secondary, and tertiary levels of importance can be easily
organized in the foreground, middle ground, and back-
ground areas of the composition. Repetition creates
depth and dimension as well as rhythm throughout the
design while emphasizing the specific visual elements
that are repeated. In addition, patterns and textures can
be used to draw attention or create interest in specific
areas of the composition.

b

. ()

Cincinnati

| design kristin cullen | 7his poster
demonstrates compositional depth,
whereas the use of scale and per-
spective leads the viewer in a logical
order. The typographic treatment

/s contrasted by organic imagery
and provides the starting point for
entry into the design. Multiple van-
ishing points create dimension and

enhance the space of the page.
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typagraphy Like all considerations throughout the design
process, typographic application needs careful attention and
consistent application to be effective and contribute to the
hierarchical system. Initially, the text needs to be broken into
levels of importance and then purposefully set to visually
distinguish all typographic variables and clarify their order
of presentation. The designer’s goal is to create consistency
with enough visual contrast that the viewer can discern the
typographic differences and access the content efficiently.
A uniformly applied system allows the viewer to make visual
connections. For example, the consistent treatment of head-
ings enables the viewer to recognize easily the typographic
organization because of its repetitious treatment.

JamesMartininstitu

ON l(. \[‘n_l

LAYOUTWORIKBOD DK

Innumerable options for distinguishing one level of typographic
information from the next are available. A simple method to
achieve contrast and emphasis is changing the type size. How-
ever, changes in size are often predictable, and other methods
of contrast and emphasis are sometimes more desirable, espe-
cially in text-heavy compositions. (Too many changes in type
size can be confusing and can lead to disorder.) When consider-
ing alternative options to scale changes, the designer can use
italic (also oblique) or bold styles of a single typeface to create
emphasis within limited quantities of textual content. Also,
areas of text that demand attention can be set in full or small
capitals, as well as lowercase settings. A broad typeface family
with diverse styles, weights, and widths will provide a range
of visual options, including condensed and extended typefaces.
Combinations of serif and sans serif typefaces are also distinc-
tive and provide effective contrast, if used together compe-

tently. The designer must explore the possibilities and discover

the range of available choices.

| design wilsonharvey/loewy |
The word invitation /s visually
dominant because of not only its
/solated position on the left side
of the page but the stark contrast
of white type on a black field—
it equals the weight of the photo-
graph below. A yellow linear
element reinforces the baseline
of the text and leads the viewer

across the page.

| design wilsonharvey/loewy |
Mimicking the yellow rule on the
cover, a single line of typography
leads the eye across the interior
spread toward the dominant area
of the design. Typographic color
and scale effectively call attention
to James Martin Institute. It is
surrounded by dramatic negative
space, which is the backbone

of the compaosition.

the interaction of visual elements
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| design the jones group | /nterior
spreads feature bright, warm colors
that activate the foreground. Yellow
text rises to the surface of the page,
and the effect is appropriate for the
large headings Imagine and Your
Peace of Mind. Graphic shapes and
linear elements also support the
design. Notably, a star accents the
center of an image, drawing atten-
tion toward shaking hands, which

reinforces the image’s message.

/
Marketiag Communications
Print & Distribution

color color is a useful compositional factor that provides
visual interest and emphasizes specific elements of the design.
It can be added to graphic shapes and linear elements as well
as typographic content. Color can also be used to fill large
fields to create rich backgrounds, or it can be used to isolate
select areas of the design that need attention. For example,
color can be applied to all the headings to make them iden-
tifiable. Or, a colored bar can surround the headings; this
technique also effectively distinguishes the content. Careful
consideration of color and its balance on the page is a critical
component of the design process. The designer can establish
a comprehensive color palette or use only one or two colors.
Often, the designer works with several colors to test the hues
that evoke the best overall impression and lead the viewer
through the design effectively.

| design the jones group | Bands
of color create a bright field and
direct the eye down the cover
toward descriptive text. They
also provide alignment points for
typography. The smallest piece

of text commands visual attention
because it is the only element
within a field of color. [ts sepa-

ration makes it distinctive.

Graphic Respor;se

ROSHOLEXPERTISEHGHENDELIVERY
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By adjusting the color of the visual elements, the designer
can reinforce content and heighten its meaning. He or she
must consider the tone of the design and use colors that
complement or contrast the attitude of the piece. For example,
red connotes heat, passion, and urgency, whereas blue is cool
and quiet. Warm colors (red, orange, and yellow) rise to the
surface of the composition and effectively command atten-
tion. Cool colors (green, blue, and purple) recede; their quiet
impression is evident but often secondary to warmer colors.
Even if using one color, the designer can create impressions
of depth using value. Whereas darker values move to the fore-
ground, lighter values recede in a monochromatic composition.
In addition, pairing contrasting colors draws the eye toward
specific sections of the composition. Bright and saturated
colors will have immediate impact, if used sparingly. If every-
thing is bright or heavily saturated, the composition will lack
focus. Experimentation will help the designer understand

the effectiveness of color and its impact on hierarchy.

SPONSOR'S DBUECTIVES
SPONSORSHIF BENEFTTS

LAYOUTWORKBOO K
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| design creative inc. | Photography
provides visual impact, and color
directs the viewer toward important
content. Bright pink commands the
foreground and emphasizes select
text. It also accents graphic shapes,
including arrows that are directed
toward impaortant content. The text,
which is subordinate to the imagery,
is minimal in setting and allows the

photography to drive the message.

the interaction of visual elements
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| design 33rpm | A subtle image

of a landscape establishes the fore-
ground of this poster. Although
the typographic content lies in the
background, it is still the dominant
visual element. The white lettering
strongly contrasts with the dark,
solid field and commands atten-
tion. The typography also demon-
strates a scale progression, which

effectively orders the text.

T i+ SALAPR.26.8PM 5. ﬂ it
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graphic shapes and linear elements Graphic shapes
and linear elements are added to the composition to create
dynamic visual fields, support the primary content, and direct
the viewer toward the important areas. Both graphic shapes
and linear elements are directional tools. If used effectively,
they aid navigation and prevent the design from becoming
static. The designer uses graphic shapes and linear elements
to create movement throughout the design. These elements
provide the skeletal framework for the position of and passage
toward the positive areas of the design.

A bold, graphic shape can provide the background of the
composition while also serving as carriers for illustrations,
photography, or typographic elements. In addition to graphic
shapes, linear elements also function in countless ways. For
example, rules can frame pieces of texts or provide baselines
for typographic elements to sit on or rise above and below,
thereby grounding the typography. Rules can also be applied
to reinforce the structure of the composition and direct the
eye toward the visual elements that align along the edges

of spatial intervals.

| design patent pending | Organic
graphic shapes provide ground,
as well as direction, in this set
of posters. In the first poster, the
directional thrust of the conical
shapes emphasizes the repetitious
title treatment. In the second
poster, organic shapes are intro-
duced and provide an immediate
visual impression that leads the
eye into the design toward to

centrally composed lettering.



| design collaborated inc. | 7his
invitation is simply executed with
clear hierarchy. Changes in scale
and value easily distinguish the

text. On the back of the piece, the

o
c
~
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®

ordering of text is accessible, mov-
ing from the top to the bottom

of the page in progressive sizes.

B GO RA

Dolls
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FINAL THOTUGHTS Hierarchy s
critical to the appropriateness and effectiveness
of the visual solution. Without it, the design
lacks purpose, and the communicative function
Is lost. The designer must order and control

the design, using contrast to establish the visual

levels of dominance and subordination. Using
compaositional forces, including color, graphic
shapes, and linear elements, effectively and with
purpose, the designer will be able to integrate
all the elements harmoniously. However, it

is important to remember that some elements
will lead the design, whereas others should

intentionally follow.

| design kf design | The position
of the photograph faces into the
composition rather than out of

it. The doll directs the eye toward

the caption at the bottom of the
page. A horizontal graphic shape
runs across the spread, which
contains and grounds the title
within the spacious environ-
ment. In addition, the contrast
of the white type on the black
background brings the title

to the foreground.
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~T

the interaction of visual elements



Good type is good
because it has natural strength and beauty.

The best results come, as a rule,

from finding the best type for the work
and then guiding it
with the gentlest possible hand.

RSB ESH T REE B SRR N GRS i)

author, book designer, historian, poet, teacher, typographer
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TYPOGRAPRHY

SHAPING THE PAGE

Typography is visible language. Representing human thoughts, it
fosters exchange and preserves intellect through sight, speech, and
sound. It is the foundation of visual communication. Typography
delivers an array of information from insignificant memos to life-
\ sustaining facts that is essential to daily function and understanding.
' It is beautiful and ugly, engaging and irritating, meaningful and

‘. v trivial. Indelibly linked to everyday experience, it is ubiquitous.

\ Typography enlivens communication. It is a voice that resonates
on the surface of the page, setting the tone of the design.




| design hendersonhromsteadartco. |
This poster is a successful union

of expressive lettering and illustra-
tion. Creating visual impact from

a distance, the design incites inter-
action. Hand-drawn letterforms
replicate the shape of a scarf and
change orientation and scale to

encourage readability.

the function of type

typographic characteristics

Typography unifies the design through its complementing
and contrasting juxtaposition with all the visual elements.
The designer composes type to invite the viewer into and
cultivate their relationship with the design. A decisive, well-
planned system encourages readability and comprehension.
Type is the leading factor (the conductor of the orchestra)
that controls the activity of the page (the symphony) and
enables sequential flow. Nurturing order and structural
harmony, typography aesthetically invigorates text with
meaning. It is the framework for the exchange of ideas
from one person to another.

Designing with type is an artful, detail-oriented activity
that demands competence and patience. Nothing can be
overlooked, from the overall composition to its subtleties.
Whether type exists as letters, words, lines, and paragraphs,
or image, texture, and graphic form, typographic expres-
sion is unlimited. Any text, in any form and environment,
can be made meaningful through intelligent application.
Working with typography is a delicate balance of under-
standing and intuition, conformity and rebellion. The

designer is limited only by his or her imagination.

| design no.parking | The cover

and title page of di(e)verse, a book
of poetry, presents a subtle shift in
the baseline that drops the (e) from
alignment with the rest of the title.
In addition, the x-height of the title
/s used to position the authors’

names in a vertical orientation.
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Typefaces have personalities—cold, sophisticated, or Old S 1 Tvpefaces are organized into
friendly —which establish the attitude of the design. They ty e different classifications according
provide an immediate first impression that is critical to bembo to their unifying characteristics,

the delivery of messages. Type engages (or disengages) including stroke weight, serif
the viewer. Typefaces must possess the proper character or sans serif style, and vertical

L L ]
to connote the spirit of the design while practically sup- Tra.n S ltlon al stress, or axis, of rounded forms.

porting legibility and readability. It is a constant rule that baskerville

the function, content, and end user define the typeface

selection process. If typefaces are chosen carelessly, they

will not serve the communicative function of the design. MO de I'n

It is not a process to be overlooked or considered lightly. bodoni

classification ciassification systems organize typefaces ®
into similar groupings that allow for identification based on S].a;b Se rlf
unifying characteristics. Typefaces can be broken down into clarendon

five main classifications: Old Style, Transitional, Modern,

Slab Serif, and Sans Serif. Display and Script classifications i
account for decorative typefaces that do not fit elsewhere. S a n S S e r I f
In most applications, typefaces are chosen from the five trade gothic

classifications. (The designer may also consider handcrafted
or computer-generated methods of creating letterforms,

a»
which provide a distinctive style to the design.) D lsplay

cooper black

Script

zapf chancery

| design no.parking | An interior
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35 Light

35 Light Oblique

45 Book

45 Book Oblique

style, WEight, and width The style of a typeface
indicates if it is regular (also roman), italic (also oblique),
or bold. Italic and bold fonts are necessities when working
with type. They can be used to achieve contrast and pro-
vide emphasis because of the shift in appearance from the
regular style, as well as their lighter or darker impressions
on the page. However, large amounts of italic and bold
text are less readable than their regular counterparts. Also,
when using italic and bold styles, always select the font
from within the typeface family that is used. Do not rely on
computer-generated italic and bold styles—they are merely
sloped or thickened. True italic and bold fonts are considered
in the design of the type family. For example, italic fonts
often have linked characters, whereas bold faces have
adapted counters to accommodate heavier stroke widths.

Weight refers to the lightness or darkness of letterforms
marked by a change in stroke width. It is indicated by terms
such as light, medium, bold, heavy, and black. Width refers
to different variations within a typeface family, such as con-
densed, compressed, or extended fonts. Contributing to
the typographic color of the page, changes in type weight
and width add depth and variety. They also are used to
differentiate information, which helps order the text.

55 Roman
55 Oblique
65 Medium

85 Heavy
95 Black
65 Medium Oblique 95 Black Oblique

X-hEight and cap hEIght X-height refers to the height
of the lowercase letters without ascenders and descenders.
Ascenders rise up from the baseline above the x-height to the
cap height and sometimes higher. Descenders fall below the
baseline. X-height is easily determined by looking at the lower-
case x. Cap height refers to the height of the capital letters,
measured from the baseline (the line on which the letters sit)
to the capline (the line at the top of uppercase letters). Because
the x-height and cap height vary with each typeface, it is use-
ful to compare them when combining typefaces.

counters cCounters are white spaces located inside of and
around letterforms that affect legibility, readability, and density
of typefaces. Counter space varies with each font, depending
on its size, height, weight, and width. For example, thin fonts
used at large type sizes have open counters that can overpower
the light strokes, but bold fonts often need more room between
each letter to compensate for the diminished counters.

small capita/s SMALL CAPITALS are complete sets of
uppercase letters that are the same height as lowercase let-
ters. They can be used when capitals, such as acronyms or
abbreviations, appear within normal text. Replacing FU LL L.
CAPITALS, smaLL carrraLs avoid unwanted empha-
sis that FULL CAPITALS command because of their
larger appearance. SMALL ¢APITALs allow the text to flow
without interruption. Additionally, they can be used to call
out specific parts of the text, like subheads, headers, or foot-
ers. They are typically featured in serif typefaces, although
many contemporary sans serif typefaces, such as Meta or
Finnegan, include sMALL cAPITAL fonts.

85 Hea Vy Ob ’iq u e Avenir, designed by Adrian

Frutiger, is a contemporary Sans
serif typeface with a humber
of styles and weights. A diverse
typeface provides a range of
options that adds depth and

variety to compositions.
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ascender
-1
capline
cap height )
meanline
baseline
| full capital | small capital counter
)
Basic terms, including baseline, descender
capline, x-height, ascender, descen-
der, and counter, are used consis-
tently in the designer’s vocabulary.
Understanding the structural compo-
nents of typography is inherent
to designing with it effectively.
capline
cap height .
meanline
x-height
baseline

lining figures

I

| non-lining figures
Lining and non-lining figures are

two types of numerals available in

many typefaces. Lining figures are

the same size as capitals letters,

whereas non-lining figures, also

known as old style, are the same

x-height as lowercase letters.

Replacing letters that collide
when paired together, ligatures
are unique characters produced
by combining two or three

letters into one cohesive form.

LAYOUTWORKBOG® K

lining and non-lining figures Typefaces have one
or two sets of numerals. The first set is lining figures, which
are the same height and width as full capitals. They work
well in combination with uppercase letters, as well as for
tabular information that requires the precise alignment of
numerals. However, lining figures can be too large in many
text settings. For example, if they will be used in sequence
with lowercase letters, optically match their sizes to avoid
unnecessary emphasis. Reducing the type size of the lining
numerals by one point usually will suffice.

The second set of numerals is non-lining figures, also
known as old style. They share the same x-height as the
lowercase letters and feature ascenders, descenders,
and variable widths. Old style numerals fit comfortably
within continuous text, eliminating unwanted attention
that interferes with readability. They work well with
small capitals but will appear too small next to full cap-
itals. Old style numerals connote refinement compared
to solid lining figures. Although not all typefaces have
old style numerals, they are common in serif and some
sans serif typefaces. It is advantageous to select type-
faces with both sets of numerals to have the broadest
range of typographic options.

ligatures A ligature is a specially designed character
produced by combining two or three letters into one
unified form. Ligatures replace pairs of letters that collide
into each other to improve legibility. In many typefaces,
the lowercase f extends into the space of the letter follow-
ing it. If that letter rises above the x-height, it will touch
the . Common ligatures include ff, ffi, ffl, fi, and fj. Like
old style numerals and small capitals, not all typefaces
have ligatures (or need them). If they are included in the
character set, it makes sense to use them.

93 typography



typeface selection
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| design giampietro+smith |
The typeface Gotham is set in
a range of weights and establishes
hierarchy and color. The com-
bination of fonts, as well as
upper- and lowercase settings,
distinguishes author names,
articles, and descriptions.
Gotham features a tall x-height
with spacious counters that
enhance readability and add

white space to the page.

With an understanding of the characteristics of typefaces,
the selection process begins. The first step is to evaluate the
purpose and longevity of the design. Is it a book that will

sit on a shelf for years? Is it a brochure for a one-time event
that will cease to function afterward? |s the design geared
toward a broad or specific audience? Once the function of
the design is determined, select a range of serif and sans serif
type families, as well as display faces, considering historical
and contemporary connotations. (Typefaces that are innova-
tive one year might be appropriate and timely, or they could
be outdated. Traditional faces that go beyond fashion could
be classic and timeless, or they could be too conservative.)
Examine the full type family in a variety of settings that match
the requirements of the design. To help narrow the options,
compare the selections side by side and determine which
evoke favored emotions, demonstrate maximum legibility and
readability, and reflect the needs of the client and viewer.

| design giampietro+smith |

An image-based cover with

a subtle typographic title, Topic,
establishes the mood of the
magazine. The clean presentation
of the uppercase setting alludes

to the design that lies within.
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When selecting typefaces, analyze the number of words, as
well as the different kinds of textual content. As the design
grows in complexity, more typographic options are needed
to differentiate the levels of information. Position, scale, and
orientation are effective methods to establish typographic
hierarchy without a change in style (regular, italic, and bold)
or typeface; however, this is also limiting. For example, a
typical spread from this book contains headings, subhead-
ings, body text, captions, headers, footers, and folios. This
is a considerable number of variables that need individual
attention in relationship to the whole. Their diversity dictates
the need for a flexible, reliable typeface family with full char-
acter sets (alphabet, numerals, punctuation, and diacritics)
and a range of fonts. Fonts include styles (regular, italic,
and bold), weights (light, medium, bold, heavy, and black),

and widths (condensed or extended).

a4
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Qut of Line

REFUSING TO SERVE IN THE QCCUFPIED TERRITORIES

Celebrate the Season(s)

COMPLIMENTY OF FEXSE DEMIGK

| design pensé design | This
packaging features one typeface,
Mrs Eaves. It is applied with a
range of settings, including lining
numerals, italics, and capitals.
Hierarchy is achieved through
the use of contrast and scale.
The design demonstrates that

a single typeface family can

effectively provide variety.

“I was crucified by Soviet power.”

“I won't stand on my knees before the authorities.” (Eight-pointed star wor

“What we love destroys us.”
“Aslongas I live, I hope.”

“I'm a slave to fate, but no lackey to the law.”
“And life will teach you to laugh through tears.”
“I love my one friend strongly.”
“Alyonka, I ask and beg for one thing, don’t leave me alo

RIGHT

| design giampietro+smith |
Interior spreads introduce the
serif typeface Miller, which
harmoniously contrasts with
the sans serif Gotham. Used for
subheadings and justified body
text, Miller contrasts nicely
with the light letterforms and
darkens the page with its

strong, heavy characteristics.

LAYOUTWORKBOG® K

| design giampietro+smith |

A close-up details the centered
alignment of text that is simply
set and readable. Its quiet pre-
sentation is subordinate to the
black-and-white photograph
on which it rests. Note the use
of the fi ligature in the word

crucified on the first line.

“I hate lies in people.”
“Don’t wake.” (On the eyelid.)
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cambining typefaces A single type family with a range
of fonts will satisfy the needs of any project. However, for

a broader typographic palette, the designer should also inves-
tigate combining typefaces. Multiple type families, typically
up to two or three, extend the typographic possibilities within
the design. Not only do they provide visual contrast, they
also help the designer establish hierarchy by distinguishing
information. Additional typefaces can enhance typographic
color, rhythm, and texture while adding perceived value

and sophistication to the design.

Typefaces are often combined based on their comparative
visual characteristics. For example, serif and sans serif type-
faces with similar widths and x-heights, such as Sabon and
Syntax, are comfortable pairings. Type families that have
been designed by a single designer and share proportional
relationships are strong matches. A harmonious combination
is Meridien and Frutiger designed by Adrian Frutiger. Some
typefaces, such as Rotis and Thesis, are designed with sans
serif, semi sans, and serif variations that are consistently
designed throughout the extensive family.

| design concrete [the office of
jilly simans] | This announcement
for Hinge, a sound studio, reveals
infarmation through transparent
sheets. The layout relies on typog-
raphy to carry the message and
bring the viewer into the design.
Layers of letters and numbers

] U y e a rs create intrigue by sharing a con-

sistent baseline that cohesively

blends the pages together.

In addition, two serifs or sans serifs with considerable
visual differences may be paired together. They should be
notably distinct to provide enough contrast to justify the
combination. If the pairing is too similar, it will look like
a mistake, rather than an intentional decision. Bodoni and
Didot or Helvetica and Akzidenz Grotesque are examples
of poor combinations due to their marked similarities.
Finally, do not forget about display and script typefaces
that can add unique style to the treatment of limited infor-
mation, such as titles, headings, subheadings, or folios
(never use to set continuous text). Display and script faces
suitably combine with serif and sans serif typefaces.

All typefaces merit the designer’s respect and attention.
No matter what is used, never intentionally stretch, expand,
or condense letterforms. They are designed with specific
proportions for optimal settings. Wrongly skewing type
destroys the integrity of the typeface, as well as the inten-
tions of the type designer. If it is not the perfect fit, find
another typeface that has the desired characteristics. This
is an easy solution, considering the number of typefaces
available to the designer.

U000sessigns s
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Thesis

TheSans
TheMix
TheSerif

Several contemporary typefaces,
including Rotis and Thesis, include
sans serif, semi sans, semi serif,
and serif variations, which share
similar proportions throughout

the family and provide multiple

typographic options.

LAYOUTWORKBOO K

Rotis

Sans Serif

Semi Sans Serif

Semi Serif
Serif

Sabon
Syntax

Meridien
Frutiger

An examination of the
characteristics of letterforms,
such as comparable widths
and x-heights, is an important
step in selecting serif and
sans serif typeface combinations,
including Sabon and Syntax.
In addition, typefaces that
Share proportional relationships
and are designed by one
designer often combine

well, such as Meridien and

Frutiger by Adrian Frutiger.

Bodoni
Didot

Grotesque
Helvetica

Typefaces that fall within the
same classification share com-
parable features and often result
in poor combinations because
of their notable resemblance

and lack of visual contrast.

| design concrete [the office of
jilly simons] | On the fourth spread,
typefaces change to surprise the
viewer and contrast the tone of
the previously seen condensed
face. The design loosens up with
the energy brought to the page
through the arrangement and

combination of typefaces.
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It is critical for the designer to be intimately familiar with the
text before working with it. Every project is unique and demands
different approaches based on the content. Determining the
function of the design before shaping the page influences its
typographic presentation. Is it an annual report that contains
several charts and lists that demand easy access? Is it a poster
ol " » with limited textual content that needs visual impact? Is it
dESIg”Ing Wlth type a book with large amounts of continuous text? The designer
composes and controls typography to lead the viewer through
the design without visual roadblocks that prevent accessibility

and comprehension.

| design capsule | One typeface
demonstrates shifts in scale and
position to achieve an ordered
design. Large type commands
presence without cluttering the
layout, which features a strong
* DRSO S VLI I P DA NI = horizontal grid line from which the
. : . primary text hangs. Subordinate
In an ideal world. there would DE NO WOrry pesci o St “ 2 = G o | typographic information is set in
about financial aff . Unfort unatety, the - e R S : ko smaller sizes that progressively
world is not ideal. Burlwood Financial aims ° PR v Y move across the page, their
| position and amount of text

determine their importance.

with you based on unshakable trust.
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legibility and readability Legibility and readability
are inherent to successful communication. Although the terms
are used interchangeably, differences between them do exist.
Legibility refers to the recognition of individual letterforms
and their relative position to other letters in word formation.
The design of the typeface determines legibility. An illegible
typeface will not be readable. Readability refers to how typog-
raphy is presented to the viewer as words, lines, and paragraphs.
It is influenced by the typographic arrangement, including line
length, leading, and spacing. Readability is dependent on the
designer and his or her ability to work with type effectively.

If a text is unreadable, it is likely that it is poorly composed or
the typeface is illegible; its application needs reconsideration

or new typefaces should be chosen.

In certain applications, intentional illegibility for aesthetic—not
communicative —reasons is desirable. For example, typographic
information, such as letters, words, lines, and paragraphs, can
be carefully crafted into layers, textures, or graphic forms that
are intended for visual impact, not legibility or readability. The
illegible letterform constructions become visual elements that
add dimension and impact to the presentation of the design

in combination with the primary textual content.

| design hat-trick design | A dominant | design hat-trick design | Hand lettering
photograph commands attention on adds distinction to the spacious interior
the cover of this annual review. Subtle spreads of this annual review. Even when
typography is composed simply along not using traditional typefaces, it is impor-
the bottom margin. It is diminutive tant that all lettering maintain legibility
yet easily distinguishable within the and readability to convey the message
dark areas of the image by knocking of the design effectively.

out of the stock.
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objective and subjective representation
Although many methods of designing with type are used,
they can be broken down into two forms of representation:
objective and subjective. Objective representation is prac-
tical and straightforward. It is characterized by a clear,
ordered presentation of information that is shared in a
direct, efficient manner. The typographic arrangement sys-
tematically communicates, or denotes, its messages with-
out relying on layers of textual content that imply additional
meanings. The message is clear. Objective representation
places no emotional impact on the viewer. Common

examples include maps, charts, diagrams, and timetables.

Subjective representation is conceptual and interpretive.

It is heavily focused on a theme or idea that creates an
experience for the viewer. Allowing for greater complexity,
subjective typographic solutions are often layered and
textural, creating a blanket of language on the page. Con-
notative in nature, subjective representation provides mul-
tiple levels of interpretation for the implied meaning of the
design. It appeals to the emotions of the viewer. Often poetic
and expressive, many design projects can be subjective

in nature, depending on their communicative function.

Whether a design is objective or subjective (or somewhere
in between), the designer’s task is to approach the text
with a critical eye. Neither the kind of project or the amount
of text dictates its typographic value. All text demands
thoughtful and appropriate execution.

vhere

| design meghan eplett | 7The typographic

composition of The Cat and the Fiddle /s
musical. By using multiple type sizes and
faces (Clarendon, Kabel and Walbaum),
the artist has made the text rhythmic.
Letterforms effectively communicate the
narrative through their dense textures

that fill the spread and connote volume.

ma Mary

-
: % :_‘_ o gt | design meghan eplett | The viewer
«. . WS e ms  mEw is led down and across the spread
;_ ' : for Mary Had a Little Lamb. The
a..j'f '&- e . type forms a path for the viewer
e to follow in the same way that the
‘3

Wh lamb follows Mary. The typography

in Jack and Jill is composed along

a dynamic angle. Its arrangement

[+ ;
;’ forces the viewer to read the text
. 3 g from the bottomn right, up to the
went ¥ oo e et v B .
Eoar 3 = g top-left carner, and down again.
£ The unnatural direction encourages
=
» the viewer to make connections

between the position of the type

and its relation to the storyline.
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macro and micro perspectives A designer must

approach the typographic layout with macro and micro per-

spectives. One deals with the overall design layout, whereas
the other addresses its typographic intricacies. The macro view 1. -
is concerned with the whole body of typography that makes : A %
up the design. Seeing all the content at once, the designer

must establish the format of the composition as well as the

typographic hierarchy and placement of elements.

Within the big picture, each individual element needs attention.
By taking a micro perspective, the designer concentrates on
the typographic details, such as kerning, spacing, and ragging,
to ensure a clean presentation and consistent application.

The attention to details refines the type and contributes to the
success of the whole. Be sure to pay equal attention to both

macro and micro perspectives—they are interdependent and

equally important. - i
BOOKS +...BOOM

dis hnchachule 0F gestaltung, Eunat usd Kipss

() DOAGRA

Agropel Graup

e v w —— e

| design superbiiro | Alternative

typographic treatments distinguish
this set of posters. Unique letter-
forms draw attention and commu-
nicate with impact. Constructed
out of plants and written on

hands, the letters are conceptually

appropriate; the plants symbolize

Holland (home of Irma Boom),

whereas the hands connote the
. . . left and right pages of a book

| design studio najbrt | A page from .
(USUS are book designers).
this annual report features a number
of tables and graphs, which are
common examples of objective rep-
resentation. Facts and figures lend
themselves to clear, ordered pre-
sentations that deliver information

simply and directly.
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ANNUAL
REPORTING

OUT OF DATE
AND OUT OF TIME

David Robinson

| design nb: studio | A traditional,
symmetrical composition demon-
strates balance through the use

of a single typographic column and
contrasting black-and-white pages.
Changes in type size provide vari-
ety within the text, whereas the
unusual structure of the book

promotes interaction.
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Im Schatten

symmetry and asymmeltry There are different ways
to compose the typographic page: symmetrically or asymmet-
rically. Symmetrical compositions offer balance and harmony.
They possess inherent stability that is approachable and under-
standable. However, symmetry can also be static and can lead
to passive, lifeless typography that falls to the background.
It can also be difficult to work with multiple typographic ele-
ments because there are too many factors to achieve balance.
Regardless, the designer must find ways to create variety
and visual emphasis within the symmetrical structure to
keep the design interesting.

Asymmetrical compositions generate activity and motion—
desired qualities in most applications. They support com-
positions with numerous typographic variables. Multiple
alignment points provide unlimited options for the arrange-
ment of the visual elements. Like symmetrical layouts, the
designer still needs to achieve optical balance. The visual
elements should not feel like they are falling down or tip-
ping over. When working asymmetrically, use visual tension.
Force typography to the edge of the page. Contrast large
elements with small ones. Turn typography on its side, mix-
ing orientations. Vary the depth of columns. Use graphic
shapes and imagery to offset typographic elements. The
possibilities are limitless.

| design lichtwitz | An underlying
structure provides vertical align-
ment points for the placement

of flush left columns of text, which
feature the use of type weight to
distinguish information. The left
margin defines the active space
of the page as well as the leading
edge for dominant typography,
which offsets the symmetrical

arrangement of the six columns.
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alignment Alignment refers to the horizontal and vertical
positioning of typography within the margins. The edges of
the page can also serve as alignment points if the type is
strong enough and will not be trimmed off during production.
The designer must use alignment to create visual relationships
between the elements of the design; it helps unify the com-
position. The precise alignment of typography across and down
the page cultivates harmonious spatial relationships and con-
sistency. Grids and systems of proportions are needed to pro-
vide divisions of space to achieve alignment, which includes
centered, flush left and right, and justified options. However,
typographic settings often need subtle adjustments outside

of the grid to create proper optical alignments.
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typagraphic c0lor Typographic color refers to the

density of typographic elements and their perceived gray

value—the overall feeling of lightness and darkness on

the page. Color is affected by the typeface, horizontal and

vertical space, and amount of text on the page. Achieving

an even sense of color is generally ideal but not always

appropriate. Too much evenness is dull and can result

in a gray, static design. Typographic contrast and depth

of color creates an active, rich composition with dark

and light values.
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| design 344 design, llc | This book
spread is carefully structured and
composed along horizontal, vertical,
and diagonal alignment points that
create optical connections between
the visual elements, strengthening

and unifying the design.
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| design kontour design | The
variable density of the justified
text blocks demonstrates per-
ceived gray values. Typographic
color is affected by the diverse
styles, weights, and widths of
Cholfla. The composition exhibits
depth and texture in its tightly
packed arrangement and works
perfectly because the text is
not intended to be read in any

particular order.
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type size Type size is measured in points. Large and CdSe€ Uppercase and lowercase settings have individual

small shifts in type size can make a significant difference characteristics that make them useful in typographic appli-
between clarity and confusion, elegance and clumsiness. cation. Lowercase letters are more readable than upper-
Changes in type size are effective methods to create hier- case because of their variation and white space in and
archy and add contrast to the page. In addition, remember around each letter (counters), as well their ascenders and
that typographic application relies heavily on optical set- descenders, which ease word recognition. Lowercase is
tings. For example, typefaces that are the same point size ideal for most typographic applications, especially contin-
generally do not match in visual size. Adjustments are uous text, because it is easier to read. Uppercase emphasizes
needed to harmonize their appearance. In addition, it is letter-to-letter recognition, which slows down the reading

sometimes helpful to develop a proportionate scale of type process, making it impractical for large amounts of text.
sizes that will foster relationships and provide a range of However, uppercase settings are used in limited instances
options for all variables throughout the design. Though not for emphasis and to denote hierarchical text, for example
all design projects require such detailed consideration of headings or subheadings.

type sizes, it is useful to do studies and develop a system

based on the content before beginning to design.
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| design capsule | Changes in type

size, as well as case, add contrast
and impact. On the recto page,
bold capitals are large and com-
mand attention as the dominant
text. The justified setting spans the
page in an appropriate line length.
The attached tag also presents
variations in typeface and size

to establish hierarchy.
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kEfﬂiﬂg and tracl(ing Letterspace refers to the
spaces between letters, whereas word space is concerned
with the spaces between words. Adjusting letterspace
and word space improves legibility and finesses letter-to-
letter and line-to-line relationships to achieve an optically
even setting. With any adjustments, whether loose or
tight, always be consistent.

Kerning, also known as letterspacing, is used to adjust
the slight distances between letters to avoid character
collisions and irregular and unwanted spaces. Kerning
fosters a uniform typographic texture that allows the
text to flow and read smoothly. It is critical when setting
text in large type sizes, because the spacing irregularities
are more apparent. Common character combinations,
including Ty, Va, Yi, 11, and 79, always require attention.

Typography is the basic
grammar of graphic design,
Its common currency.

TYPOGRAPHY IS THE
BASIC GRAMMAR OF
GRAPHIC DESIGN, ITS
COMMON CURRENCY.

The variation in the shapes of
lowercase letters, particularly
ascenders and descenders, allows
them to be recognized easily,
while uppercase letters, which
are uniform in height and width,
require additional spacing

to enhance their recognition.
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Tracking is concerned with the overall spacing of words,
lines, and paragraphs and can improve readability. It also
affects typographic color; tightly spaced text appears
heavier and darker on the page, whereas open text appears
light and gray. However, as letters get closer, collisions
occur. As they move further apart, they lose their identity
as words. A general rule is to avoid tracking lowercase
letters, especially (almost always) in paragraph settings.
The text becomes less legible and readable as spacing
increases. However, very slight amounts may improve
readability, especially with bold and condensed typefaces.
Uppercase settings always demand tracking with a careful

eye to increase legibility and readability.

IMOER CRCATING A STINE INNOVATION
0" 04_STYLE AVANT GUARDIAN GARTRIEL
TURE DE_MORE ART-DESICN COMMERCE

OI_FACES INTPAVIEWS _JOHN ALLEN+ADRIAN BRODY
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| design kearneyrocholl | Uppercase
settings are used on this cover for
Area magazine. Attention to spacing
(tracking) is evident and imperative
to improve readability when working
with capitals. As pictured, adequate
leading is also needed between lines
of capitals to enable accessibility

from line to line. 105

ype

default spacing

Type

corrected spacing

TYPE

default spacing

TYPE

corrected spacing

Kerning and tracking letterforms
to appear optically even is always
needed, especially in larger type
sizes and capital settings, which
demand tracking to open overall
space and improve readability,
Individual spaces between letters
are kerned to achieve an optical
balance by slightly shifting letters
to the right or left. Relying on
default settings or mathematics

/s often ineffective.
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| design renate gokl | 7The cover of
the artists’ book, Seven Rules of
Rikyu, is minimally adorned with small
brackets. The position is just outside
the center of the page. Letterpress
adds tactile, human qualities to
design that computer-generated

typography cannot achieve.

line IBﬂgﬂ] Like most typographic factors, line length
depends on type size, leading, and column width, as well
as the amount of text that needs consideration. If the line
length is too short, the number of words per line is limited.
Short line lengths are also problematic if the type size is
too large. If the line length is too long, the viewer's eyes
travel a great distance to read one line of text, which is
laborious, and they can easily lose position or have diffi-
culty moving down to the next line. As a general standard
for continuous text, forty-five to seventy-five characters
per line is the ideal length. Without always relying on
strict rules, the designer must consider every factor to
determine the most comfortable measure.

lay the charcoal soit heats the water

| design renate gokl | An interior
spread is minimally composed in
a spacious environment. Type size
and position are used to achieve
hierarchy among three texts woven
into one spread (the harmonic
offspring of ideal opposites and
excerpts from tea life, tea mind,
and The Book of Tea).

Leading measures the space between
lines of text and influences readability.
Appropriate measures are determined
based on typeface and size, line length,
and x-height. In most cases, leading
is greater than the type size used. For
example, 10 point type over 18 point
leading, which is marked 10/18. It
can also be set solid, which means
that the leading equals the type size,
such as 10/10. If leading is less than
the type size, it is called negative
leading (10/8). When two pieces of
text intersect between lines, it is called
overlapping text. This technique can
be used to integrate texts, while
enhancing the typographic color

and texture of the page.
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Ieading Leading, the space between lines of text measured
from one baseline to the next, greatly affects readability. If

the design is made up of a number of typographic variables,

it is critical to develop a system of leading intervals that will

unite all the elements along a shared baseline. Typeface and

size, x-height, and line length affect the need for more or

less leading. For example, longer line lengths require more

leading to accommodate the long horizontal motion of reading.

Letterforms with tall x-heights, heavy and condensed type-

faces, and sans serifs need more leading than shorter, lighter,

wider, and serif typefaces.

In addition, if leading is too tight, it is easy to jump to the

next line without finishing the first. If it is too loose, the text

no longer appears continuous and could be read as individual

lines instead of a series of connected thoughts. In most

cases, the leading should be larger than the spaces between

the words. Negative leading is leading that is decreased

to a size less than the type size used, for example, 8 point

type set on 6 point leading.

10/18

No matter how admirably
we plan our work or how
fine in design are the types
we select, its appearance
when printed depends on
good composition—the
combination of type into
words, the arrangement

of words in lines, and the
assemblage of lines to

make pages.
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10/10 solid leading

No matter how admirably
we plan our work or how
fine in design are the types
we select, its appearance
when printed depends on
good composition—the
combination of type into
words, the arrangement
of words in lines, and the
assemblage of lines to
make pages.

10/8 negative leading

No matter how admirably
we plan our work or how
fine in design are the types
we select, its appearance
when printed depends on
good composition—the
combination of type into
words, the arrangement
of words in lines, and the
assemblage of lines to
make pages.

| design kinetic singapore |

The business cards are designed
to allow each designer to express
his or her voice by controlling
the presentation of the message.
By choosing the content, as well
as its color (in the black column)
and leading, the designer can

personalize each card.

overlapping text

No matter how admirably
we plan our work or how
fine in design are the types
we select, its appearance
when printed depends on

good composition—the

Typographers on Type: An lllustrated Anthology

combination of type into

from William Marris to the Present Day

words, the arrangement

by Rauri MclLean, editor

of words in lines, and the

W.W. Norton & Company, New York, 1995
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assemblage of lines to

make pages.
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| design collahorated inc. |

This brochure features a series of
headings and flush left paragraphs
that move sequentially across the
front of each panel. The layout
functions in response to the accor-
dion-fold format, which divides
the composition into six sections.
The shape of the page enhances

the presentation.

centered
Determining paragraph settings depends on the amount
of text, type size, and line length. The designer must
select appropriate measures that accommodate the text
and fit comfortably within the shape of the page. These
measures should enhance the format and activate the
compositional space. Forcing the type to fit into unsuitable
arrangements (paragraphs or other text) results
in poor typography and discourages readability

and viewer interaction.

paragraph SG”iﬂgS Determining paragraph settings
depends on the amount of text, type size, and line length. The
designer must select appropriate measures that accommodate
the text and fit comfortably within the shape of the page.
These measures should enhance the format and activate the
compositional space. Forcing the type to fit into unsuitable
arrangements (paragraphs or other text) results in poor typog-
raphy and discourages readability and viewer interaction.

There are four primary styles of paragraph settings: centered,
flush left/ragged right (FL/RR), flush right/ragged left (FR/RL),
and justified (FL&R). Centered text is positioned at an equal
distance between two columns or margins. It is ragged along
both sides. Centering is not ideal for longer texts because
readability is hampered by the lack of a flush edge. Flush left
text is evenly aligned along the left side, and the right side

of the text is ragged. Used often, flush left text is highly read-
able. Flush right text is set solid along its right edge with a
ragged left. Readability is lessened because the beginnings

of each line are ragged. Justified paragraphs settings are
flush along both right and left edges.

flush left, ragged right

Determining paragraph settings depends on the amount
of text, type size, and line length. The designer must select
appropriate measures that accommodate the text and fit
comfortably within the shape of the page. These measures
should enhance the format and activate the compositional
space. Forcing the type to fit into unsuitable arrangements
(paragraphs or other text) results in poor typography and

discourages readability and viewer interaction.
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| design blue river design |
Interior spreads can be viewed
horizontally and vertically. The
typography is clean and simple.
On the inside front cover, the nar-
row column mimics the shape of
the page. Another interior spread
pictures light, subordinate letter-
forms that support the imagery

in quiet, lowercase settings.

o oy

S

| design blue river design |
The minimal design of the front

and back cover relies on subtle

typography to direct the eye into
the gallery booklet. The sparse

cover connotes the empty canvas,

preparing the viewer for the
range of artwork presented

on the interior.

flush right, ragged left justified Paragraph settings include
centered, flush left, ragged right

Determining paragraph settings depends on the amount of  Determining paragraph settings depends on the amount  (FL/RR); flush right, ragged left
(FR/RL), and justified (FL&R).
text, type size, and line length. The designer must select  of text, type size, and line length. The designer must select  Centering connotes formality,
yet lacks the flush edges that

appropriate measures that accommodate the text and fit appropriate measures that accommodate the text and fit  foster alignments with other

visual elements. Justification
comfortably within the shape of the page. These measures comfortably within the shape of the page. These measures  is the most traditional setting

and features lines of equal
should enhance the format and activate the compositional  should enhance the format and activate the compositional  length. Flush left, ragged right

is commonly used because it

space. Forcing the type to fit into unsuitable arrangements  space. Forcing the type to fit into unsuitable arrangements s easy to /ocate the beginnings
of each line, which enhances

(paragraphs or other text) results in poor typography and (paragraphs or other text) results in poor typography and  readability. Flush right, ragged
left is a fresh alternative, yet

discourages readability and viewer interaction. discourages readability and viewer interaction. readability decreases because
the position of the beginning

of each line varies.
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All paragraph settings, except justified, have fixed spacing,
which means that the word spaces are consistent. Justified
settings have variable spacing. The word spaces are flexible,
depending on the number of words per line as well as the
length of the line. Justified settings have variable spacing.
The word spaces are flexible depending on the number

of words per line, as well as the length of the line. Working
with justified text is difficult. Without careful attention to
type size and line length, visible holes, called rivers, often
appear. Rivers are a series of inconsistent word spaces

e | design kolégram | The cover of that create distracting open lines running vertically through
@ Les Porte-Parole du réSeau is com- the justified paragraph. Flush left and right and centered
Coras posed in an optically centered, yet texts are generally easier and more flexible to work with
asymmetric, layout. The title treat- and require fewer adjustments to achieve proper settings.
ment is composed as a solid unit
that features well-spaced capitals Beyond these settings, a paragraph can also be separated
and shifts in scale and orientation. into individual lines of text that are composed without
The white letterforms to the left a consistent, flush-edge alignment from line to line. This
of the title break the color field is an ideal setting for smaller amounts of text that demand
LES and demonstrate how type can a looser, expressive composition. Layouts may feature

P 0 R T E = PA R 0 L E function as graphic form and the use of one or a combination of paragraph settings.
provide impact. However, take caution when mixing paragraph settings;

r
= creating inconsistent visual relationships could lead to
o l es EAU g p

disorder, and a scattered presentation of thoughts that
fsand canadien can be difficult for the viewer to follow.

des Ecoles assocides
de F'UNESCO

MeT U L Commenas b oot (UL | design kolégram | The first interior
SECRETAIRE SENERAL :-:-ru::m:-«-:z
royrereate bami o taar - fond 8 spread is composed with decisive
Sawenay ot e et len lemevan wem
Brvin s of mgree, e Aene e benges aw . . . i
g N Vaitan byt b hierarchy. A single justified column
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CONRISHRE COuti| A8 FRLE T ERTH T el Wi ship. A bold, uppercase title sits to
T ) T L —
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PArTETITL N Pubd T PEN PEITTE et
i e e it A R nance, whereas a small page number
o veser! e et st
S e FOEICe B rests on the bottom of the page.
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A good typographer is

one who can arrange type so as to produce

a graceful, orderly page that puts no strain on the eye.

This is the first and last

fundamental requisite of book design,

and like most operations,

it is a matter of

:y00g 8y} 40 wio 8y

ol 1xal
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years of training.

A paragraph can also be composed
in an asymmetric configuration, which
adds visual interest to the arrange-
ment of the text. Although not appro-
priate for all applications (or extensive
amounts of text), this setting offers

flexibility and typographic invention.

| design kolégram | /nterior spreads
feature the same text: the name of

a person or group, their country, one
callout, body copy, and imagery. To
maintain order, a consistent layout
is applied. The last name (or group)
is the focal point running up from the
bottom of the page. It identifies each
spread while giving it an individual
spirit that breaks the monotony of the
pages. The name also provides an
edge for the callout text and country

name, which sit in alignment.
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/ndents indents are used to signal a change from the
paragraph preceding it. (The first paragraph of any text
does not require an indent because there is nothing that
comes before it.) Indents vary in depth, depending on

the type size and line length. Traditionally, indents are the
size of an em, which is a measure of horizontal distance
that is equal to the type size used. For example, if 8 point
type is used, the em measure is 8 points. However, many
alternatives are available. For example, add an extra line
space between paragraphs. Even without an indent, the
empty space is a visual cue indicating a new paragraph.
Instead of adding space, insert typographic devices at the
beginning of the paragraph, such as bullets, ornaments,
or symbols. Hanging indents, also known as outdenting,
features the first line set outside of the other lines that
are indented below it. It is a good idea for the designer
to experiment with indents so that he or she gets a sense
of what functions appropriately with different designs.

| design aufuldish & warinner |
The Robert Colescott & Glenn
Ligon catalogue features a com-
bination of serif, sans serif, and
display typefaces. The composition
of visual elements is traditional,
whereas the typographic treat-

ment elicits a contemporary tone.

Spac/ng With the paragraph positioned in relation to the
shape of the page, as well as the other typographic variables
and visual elements, it is necessary to hone its finer details.
For example, consideration of overall spacing is important;

all type must be kerned and tracked as needed. For multipage
layouts, be aware of the sequential flow of the text. Do not
leave a short line with one or two words, or a widow, at the
end of the paragraph, because it leaves too much white space
on the last line and attracts attention as the only isolated
element of the paragraph. Also, do not begin a spread with
the last line from the previous spread. Likewise, do not end

a spread with the first line of a paragraph that runs onto the
next page. Both of these situations are known as orphans.

Hyphenation and ragging also require careful attention. Some
simple suggestions to improve the appearance of text include
avoiding more than two hyphenated lines in a row. Be alert
to how words split. If possible, try to break them into even
halves instead of leaving a stump at the end or beginning of

a line. Never hyphenate proper names.

It is also important to adjust ragged edges of a paragraph.
Manual line breaks for all paragraph settings will clean irregular
edges. In some cases, inconspicuous adjustments in column
widths, spacing, and type size are also helpful. Generally,
take care to avoid angles, curves, holes, and shapes. Anything
that diverts attention from readability needs to be remedied.
The eye should not be led to empty spaces, truncated words,
short lines, or ledges that extend too far beyond the average
line length. Rags should appear even but not so even that
they look justified. The designer must achieve smooth ebb
and flow through the paragraph without distraction.
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hyphens, en dashes, and em dashes

The hyphen (-) is used for hyphenated words and breaking
words in paragraph settings. The en dash (-) is used in
compound terms and to separate items, for example dates,
locations, times, and phone numbers. Although extra space
is not needed before and after the en dash, the designer
must carefully kern the spaces to avoid unintentional colli-
sions. The em dash (—) is used to separate thoughts. There
are no spaces needed before and after, but kerning may
be required. Although the em dash is a more traditional
method, the en dash can also be used to separate thoughts
within a text because depending on the typeface, the em
dash can appear too lengthy. When an en dash is used in
this manner, spaces are added before and after the dash.
If spaces are not added, the en dash closely resembles

a hyphen and its function is lost. Whatever approach is
chosen, use dashes appropriately and consistently based
on their function within the design and according to the
house style preferred by your clients.
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MULTICULTURALISM:
THE SEARCH FOR

ETHNIC, SEXUAL AND RACIAL

IDENTITY

INAPOSTMODERN WORLD

| design aufuldish & warinner |
Old style numerals, spaciously set
capitals, and italic type run down
the contents page in a centered
alignment. Fitting into the central
axis, two essay titles exhibit distinct
changes in typeface, which include
Clarendon, Bodoni, Champion,
Brothers, Latin MT, and Gothic
Round. The visual differences

are diverse, yet harmoniously,
composed. The density of the
darkest letterforms contrasts

with the lighter characters.
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| design aufuldish & warinner

A sample spread presents a
Justified paragraph setting for
the treatment of the contin-
uous text. Skillfully set in Bulmer
MT, the text is the ideal size
and line length for justification.
The paragraph exhibits even
spacing, ample leading, and

hanging punctuation.

typography
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Apostrophes and quotations marks
are often inappropriately replaced

with prime marks, which are used

apostrophes, quotation marks, and primes
The correct use of apostrophes and quotation marks is a
marked sign of the professional designer. True apostrophes

to denote feet and inches. Depending and quotation marks are curved (* “ ) or angled (" “ " "),
on the typeface, apostrophes and depending on the typeface. They are also open (‘" ") or
1 ) €L 79 quotations marks, also known as closed (> " ") to signal beginnings or endings. Apostrophes

smart quotes, are angled or curved

and quotation marks are not straight up and down (' ").

and open or closed, whereas prime These forms are prime marks, and they denote feet and

marks are straight up and down. inches. They should never be used in place of apostrophes

and quotation marks.

1 ]|
“When people with
expertise in different
areas talk to each other,
everyone’s a winner.”

Mles Jarros. Bass playw. s

www.theRSA.org

The RSA Lecture Programme
For well over a century, the RSA

e e The sort of work the
RSA does is broad,

has been organising lectures S expansive... one of the
around the country to stimulate e e  Tew places that fosters
new thinking and fresh ideas about ~ #==d=¥»  genuine debate.”

the challenges facing society. i Aoy s e B Bt B0
Not only do we attract the best M i Tachocky

speakers and attack the most Ui e Conteerce

diverse range of subjects, but S

we also promise a balanced and AT

interactive debate.

| design nh: studio | /nterior spreads

feature sans serif typography that is

legible in its compositional simplicity.

Hanging quotes are present along the

flush left edge of the text. The hung

quotes maintain the straight edge of
the text and avoid unsightly indents

to achieve optical alignment.
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hanging punctuatian Optical alignment is a critical FINAL THOUGHTS Designing with type
factor when designing with type. Anything that distracts _ ‘ ‘ _
) ) ) ] can be tedious and time consuming but ultimately
the eye from reading needs subtle adjustments. This requires
making minor adjustments to the text so it will appear rewarding. Education, practice, and experimentation
aligned. For example, when punctuation, such as apostro- , _ ‘
. allow the designer to make intelligent, thoughtful
phes and quotation marks, falls along flush edges of text,
a slight indent is created that is visual distracting; the marks decisions about typographic selection, application,

need tending to ensure that the letterforms optically align. _ . o . ‘
and refinement while achieving a high level of visual

Punctuation marks moved outside of flush edges maintain

optimal visual alignment of the text. Demonstrating a high intrigue and sophistication. Although there are
level of typographic refinement, hanging punctuation is o _ _

, o many rules when designing with type, there is also
a detailed process. However, page layout applications often
provide features that easily support this action. Hanging a tremendous amount of flexibility to break them
punctuation applies to asterisks, apostrophes, commas, ‘ _

] . capably. Typography expressed with aesthetic grace

en dashes, hyphens, periods, and quotation marks. Other
forms of punctuation that are the same visual weight Is essential to clear communication and adds a
as the letterforms, including parentheses, question marks,

. _ : _ level of sophistication to any design.
and exclamation points, do not need consideration.

“There are two sides to typography. First,

_ _ It does a practical job of work; and, second,
| design nb: studio | Typography

.. ; ; . 1"
is used as texture and shapes the It is concerned with artistic form.
letters RSA that run across the .
default setting
front and back cover of the Royal
Society of Arts brochure. An inter-
esting graphic, the typographic

“There are two sides to typography. First,
It does a practical job of work; and, second,
It Is concerned with artistic form.”

texture is also functional—it is a
running list of the 22,000 fellows

of the organization.

Aq

corrected setting

lapny (w3

Working with typography
demands attention to details,
which includes hanging
punctuation. To maintain the

appearance of a flush edge

““au| ‘siaysijgng asnoH sbunsey

of text, punctuation marks,

—
[as]
including apostrophes and i
o
quotation marks, are posi- -
tioned outside of the text. ﬁC;
~J
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DESIGN

Form follows function—

that has been misunderstood.

Form and function should be one,

Jjoined in a spiritual union. \

FRANK LLOYD WRIGHT

architect



ANALYSIS

SEESESMISNSGENITNO ESSWSH O L E AND ITS PARTS

The design process is evolutionary. It develops slowly and
shapes the final design. The designer is actively involved
with every aspect of the design process, from research and
information-gathering to brainstorming and conceptualization,
as well as experimentation, development, and execution.
When the design nears completion at the end of the execution
stage, the designer must analyze the design to determine

its success or failure, asking several important questions:

Is the design engaging and informative?

Is the delivery of the message appropriate and clear?
Does the design reflect its function and purpose?
Are the visual elements cohesive?

Is there a logical progression through the design?




the importance of analysis

| design nielinger & rohsiepe |

A visual system of color, image,
structure, and typography is intro-
duced on this calendar cover. The
layout initiates viewer interaction,
commands interest, and estab-

lishes the mood of the design.

Analysis is the final stage of the design process. Thoughtful
attention to, and evaluation of, the design ensures that all visual
elements fit together like pieces of a puzzle. If one piece is out
of place, the design is unresolved and the puzzle incomplete.
The missing piece could be found through careful examination.
It helps to begin the analysis by seeing the design as a trans-
parent medium. Look through the piece and see all its layers
to identify if the visual elements are orchestrated harmoniously.
The designer must evaluate the design considering numerous
factors, including appropriateness, communication, effective-
ness, and integration. Other critical assessment criteria are
hierarchy, legibility, movement, organization, sequence, and
structure. In addition, the designer needs to examine color,
composition, contrast, and form, as well as image, scale,
space, and typography.

The design can be analyzed further by carefully checking the
interdependence of the parts to the whole. The whole is the
culmination, or final product, of the design process. It creates
initial impressions, encourages interaction, and establishes
the pathway that leads the viewer toward understanding. The
parts are the essential factors (the team players) that solidify
the design. Inextricably linked to every visual element, the
parts enable and support the communicative function of the
design; they cannot exist independently of the whole. No
matter how dominant or subordinate, all the visual elements
are meaningful. However, they exist successfully only in
their symbiotic relationship to everything else.

| design nielinger & rohsiepe |
Looking at three months of the

calendar, it is evident that a

visual system is flexibly applied.
A distinct identity for each
month exists, yet all promote
the unified essence of the design.
Consistency is inherent, and

the designer exploits the visual
system through variation to

keep it fresh.
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| design 33rpm | Characterized by
dramatic movement, the Pedro the
Lion poster effectively demonstrates
the use of scale to achieve contrast.
The active, layered imagery falls
from the top-right corner toward the
askew title treatment and creates

a logical, readable sequence that
leads the viewer ta the remaining

pertinent information.

Pusobime nejen v Praze,
ale i v dalSich 35 méstech
po celé republice a take

na Slovensku

”u’lm: NOV.16 8:30PM $10

rane e

| design studio najbrt | Featuring

a blue color palette, the Corporate

a.' h uu, ' b q ’ t -J*,' ‘ ' Language Training Presentation 1

brochure uses color as an identifier

ar B | 8 888 |8 e 0 a P = A
™ z 2 £ 7 to separate it from the other bro-
’ ' 'D G ' a 9 a n‘q l' chures in the series. The brochure
o o ' ¥s ® . also features repetitive square | design studio najbrt |
i 4 Caledonian School patterns and typography that are An integrated series of brochures
uniformly applied to maintain con- for the Caledonian School is
® E " EE WS B G E R EES S SN SEESEES _ ) _ ]
sistency, which is critical to the consolidated into a harmonious
" B 8 B A B BB B E S E SR SRS RS SNBSS
unity and success of the series. package. Each of the four bro-

chures is distinguished by its

content and photography, as well

as a unique color palette seen
along the spines of each brochure

to increase its accessibility.
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evaluation considerations

Shy

e

| design hendersonbromsteadartco. |
The use of color, texture, and pattern,
in addition to the carefully crafted
letterforms, makes this poster engag-
ing and distinctive. Its immediate
impression effectively commands
attention and leads the viewer into

the piece for closer examination.

Pt gy by A TN o T ade g

Analysis checkpoints are needed throughout the design
process to keep the project on track. They ensure that the
designer considers everything and does not jump to the
final solution too quickly. The designer wants to avoid any
surprises at the end of the process that would demand

a complete overhaul of the design. At the end of the exe-
cution stage, the designer should expect to thoroughly
analyze the design in preparation for its final production—
this is the primary focus of the design analysis stage. The
designer examines not only the big picture but also the
function and success of its parts.

When the design reaches the analysis stage, the designer
is intimately familiar with it and must examine the layout
with a fine eye and calculated hand. It can be a difficult
task to step away from the design and evaluate it objec-
tively. It is critical to remember that the design is intended
for a specific viewer. The designer must be objective and
remove any personal preferences from the analysis for
the benefit of the design. When analyzing a piece, it is
sometimes helpful to ask colleagues, as well as targeted
viewers, to assist in the process because outsiders can
provide fresh perspectives and easily assess the success
(or failure) of the design.

| design hat-trick design | A clean,
elegant letterhead demonstrates
a successful balance between
the communicative and aesthetic

function of the design. Subtly

B b gt i, G LS VT BT S 8 Pl 0 BT
——— —

accented with three lines of
clear, readable typography, the
spacious page allows plenty of
room for correspondence with
natural photography providing

a soft background.
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critical analysis questions

ITHE FUNCTION AND PURPOSE OF
ALL DESIGN PROJECTS VARY AND DEMAND
DIFFERENT VISUAL APPROACHES.

A series of questions, which can be tailored to address individual

projects, provides a starting point to begin the analysis of the design.

communicative function and purpose
Does the design reflect its function and purpose?

|s the delivery of the message appropriate, effective, and clear?

Does the design meet the client’s objectives/goals?

ls there a balance between the design’s communicative and aesthetic functions?
|s the design engaging, distinctive, and informative?

Does the integration of the visual elements create movement and rhythm?

Are the visual elements cohesive?

Does the design evoke the desired emotion, mood, and tong?

| design 344 design, llc | The poster
for the American Institute of Graphic
Arts features book designer Chip
Kidd and appropriately and effectively
delivers the message by connoting
his design work. The graphic illustra-
tion of the book is iconic, whereas

its explosive cover exalts Kidd.
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basic compositional factors

Is contrast used effectively to distinguish all visual elements?

Does the use of space direct the eye toward the positive areas of the design?
Are changes in scale of the visual elements effective?

Is the quantity of information in the composition too excessive or minimal?

Does the design exhibit depth, dimension, and perspective?

Are orientation and position of the visual elements used advantageously?

Is tension between the visual elements effective?

Is repetition used appropriately and without adding too many visual elements to the page?
Does the use of color add value without overpowering or distracting the viewer?
Do the graphic shapes and linear elements enhance the design?

Do the illustrations or photographs connote appropriate emotions and meaning?

| design nb: studio | The Knoll posters
feature clever illustrations that create
Initial impact and communicate the
individual characteristics of the furni-
ture. Their dominant scale visually
contrasts the subordinate typography,
which quietly rests along the top and
bottom margins. The use of color
adds a strong background without

overpowering the illustrations.



structure and organization for in-depth structure and organization information, refer to chapter 5. structure+organization building foundations
Is an underlying structure or method of organization evident?

Do horizontal and vertical spatial divisions provide alignment points for the visual elements?

Do the margins activate the positive areas of the design rather than frame the page?

Do the number of spatial intervals, columns, or modules suit the quantity of information?

|s symmetry or asymmetry used advantageously?

Are the visual elements consistently aligned across and down the page?

hierarchy for in-depth hierarchy information, refer to chapter 6 the interaction of visual elements establishing hierarchy
Is there a logical progression (sequence) through the design?

Is a strong systematic hierarchy evident?

Are the visual elements ranked and visually organized into dominant and subdominant levels?

Does a dominant focal point lead the viewer into the design?

Does the ordering system provide accessibility, continuity, integration, navigation, and variety?

Is there evidence of foreground, middle ground, and background?

Does the design avoid monotonous or overactive visual fields?

| design wilsonharvey/loewy |

The brochure spreads demonstrate
an evident structure defined by three
primary spatial intervals containing
body text which consistently falls
from the top margin. The divisions
of space also provide alignment
points for additional visual ele-
ments, including photography and

secondary typographic content.

RN VR ER R L R e W
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typog raphy for in-depth typographic information, refer to chapter 7. typography

Does the typographic system encourage readability and comprehension?

Does the typography aesthetically invigorate the text with meaning?

If using multiple typefaces, is the combination harmonious and optically matched?
Are the typefaces sending the appropriate attitude and personality?

Are true italic and bold fonts used, not computer-generated italic and bold styles?
Do the paragraph settings enhance the shape of the page?

Are changes in styles, weights, and widths distinguishing content effectively?
Is typographic contrast and color evident?

Are ligatures applied, if available to the selected typefaces?

Are the typefaces legible and all text settings readable?

Are small capitals, as well as lining and non-lining numerals, used consistently?
Are all type sizes appropriate and not too small or large?

Are line lengths set in comfortable measures?

Is the leading between lines too tight or loose?

Does the typography need spacing (kerning and tracking) adjustments?

Do the paragraph settings suitably accommodate all the text?

Are all widows and orphans corrected?

Is attention paid to hyphenation and ragging?

Are indents used and consistently applied?

Are apostrophes and quotation marks used instead of prime marks?

Is attention paid to hanging punctuation?

Are hyphens, as well as en and em dashes, used correctly?

shaping the page

| design aufuldish & warinner |

A bold typographic treatment
commands the masthead of

the architecture journal arcCA.
Changes in case, color, and scale
create contrast in the masthead,
as well as the subordinate text,

to effectively distinguish content.
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| design helicopter | /In the title
treatment of the MCC Theater

Frozen poster, letterforms are

manipulated to create dimension.

The stylized setting is contrasted
by a sans serif typeface set in

a range of sizes to achieve hier-
archy. The uppercase settings
are appropriately tracked with
adeqguate leading to improve

overall readability.

FINAL THOUGHTS The design
should be analyzed as a collective body

of work that must function as a whole rather
than as an assortment of unrelated parts.
Without careful assessment of all the visual

elements, the design may lack structure

and organization, hierarchy, typographic
proficiency, and, most important, value
and meaning. The designer must pay close
attention to every aspect of the design
process and make careful and thoughtful
decisions along the way. Always reinforce
the message of the design through visual
form that is consistently applied with

decisive reason and aesthetic skill.

| design roycroft design |

The integration of the visual
elements effectively unifies the
cover and interior spread of
this brochure. Photography,
graphic shapes, linear elements,
and typography are combined
in a range of sizes to create
mavement through the design.
Each element directs the eye
toward another to maintain

a rhythmic sequence.
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Design is a plan for arranging elements

in such a way as best

to accomplish a particular purpose.
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When the California College of the Arts added the Masters
of Architecture (mARCH) degree to their program, Aufuldish &
Warinner was approached to design the materials announcing
its inception. The first piece in the series was a poster intro-
ducing the new program and establishing the visual language
system that was applied to later designs. At the outset of the
collaboration, art director/designer Bob Aufuldish consulted
with the client to discuss the project objectives. “What |
started with was what not to do,” says Aufuldish. “The client
pointed to a wall of posters for architecture programs and
lecture series and said that they all looked the same to him.
And they did—they all used a very narrow design vocabu-
lary.” It was critical to establish an initial design that would
contrast existing architecture programs yet still reflect
architecture, as well as the California College of the Arts,

in a fresh, unexpected manner.

MASTER OF

CALIFORNIA COLLEGE
OF THE ARTS
INTRODUCES THE
MASIER OF
ARCHITECTURE \
P/R O G R AN

~ oA

RUG 4l

After meeting with the client, the design process moved
into the visual realm. “The idea of using jellyfish came

to me quickly. Jellyfish ended up being perfect on numer-
ous levels—visually, they are beautiful and perfectly suited
to their environment; conceptually they make a clear con-
nection to the idea of architecture as experimental struc-
ture. As a bonus, they speak to the college’s location

on the West Coast,” explains Aufuldish. “Pyrex glassware
was used to suggest the more rational side of architecture.
| also liked the glassware for its references to chemistry
and alchemy. The jellyfish and Pyrex contrast with each
other conceptually and formally but are both are translu-
cent and liquid, which helps unify them. | especially like
the inside of the brochure where a jellyfish hovers above
a flask like a ghostly vapor.” Aufuldish next composed

a cohesive design that combined organic imagery with
rectilinear shapes and typography. “| was trying to com-
municate unconventional structure without showing

a building or a model and without layering together
imagery,” adds Aufuldish.

ARCHITECTURE

PROGRAM. AT I
CALIFORNIACOLLEG

OF THE ARBEEE SN

The two-color brochure adapts

the visual system developed in

the poster. The typeface, Faceplate,
is set consistently; the headings
feature proficiently spaced capitals.
Graphic shapes play a strong role
in the structure of the composition.

Transparent blue bars run across

the cover and into the interior.

Adding impact, they also pro-

vide baselines for the headings,

as well as alignment points

for the body copy.
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The California College of the Arts
Master of Architecture poster takes
an atypical approach toward the
presentation of architecture. Using
the jellyfish as a metaphor, the
design features organic imagery
combined with clean typography.
Orientation, position, and scale
establish hierarchy. Graphic shapes
and linear elements provide subtle,

structural reinforcement.
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CALIFORNIA COLLEGE
OF THE ARTS

The fluid imagery glides on the surface of the brochure
and posters, with graphic form adding color and providing
the foundation for typography. Faceplate is the sole type-
face; like the jellyfish, it is applied consistently and solid-
ifies the visual system throughout all the pieces. Aufuldish
further discusses the design: “The hierarchy is most com-
plex on the master’'s poster because of the amount of text
involved. Here, the hierarchy is controlled with color, size,
position, and grouping. The brochure is a simpler matter
because it's smaller and the majority of the text appears
inside. The lecture series poster is structured simply —

the design and placement of photographs is based on

the way the poster folds.”

The California College of the Arts, Master of Architecture
brochure and poster, as well as the Architecture Lecture
Series 2004 poster, are compelling designs that effectively
communicate the client’s message in an exciting, distinc-
tive presentation. Using the metaphor of the jellyfish, as
well the integration of color, form, and space, the pieces
command attention. “The mARCH materials have been very
successful,” concludes Aufuldish. “The program completely
filled its first class of thirty students.”



The California College of the Arts
Architecture Lecture Series 2004
poster combines imagery, graphic
shapes, and typography. Although the
jellyfish are distinctive, the system of
red and white rectangles adds visual
interest and defines the hierarchy.
Dominant information is placed within

)
R N
the horizontal bars that appear inside a

of the compositional space, along |

the fold lines. Subordinate content 4

falls inside of the bars that align ! g E ! !

on the outside edges. b ‘ qu ﬁ H H i

'/

K/
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Capsule presents a dynamic image in their letterhead
system design, which includes envelopes, business cards,
and mailing labels. “In designing our own stationery
package, our goal was to develop a system that not only
created a lasting impression but worked harder as a
marketing tool than any brochure or website ever could,”
explains designer Greg Brose. Like all design projects,
Capsule approached the project with a thorough meth-
odology that included brainstorming, conceptualization,
and exploration. “Once the name and philosophy was
determined, we began by brainstorming metaphors that
communicated explore, discover, and inspire,” says Brose.
(Explore, discover, and inspire are the primary themes
of the identity system, as well as the philosophy of
Capsule.) “"Concepts were critiqued and refined until

the final design and materials were chosen to reflect

the personality of Capsule.”

The design process involved the development of a visual

language system that is applied throughout all the materials

produced. The visual elements used consistently include

the typographic treatment, color palette, vertical orientation

of the Capsule logotype, and the condensed C, which is
embossed on the letterhead and envelope and die cut on
the business cards. Conceptually and aesthetically strong,
the letterhead system also incorporates tactility and mate-

riality into the design. “We wanted to use unique materials

and textures to enhance the overall experience and engage
the senses,” adds Brose. Although textured paper is used,
metal business cards demonstrate the most distinctive

use of materials. Typography and linear elements are etched

into both sides of the cards, and printed stickers allow
for customization and the addition of color.

One of the significant elements of the Capsule letterhead
system is its communicative value. Brose describes: “The
design message comes to life in a way that creates a unique
experience each time someone interacts with the stationery
system. The recipient explores the artifacts and discovers
the layers of meaning —a conversation is created around the
meaning of the stationery system. For example, the golden
section has been used as a fundamental design measure

in art, architecture, and typography for centuries. In this
context, we use it as a systematic element, which is some-
times confused with a ruler or decoration [on the business
card]. Then, after a discussion around what the golden
section measures—natural beauty—the participant learns
something new. The result is an everyday example of our
philosophy: explore, discover, and inspire.”

The Capsule letterhead system engages the viewer and
provides the opportunity to establish a design dialogue
among designers and nondesigners. The design is sophisti-
cated and presents a contemporary image. “The conversation
that the card starts is a great way to warm up a meeting,
presentation, or almost any discussion,” comments Brose.
Through unique materials and presentation, it has created

a memorable experience for anyone we meet.”

Etched business cards distinguish
the system. They incorporate the
consistent elements of the visual
system, including the logotype and
typographic treatment. However,
they also communicate their
philosophy—explore, discover,
and inspire. Nicely spaced capitals
interact on the back of the cards.
Printed stickers add color to the
metal forms, contrast the reflective
surface, and call attention to the

name of the designer.
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This letterhead system demonstrates
a discerning use of colors, materials,
and typography. The logotype and
contact information are positioned
along the left edge of the letterhead
allowing generous space for corre-
spondence. An embossed C appears

in the top-right corner and repeats

on the back of the envelope. It is
also die cut on the business card
and printed on the mailing label.
The consistent application of visual
elements unites the pieces, whereas
materials from textured paper to

metal provide contrast and tactility.
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Seattle Arts & Lectures is a nonprofit literary organization
“devoted to exploring ideas and imagination through lan-
guage,” describes designer Karen Cheng. They wanted
to reinvent their “old-fashioned, even stodgy” image and
produce collateral materials that would better reflect the

variety of contemporary and prominent poets and writers
W O R K I N G participating with the organization. Seattle Arts & Lectures
requested something “smart and fun,” says Cheng, to

complement their “intellectually challenging and interes-
ting but not inaccessible or overly pedantic” events. The

I N T \/\/ O C O |_ O R design was limited to two colors and inexpensive paper.
T Although these limitations may have excluded some pos-

sibilities, Cheng adds, “"Working in two-color is always

S8118S 84NY20.1g S8INJ287 B SLIY 9/1188S

restrictive, but frankly, | welcome it. It helps narrow the

1S ALWAYS

The strength of the brochure series is the use of color

NI9IS3d ON3IHI

and typography. Inspired by The Interaction of Color by

B R E S T R I C T I V E Josef Albers, Cheng describes, “Each brochure is printed
L / with only two colors. The colors are overprinted in a

wide variety of screen combinations to create a four-color

illusion.” The brochure series adopts a modest yet rich
color palette from bright yellow and warm orange to pale

Buayo uaiey saubisap

blue and deep green. Value and transparency are applied
interchangeably throughout the series to distinguish
typography, cast subtle light to photography, frame the
page, and add graphic interest. The range of colors con-
notes value and sophistication from the brochure series
while increasing their utility for Seattle Arts & Lectures.

BUI FRANKLY,

WELCOME |1
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the Simpson Center for the Humanities and Seattie Arts & Lectutes present

wednesday university

Adventure / The Greal Migration / Latin American Artists and the Spanish Civil War
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The systematic brochure series
for Seattle Arts & Lectures
fO ur p 0 et ry rea d N g S dynamically takes advantage of

james tate | c.d. wright | louise gliick | galway kinnell color, graphic shape, photography,

and typography. Designer Karen

Seattle Arts & Lectures

15th anniversary season

Cheng sensitively exploits each

element and makes the most

of a limited budget to keep the

series diverse and unified.

presented by Seattie Arts & Lectures in collaboration with ACT Theatre

and Open Books: A Poem Emporium
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The typographic treatment for the brochure series is
classically composed. The sans serif typeface —Interstate —
is clean and modern. A variety of font styles, including
italic and multiple weights, is exploited advantageously
to shape a legible, ordered sequence through each
brochure. The organization of the information relies on
“typographic differences (size, placement, value, texture)
to establish hierarchy,” explains Cheng. In addition, the
typographic treatment fosters consistency without
monotony. Although the cover designs change for each
brochure, the interior descriptive text is consistently
applied throughout the designs.

The effectiveness of the brochure series is demonstrated
by its reception from the client and viewers. “Seattle
Arts & Lectures has had a very positive response to
this ‘rebranding’ and standardization of their materials,”
says Cheng. “"Many of their long-term subscribers

have been specifically quite complimentary about the
change in their materials.” The final design, which is
elegant in its pure, modern simplicity, is a reflection

of the forces of the designer, client, and viewer coming
together successfully.
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because of their visual weight and

the horizontal design of the imagery,
which flows seamlessly into a

field of color.



Seattle Arts & Lectures
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Large, gentle photography draws
attention to the Teachers as Scholars
brochure (left). The photography is
boldly contrasted by the dark field of
color abave it, which isolates a single
quotation. The quotation, setin a
small point size, rests quietly, yet
with a strong voice, in the spacious
rectangle. Type and image are
complementary, providing visual

Impact and meaningful messages.

A colorful pattern of rules creates
horizontal movement across the
spread of the Four Poetry Readings
brochure (right). The directional flow,
which includes a string of photographs,
draws attention to the typography

that falls down the page in a cleanly

composed, flush-left alignment.

LAYOUTWORKBOO K

The Literary Lecture Series brochure
utilizes typographic size, position,

and space to achieve an elegant, fluid
hierarchy of the visual elements. The
title sits boldly in the top-left corner
of the composition. [t draws immediate
attention because of the emptiness
that surrounds it; its isolation creates

activity and prominence.
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The Collaborated Mind is an inventive promotional piece
that functions on two levels: it is a brochure that sequen-
tially unfolds into a double-sided poster. Designed by
James Evelock of Collaborated Inc., the design engages
the viewer because of its intelligent content and visual
presentation. “As a promotional item, the piece needed
to capture attention immediately. | wanted the company
to appear as serious thinkers, yet cool,” explains Evelock.
Through the metaphorical use of the left and right brain,
the design reveals insight into thought processes, as well
as the design methodology of Collaborated Inc. The poster
states, “Design is a whole brain process at Collaborated.
We're using both sides of the mind to develop smart

and original solutions to our clients’ creative problems.”

The Collaborated Mind promotional piece is diagrammatic
in presentation. Visually reflecting the relationship between
art and science, the piece is inspired by “a medical school
human anatomy textbook | found on the street and annual

’

report charts,” notes Evelock. To hone the concept, “l began
thinking about where art and commerce came from, and the
idea of being right or left brain emerged. The idea seemed
like a perfect fit for the company,” states Evelock. “I really
like the idea of pairing graphic design capabilities with a con-
cept not regularly associated with graphic design—science.”
The design integrates charts, illustrations, and typography—
all of which are kept to a minimum. “| felt if | explained

too much about right and left brain activity, the readers
would be turned off thinking it was a scientific direct-mail
[piece],” comments Evelock.

Opening the brochure on the side
COLLABOrATED asking “Are you a righty?” leads the
' viewer through the multifunctional
piece. The recto page contrasts the
differences between the left and
right brain. On the left side, a large
arrow directs the viewer to the
next fold, which opens to a long,
narrow spread addressing female
creative attributes. The presentation
is cleanly composed. White text,
illustrations, and graphic shapes
are centered within the spacious,

black field. Unfold again and find

the male attributes, as well as

the first glance at the poster.



FEMALF chquv
A!.Ilu O l!_xln\?\‘\?

Rr.ld.-'ng Abiliy

J"r.nu'l'gn f.m:_:u.:;..;c‘ Masier,

\r:-'mg “lmg\ Gloh,

profiles
\p[uu.u hw ¢ FCativig, Like Iy

to bhe .Iu)mmu- el er,mmmf



Large letters on a dense, black field provide an initial,
mysterious impression and lead the viewer into the design.
The folded piece presents the questions “Are you a righty?”
or “Are you a lefty?” on opposing sides. From this point
forward, the viewer makes a decision and moves through
the design, learning about the left and right brain. When
completely unfolded, a bright blue poster is revealed that

further explains the function of the piece.

Both intriguing and informative, The Collaborated Mind
brochure and poster is a refreshing approach for a promo-
tional piece. It educates the viewer about the thoughtful
considerations that go into the design process in a cre-
ative presentation. Commenting on the function of posters,
Evelock adds, “| consider the poster to be one of the most
important media within the graphic design field and felt
it would be one of the most attention getting ways to
communicate.” The design supports this statement; it is

_‘ visually strong and teaches the viewer about the science
 cowmpormeo . of the mind, as well as the science of graphic design.

: “I knew The Collaborated Mind poster would work from
the moment | thought of it,” concludes Evelock.
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The Collaborated Mind promotional
plece is conceptually strong and visually

weeeDUY

engaging. Combining simple graphics
and minimal text, the poster is highly Yermr
readable, but scientific in feel. To counter
the text, which discusses the function
of the left and right brain, the layout

of the poster is composed in the cen-
ter of the page. The design simplifies v onvt b
the complex subject of left- and right-
brain activity in an approachable

and clever way.
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Building on a five-year relationship, Concrete worked with the
School of Architecture at Washington University in St. Louis
to develop the Graduate Programs Bulletin. “Initially, | visited
the school and had conversations with many of the faculty
and students,” explains designer Jilly Simons. “l spent a con-
siderable amount of time working with our client developing
concepts and exploring a variety of ways to introduce the
idea of interactivity and ‘making’ into the piece.”

The time spent in the research and information-gathering
phases contributed to a concept “inspired by the school’s
identity, which resonates with the diverse realities of its
multiple locations,” states Simons. Reflecting internation-
ality, the conceptual direction of the design, as well as

its structure, is connected to the cover phrase, Architecture
in the world. Architecture in the making. The bulletin cap-
tures the duality of the phrase by being divided into two
sections. “The two-color ‘hardworking” front matter covers
the information about the school—its curriculum, faculty,
and admissions,” discusses Simons. “In contrast to the
uncoated front section, we introduced five full-color gate-
folds, on a coated sheet, at the back of the piece. This
back section serves as a travelogue through different
international studios and student work.”

The design of the Graduate Programs
Bulletin is rich with details that solidify
the design. On the cover, a thin

white rule connotes the equator and
divides the phrase, Architecture in

the world. Architecture in the making.,
which is the theme of the design.
Circular die cuts fall above or below
the horizontal center and reveal
typography that notes the locations

of the international program.
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The School of Architecture at Washington University
in St Louis cultivates the designer’s identity as

a leader: 3s bath an expressive individial and

a sotially responsible citizen, The School's commit.
ment to the ethical practice of architecture spans
disciphnes, contending cultural theories, and

the range of representational media. The School's
curriculum emphasizes the physicality of design
through regard to site, plrpose, matenal, technigue
and meamng, The School'sidentity resonates

with the diverse realiries of its multiple {ocations:
St Lowis; situated at tha virtual center of the
United States, at the confluence of the Mississipp
and Missoun river ecologies, passessing a nich

Interior spreads demonstrate

the typographic system applied
throughout the design. Quay
Sans is the dominant typeface
featured. It is combined with
Univers to present a contemporary
image. Their application features
subtle changes in color, size,
style, and weight to organize

the content hierarchically.

architectural heritage and a complex urbanity,
and international semesters in Barcelona, Spain,
Buenos Awres, Argentina, Helsink:, Finland,

and Tokyo, Japan-all ¢ities of vibrant architectural
cultures. The diversity of the Faculty, Visiting
Faculty and the student community embodies this
expansive intellectual territory. Intertwined with
the School’s character is the continuous thread of
modernism’s many-faceted, optimisticvision. This
prospectus invites you 1o participate inthe
graduate programs of the School of Architecture
at Washington University in St Lows: architecture
in the making, architecture in the world,

evhool al @ruhitecture
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Both sections of the Graduate Programs Bulletin adhere to an
effective system of organization. A consistent grid, color palette
(blue and yellow), and typographic application are evident.
Variation within the primarily typographic layout, including
the use of color, size, style, and weight, establishes a clear
hierarchy. The sudden appearance of color photography is the
surprise element of the design. It is expansive and brings the
viewer into new architectural environments, while evoking

the global opportunities the program provides.

The Graduate Programs Bulletin is composed with conceptual
strength and aesthetic agility. It presents an intelligent, pro-
fessional image of the School of Architecture and incites the
interest of potential students. “The client reported that the
bulletin was extremely well received by faculty, students, and
prospective students,” concludes Simons. “Although the bul-
letin itself cannot claim full responsibility for the increase in
enrollment inquiries, it can be attributed some of the success.”
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The back matter contains five

gatefolds that highlight the inter-
national graduate studios. The
recto page is purely typographic
and contains insights from archi-
tects of the featured countries.

instance, ot the Intentions in city-making with the For

The facing page is a dynamic,

projects - 1he<e e only possinle due 1o the wisgom o

full-bleed photograph. When the politicans educated by my architect-colleagues, Tho!
gatefold is opened, the spread the city perceive this condition as singuiar and divers
presents drawings and models.

The final pages add intrigue and

contrast with the objectivity of

the front of the bulletin.
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would have killed THE PICTURES.

Cook Design was approached by Racer Communications, Inc.,
to redesign CART magazine and “raise the profile of Champ
Car racing, making it appear more glamorous, exciting, and
closer to Formula One,” explains art director/designer Gary
Cook. The previous image of the magazine was a “very busi-
ness-led look,” adds Cook, which did not accurately portray
the intensity of car racing. The client aspired to invigorate this
ineffective impression with modernity and sophistication to

entice potential advertisers to invest in the sport.

O |

—

"“AND RATCING

CART features expressive photography

that activates its pages and glamorizes

car racing. The viewer feels like they
are a part of the action. The imagery
connotes speed, the sensation also
influences the typography, which
appears to be in motion as it fluidly

runs harizontally across the spread.



To begin the design process, Cook Design experienced the
racing scene firsthand during numerous photo shoots that
defined and inspired the rest of the process. The objective
of the design was to capture the “energy of the shoots,”
states Cook. He wanted the viewer to “feel like someone
walking around the track with an ‘access all areas’ pass.

| felt the design had to be very raw.”

Vivid color and black-and-white photographs (shot by
fashion and specialist car photographers) are the strength
of the design and connote drama, energy, motion, and
speed. The images are rough and smooth, beautiful and
jarring. They capture the allure and attitude of car racing
and add insight into the personalities of the drivers.
Featuring sharp angles and perspective, the photography
creates dimension and dynamism in each spread. In
addition, the structure and organization of the design

is dictated by the photographic imagery. The designer
composes “a minisequence of pages based on the best
pictures,” describes Cook, “to end up with a run of
pages that work in both a visual and informative sense.”

LAYOUTWORKEBDOOK

The contents spread sets the
standard of large-scale photog-
raphy seen throughout the
magazine. The imagery is com-
plemented by straightforward,
minimal typography set to the
right side of the design.

Cook Design reinvented the image

of CART magazine and created

a visual environment that is edgy
and vibrant. The cover introduces
the aesthetic of the design. Vivid
photography is complemented by
clean typography, whereas scale
and perspective are used to achieve

drama, tension, and variety.

profiles



CART is typographically simple, which contrasts with the
active photography and augments the character of the
magazine. Gridnik, the dominant typeface used, has an
industrial look that supports the objective of the design.
Large numbers are applied as graphic shapes that create
divisions of space on the page. The thin, oversized letter-
forms provide structural edges for the arrangement of
body text. The photography and typography work together

— = to shape a flexible grid dependent on the needs of each

i spread. “A conventional, staid grid would have killed the

pictures,” says Cook.

|

‘ ‘ CART is energetic, fresh, and polished and infused with
| a refined design sensibility. “The client was very pleased,

|

and the fans’ message boards were alive for weeks when

IaW SO m e the.magazine CarTTe out,” j':ldds Cook. “I think pe.ople were
g ‘ Ch : .I.Ieln _“' excited by how different it was—people found it very

unexpected.” According to Cook, the only downside of
the design was “the fire ants that populate the Sebring

-

circuit and how much it hurts when you lie on the floor

Champ Car drivers face a range of mountains to congquer. to take a picture then realize they are bltlng your arm.

In the coming pages, past champs Cristiano da Matta and
— -~ — e Juan Pablo Montoya reveal six of the absolute toughest

Interior spreads illuminate the

personalities of the drivers,

bringing their characters to life.
The photagraphy is dynamically
composed to bring the viewer
into the spatial environments.
Large typographic elements,
particularly the headings and
large numbers, add a graphic
texture and informative layer

on top of the imagery.
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A subdued cover, featuring large
embossed numerals, is a quiet
start to the active design that lies
inside. The simple title treatment—
set in Converse DIN —in addition
to the Broadcasting Commission of
Ireland logo, accents the top edge
of the page. The elements define
the margins and establish the
consistent location of headings

throughout the design.

The Broadcasting Commission of Ireland is responsible
for the activities of television and radio services, including
developing standards for programming and advertising,
as well as licensing independent broadcasting services.
Creative Inc. was brought in to design the commission’s
annual review with the objective of communicating their
broad range of services and many achievements through-
out the year. The client also wanted the design to be
visually unigue and dynamic, as well as expressive of
the progressive attitude of the company.

The visual approach toward the annual review was inspired
by design styles of the 1950s, including “the way black-
and-white photography was treated with a wash of color,
as well as the graphic treatment of sound waves,” explains
creative director Mel O'Rourke. With an aesthetic direction
established, Creative Inc. cultivated multiple visual ideas
that would best represent the commission. The concept
driving the piece was “to take key milestones and achieve-
ments from the year, represent these milestones through
photography, and link them with large, graphic sound waves,”
adds O’Rourke. “This created a very visual introduction to
the annual review, which needed few words to communicate
the vast range of activities the [Broadcasting Commission
of Ireland] were involved in.”

>
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CONTENTS

CHAIRMAN'’S STATEMENT
FUNCTIONS OF THE COMMISSION
BOARD MEMBERS & STAFF
LICENSING

COMPLIANCE

TRAINING & DEVELOPMENT
STANDARDS IN BROADCASTING
RESEARCH

IRISH LANGUAGE DEVELOPMENT
CORPORATE SERVICES

TRENDS

OTHER ACTIVITIES

LAYOUTWORKBOO K

In contrast to the cover, the contents
page is bold and dynamic. Large, stable
letterforms, set in Helvetica, clearly
note each section of the annual review.
The change in color between the text
and numerals provides contrast, which

enables easy identification.

Black-and-white photography fills

the spread. The monotone imagery
is also given a wash of color that
provides a rich tone. The visual ele-
ment dominates the page, whereas
typography, set in a pale gray

hue and composed just under the
bottomn edge of the image, takes

a subordinate role.
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The oversized format of the annual review is commanding
and presents a strong image of the company. In addition

to the shape of the page, the soft and contemporary color
palette is also distinctive. Large photography, graphic shapes,
and fields of color provide depth within the compositional
space. The scale of the visual elements is dramatic and
adds variety throughout the design. A three-column grid
divides the page into vertical divisions that accommodate
the placement of the body copy, which is set in Converse
DIN. Changes in type color and weight (from light to medium)
create hierarchy within the primary text. In addition, large
typographic elements, which are set in Helvetica, create a
bold visual impression and clearly communicate messages.
O’Rourke comments, “We knew the kind of image the
[Broadcasting Commission of Ireland] wanted from their
original brief, but it was our intuition that carried us through
when making decisions regarding layout, colors, and style.
We had a gut feeling for what would work.”

The Broadcasting Commission of Ireland annual review
“visually represented their achievements throughout the year
in a clear, easy-to-understand fashion, whereas the fresh,
modern style of the layout, typography, and photography
conveyed their forward-thinking as an organization,” con-
cludes O'Rourke. “The piece was successful for us because
it was a collaboration between us and the client. The client
knew what they wanted and trusted us to deliver their
message. These are the ingredients for the success of

any project of this nature.”
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Additional interior spreads take
advantage of the contemporary
color palette. Full bleeds of the
rich colors provide strong back-
ground fields for the placement
of the textual content. In addition,
the page is divided into three
columns, which provides a flexible
structure that accommodates
body text and callouts in a range

of type sizes.

-
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VISIBLE LANGUAGE 340

Issues 34.1 and 34.2 of the design journal Visible Language
are a special series that focus on the subject matter, “words
in space.” The project was approached as an opportunity

to explore the balance between practical and poetic design
solutions. | was fortunate to be given a great deal of freedom,
which allowed me to design the journals in a way that | felt
best represented the content. The design also explores the
role of typography as a voice that engages the viewer and
leads him or her into the depths of the written word. It is
visually complex and, at times, questions readability but does
not lose it. The layout forces the viewer to interact with the
design to glean its meaning. The journals are challenging
and it does take time to navigate through each article—it's
not intended to be an everyday experience.

To develop the concept, | considered the experience of
reading and its relationship to typography. | wanted to
activate the book space for the reader and illustrate how
type can be presented as true to its meaning as possible.
| value the idea that type is meant to rest silently on

a page. There's an undeniable beauty to this approach.
However, | was making a conscious effort to encourage
the reader to interact with the typographic path laid out
for them. | wanted the reader to not only see and read
the words but feel like the words were talking to them.

The covers for Visible Language
work together to establish the
mood of the journals. Projected
letterforms are manipulated

to create depth and perspective.
The typographic environment

is a reaction to the title of the

series, Words in Space.
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Inspired by the keywords interaction, Words inhabit the pages from

movement, navigation, and spatiality, every direction to enliven lan-

the copyright, title page, and con- guage. Typographic scale, position,
tents spreads introduce the look and and space provide interest and

feel of the design, which features emphasis. The application is bold

expressive typography activating and dramatic and defines the

the compositional space. spirit of both journals.
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The dynamic compositions demand attention. Every edge

is active. Words inhabit space from all directions, including
the gutter. Typographic scale, position, and orientation change
constantly throughout the design. Even with all the activity,
I've not altered the authors’ writing in any way. Every word
appears in its entirety. | don't want to give the impression
that the design was random. Every decision was calculated
and mapped out. Its variety and visual changes reflect

the flexibility of systems and the amount of typographic
play that can come out of a uniform structure. (A simple,
eight-column grid is the foundation of the design.)

Visible Language, Issues 34.1 and 34.2, are exciting layouts.
Typography activates the pages for the viewer. Although
the visual solution may not be appropriate for many design
projects, the journals successfully demonstrate how visual
form must be a direct result of the content. The text of

the journals is about words in space; it deals directly with
spatiality, interaction, movement, and navigation. The design
actively reflects these themes. | see this design as an exper-
iment in what a book or journal can become beyond tradi-
tional applications of type and layout. Overall, | want design
to reflect and reveal content, communicating the visual and

The space we love is unwilling to remain permanently
enclosed. It deploys and appears to move elsewhere
without difficulty; into other times and on different
planes of dream and memory.

GASTON BACHMELARD'
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Words and letters can be

called upon to reflect and respond to their environments, while
simultaneously an envirgnment can be altered by the introduction
of words
and letters.

verbal information in the most appropriate and meaningful
way. If this can happen expressively and challenge typical
design approaches, even better.
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The design driven by content, the
interior spreads are unique. The sans
serif typeface Thesis is used consis-
tently for primary body copy. Each
article also features a second or third
typeface, including Bauer Bodoni
and Trade Gothic, to create individual
identities within the context of the
whole. Intending to enhance com-
prehension, words are intentionally
disrupted —they shift position, turn
upside down, and run off one page

onto the next.
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a ne-;v kind of spatial imagination capable of confronting the
past in a new way and reading its less tangible secrets off the template of
its spatial structures — body, cosmos, city, as all those marked
the more intangible organization of cultural and libidinal

economies and linguistic forms.'

EerEecha VY oy or O} AEII0d 13 A3 I cesee oud e Jailale v
woute 3 Wkl - e ek of e avahmye! chae onas sarveaciy b Terie
AR T T Ichee o FIznm b Balbss i 01 562 21 27 Shabs e M2 PR

by B or paruand W 1am a1 salbin e condec] o Be wdun ararerel.

157 profiles



Jodsy jenuuy 00z peleiodiooul “MV'S

aysuiyaad [ned ‘ApeiB,o Ayaosia uay ‘Apeib,o Ayoosia uual ssaubiisap

JJVdSN1

Annual reports for S.A.W., Incorporated, are important
marketing pieces for Solutions at Work, a company
that creates opportunities for individuals with mental
retardation and developmental disabilities. Enspace,
who had worked previously with S.A.W., was familiar
with the organization and their need to “project a viable
image and the year’'s accomplishments to two different
audiences: businesses and the MRDD (mental retarda-
tion and developmentally disabled) community,” explains
designer Jenn Visocky O'Grady. The challenge was

to conceive a design that appropriately balanced the
corporate requirements of S.A.W. with the unique

and uplifting employee stories.

The Enspace design team worked collaboratively with
S.A.W., with the beginning of their process marked

by inspiration. “The people at S.A.W. are our biggest
inspiration—whether individuals with mental retardation
or developmental disabilities who strive to make pos-
itive changes in their lives, or the folks who create
opportunities for those individuals to thrive in a busi-
ness setting,” discusses O'Grady. With each designer
contributing to design development, the conceptual
direction of the annual report is two-fold: thematic and
visual. “Thematically, the concept was “Cause & Effect™
a play on words that illustrated both the human services
and corporate focuses of S.AW.'s mission,” elaborates
O’'Grady. “Visually, we wanted to produce an annual
that was more booklike, something small that created
a more intimate and memorable viewing experience.”
She adds, “Once you have the concept established,
you can juggle any number of aesthetic options to
deliver the message.”
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he S AW, Incorporated 2002 Annual Report

THIRTY

The configuration of letterforms on
the cover of the annual report unites
the words cause and effect. /ts
proportion mirrors and complements
the shape of the page. In addition,
the covers hues are dominantly cool,
yet effect, in a strong, warm color,

rises to the foreground.

&
F
T

FOUR




C E
S E

FF
B

['he producer of an effect, result, or consequence or Something brought about by a cause or agent; a result
the one, such as a person, event, or condition, that is

responsible for an action or result

Interior spreads are simply composed.
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Color and scale are used consistently
to order the text, which enables
clear navigation through the design.
A bright red hue is also introduced
and effectively draws the eyes toward
the dominant head on the page.

LAYOUTWOREKBODOEK 159 profiles



02 Annue Raport Lansn & Effect

Suivheas K YK, NG

Y4 M

DISCOVER HOW

UNIQUE EXPERIENCES LIKE T HEIRS EFFECT US ALL.
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An atypical interior spread provides
a dramatic visual change from
the conservative approach taken
throughout the piece. The contrast
is appealing, and the spread

breaks the repetitive rhythm of

the design with a bold expression.

The text introduces the employee
spreads that follow with a loud
typographic voice that commands

the attention of the viewer.

p.13

After thorough experimentation, development, and analysis,
the final design is diminutive in format yet spaciously com-
posed to easily access the content, which combines text,
imagery, and information graphics. The goal to produce an
intimate book is achieved “by using a loose chapter system,
dividing the different sections with title pages; adding little
typographic details like chapter headings, the year of the
annual, and page numbers; utilizing a consistent type sys-

tem; and perfect binding the piece,” describes O'Grady.

The combination of a subdued color palette, accented by a
sharp red hue, and classic typography creates links to the cor-
porate environment. Serif and sans serif typefaces (Centennial
and Franklin Gothic) provide consistency throughout the struc-
tured design. O'Grady continues, “Hierarchy was controlled
with size contrast, color contrast (brights with dulls, lights
with darks), and an underlying grid structure that provided
for consistent placement and alignment, to direct the viewer's
eye toward important information.” Photography juxtaposes
textual content and serves as a visual pause that effectively
portrays the diverse personnel of S.A.W.

The S.A.W., Incorporated 2002 Annual Report competently
features yearly accomplishments, while adding a human per-
spective that reveals the underlying strength of the organiza-
tion’s success. Enspace delivered their positive message in
an approachable, thoughtful design.

PERCENTAGE of EXPENSES
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ROBERT

Parma Center
Assembly Worker
4.5 Years

‘BOBBY"

MATT

Dutstanding employees usually possess admirable traits like
punctuality and dependability,

We alsy cite eniployees like Hobert "Bobby™ Mall,

who chavses enrichrient pver subsislence with parnest
cominilment o realiviog his palential. We ara fortunate
tak liivvr seen Tiphby's progress at he Parmi Center sinca
teansition lhere in 1998, Taking greal pride an his
acenmplishments anil stncess at work, the love of s job
is reflectee by Bobhy's positive attitde and exceptional
attendance. We recognize Babby for being a rele modrel
with enthusiasm to try new johs and aetiviting and natural
willingnrss to give it all. The success of our arganization
direetly results from the motivation of emplovees like

1S AW e,

werelebrate addilional atiributes,

like curiosity, passion and [cadership. We genuinely care

about the development of our-employees and their
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Bobby to prow, and the progress that follows.
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Financial spreads feature simple

pie charts and tables. The financial
information is clear and accessible —
an imperative function of an

annual report.
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relationships inthe business commaunity

Spreads dedicated to employees
adhere to a consistent visual system
throughout the design. Personal
information, as well as a brief story,
Juxtaposes a shapshot portrait.

The text on the verso page aligns
on the second spatial interval of
the grid. The consistency allows
the viewer to recognize the ordering

system quickly and efficiently from

page to page.
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When | design, / always put myself in the
place of the reader and think about how

sequence,

A View by Two. Contemporary Jewelry catalogue was
developed in support of a contemporary jewelry exhibition
at the Rhode Island School of Design, Museum of Art.
Cocurator Louis Mueller describes: “l hope this exhibition
provides an opportunity for people to appreciate what goes
into [the artists’] struggles and their creative efforts.” The
catalogue, which was designed by Renate Gokl, features
the diverse work of fourteen international artists. “l was
brought onto the project by the curator of the exhibition,
a former jewelry professor of mine, who trusted that | could
capture the spirit of the work,” explains Gokl. “He had no
specific direction for me but was hoping for something

a bit unusual and nontraditional.”

pacing

The jewelry was the inspiration for the design and directly
affected its development. “"Even though [the jewelry] was
varied in terms of concept, style, materials, and technique,
there was an attention to detail and perfection about the
work,” comments Gokl. The attention to concept, style, and
detail are also evident in the design of the catalogue, which
is progressive in format and typographically sophisticated.
Addressing the conceptual and formal development of the
design, Gokl elaborates, “The concept, one of integration
and formal means, became the way of expressing it. Looking
at all the material (visual and textual), it became clear that
| needed to develop a system that unified the parts instead
of treating them as separate pieces of information. A tradi-
tional catalogue sequence of front matter, essay, artists’
works, biographies, and checklist seemed too disparate.

To challenge that structure, | devised a system whereby the
artists’ plates and bios would group together but would also
be interwoven with the essay/interview of the curator. This
allowed the curator’s perspective and voice to accompany
the viewing of the work.”
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might affect the experience.
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Contrasts between light and bold
type weights, which are elegantly
set in uppercase, create distinction
between the front and back

matter and the artists’ names.

LAYOUTWORKEBODOK

The asymmetric cover design

commands attention through
bold yet minimal typography.
Appropriately spaced capitals
align just above the cap height
of the letterforms beneath

them. Contrasting with the solid,
filled black letters, the words
contemporary jewelry are thinly
outlined in white and suggest the
delicate attention to the pieces

of fewelry presented inside.
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The design is built on a solid grid system that divides the page
into several spatial intervals that flexibly accommodates the
range of content. “A grid structure with several main horizontal
alignments and five vertical columns per page helps reinforce
the hierarchy,” says Gokl. “The size, weight, and position

of type are also keys in establishing dominant, subdominant,
and subordinate relationships. Unifying the size of the images
created a natural parallel between the various artists’ work,
whereas the formal grid structure became a scaffold upon
which positive and negative space defined discrete areas of
information. Also, the minimal use of a hairline rule helped
articulate boundaries and groupings.”

A View by Twa.: Contemporary Jewelry catalogue is thoughtfully
presented with aesthetic skill, while serving the interests of
the artists and jewelry, as well as the viewer. “When | design,
| always put myself in the place of the reader and think about
how sequence, pacing, and pauses might affect the experi-
ence,” adds Gokl. “So, formal decisions are usually tied to
functional issues.” The design is avant-garde. Its form appro-
priately reflects its function; it effectively unifies a broad
range of text and imagery in a dynamic, engaging, and artistic
presentation. The sequence of the typographic presentation
leads the viewer through each page, whereas the visuals of
the jewelry captivate attention.
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BERNMAND SCHONINGEN

Dominant horizontal flowlines
dictate the starting and stopping
points of the visual elements.

The body text and photography
share the dominant top and
bottom alignment points, creating
consistency throughout the design.
Several vertical spatial divisions
allow the widths of the photog-
raphy, as well as the number of
columns, to vary on each spread.
Subordinate flowlines provide
alignment points for biographies,

names, and captions.
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Hammerpress Studio is a letterpress and design studio located
in Kansas City, Missouri. Founded in 1995 by printmaker and
designer Brady Vest, Hammerpress relies on traditional, hand-
crafted printing methods to create a diverse body of engaging
work ranging in scope from postcards to invitations to book
covers. Vest embraces and exploits the vintage art of letter-
press to create tactile and dynamic visual communication
experiences. Although the letterpress is certainly not a new
technology or inventive style, the antiquated aesthetic is a
fresh alternative to offset printing and contemporary design
practice in which many designers and clients rely solely on
advanced technologies to produce visual solutions.

The primary objective of the concert posters is the promotion
of live music performances at a variety of venues, so the
designs must provide immediate impact and accessibility to
quickly send pertinent information to the viewer. Describing
the initiation of the design process, Vest states, “The sources
of reference and inspiration are varied, and usually, each
new poster plays off the previous poster produced, as well
as the anticipation of what we'll do for the next poster. For
example, the Yeah Yeah Yeahs poster, as well as the New
Pornographers poster, draws obvious references from Old
World postage stamp graphics. However, in these pieces,
there are also bits of ornamentation or imagery added that
is a bit more absurd and playful.”

The design process is expressive, often relying on chance
and accidents to create unique, memorable pieces that,
once printed, can never be re-created in the exact same
way. Although the layouts are planned and systematically
approached —which is evident in the strong horizontal and
vertical alignment points on all the posters—the visual
solutions are diverse, unpredictable, and always changing.

“Generally, the design process is 75 percent on the press,”
elaborates Vest. “Many decisions are based entirely on acci-
dents, such as misaligned registrations or even illegibility.
The Rocket from the Crypt poster was actually the third in
a series of three posters. The first poster led directly into
the second poster even though it was an entirely different
concert and date. The type and ornamentation, as well as
the gunfighter images, which were lifted from a collection
of old pulp westerns, shifted and evolved from the first
print run to the final piece. Much of this process was based
on performing subtle shifts in copy, layering the colors, and
allowing the posters to evolve into something interesting.”
Like all design projects, trusting the process is inherent—the
designer is able to anticipate the outcome but is also willing
to flexibly adapt to unexpected changes along the way.

The eclectic Rocket from the Crypt, Yeah Yeah Yeahs, and the
New Pornographers concert posters are captivating. Capturing
an aged aesthetic, each design contrasts old imagery with
serif and sans serif metal and woodblock letterforms. In ordi-
nary design applications, the diverse combinations of type
and image, in addition to the decorative elements including
stars, arrows, and flags, might not be as successful. The rich
union of colors, graphic shapes, and typography, as well as
the handcrafted expression of the letterpress, defines the
posters and makes a lasting impression.

Inspired by Old World postage
stamp graphics, the Yeah Yeah
Yeahs and the New Pornographers
posters command attention with
the iconic imagery. Changes

in the orientation and position

of the letterforms add variety

and interest to the layout, while
further enhancing the eclectic

flavar of the designs.
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Layers of colors, patterns, letterforms,

graphic shapes, and imagery establish

the foreground, middle ground, and
background of the poster. Visual ele-
ments are reprinted to add texture and
dimension, whereas the amount of
ink applied creates transparent effects.
The scale of the dominant cowboy
image in juxtaposition with the Rocket
from the Crypt title treatments creates

a strong focal point amidst the layers.
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30 Gresham Street is a marketing tool for Land Securities,
the largest property developer in the United Kingdom.
Designed by Hat-Trick Design, the objective was to promote
the sale of a prominent building to one tenant. The building,
30 Gresham Street, is located in the financial center of
London, also known as the Square Mile. Because the design
would be distributed to a limited number of potential tenants
(only 500 were produced), high production values were a
component of the design process. “Our intuition told us that
to market a property in an unconventional way would appeal
to the bright-minded audience, [especially] when the property
market is full of off-the-shelf solutions,” comments creative

director David Kimpton.

The beginning of the process was marked by collaboration
among the Hat-Trick Design team. “We have a brainstorm
between all of us to start the design process,” comments
Kimpton. “We will have several of these as we progress

through the initial designs. It is the most effective way of
working for us and produces the best results.” The results
of the brainstorming sessions led to the concept for 30

Gresham Street, which “was to communicate the message

BRAINSTORM

between all of us

using thirty pictures in a purely photographic book, which
would sum up the scheme without the need for words.

[In addition], a thirty-word brochure said it all. We provided
guidebooks, such as 30 /llustrious Neighbours, which help
sell the area. It was also important to create a sense of
theater from the building itself, because a large proportion
of the audience would walk past it.” The dominantly photo-
graphic piece is visually stimulating. Typographic content
is limited yet handled classically in a combination of Helvetica
Neue and Perpetua. 30, set in Helvetica Neue, marks several
elements of the design—it is iconic, branding the address.
“We used the famous address of 30 Gresham Street to take

ownership of 30,” notes Kimpton.
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10 START THE DESIGN PROCESS

Classic serif letterforms, set in Perpetua,
adorn the packaging front of the mar-
keting materials, the uppercase setting
/s sophisticated. The letterforms also
cannote architecture in their solid com-
position. In addition, the 30 is iconic,
embodying the building in its appear-
ance throughout the interior materials.
Blind embaossing furthers the refined

spirit of the design.
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The format of the design is distinctive and thoughtfully
orchestrated. It combines all the materials into one
box, and the shapes of the pieces work together to form
a cohesive whole. “The building being in the Square
Mile led to the inspiration for the format,” adds Kimpton.
“All of the literature fit in a box, which was a square
foot.” When the box is opened, “joint importance was
given to communicating the scheme through thirty
words and thirty photographs. So, the two separate
books were presented side by side on top of each other.”
Under the two primary books lie building specifications
followed by guidebooks, including 30 Points of View
and 30 Minutes Around. The format of the elements

is based on the square.

30 Gresham Street is a refined, sophisticated design
that effectively promotes the property. The piece

is informative and a useful reference tool. It provides
detailed information about the property, as well as the
surrounding area. The unique use of production tech-
niques, including embossing and engraving, are ele-
gant. Kimpton concludes, “30 Gresham Street has set
the standard for property marketing by Land Securities
and positioned them as a leader in their field.”

Photography dominates as the
primary communicative force of

the design. The imagery visually
impacts and appeals to the emotions.
Intimate details of the building, as
well as its surrounding environment,
provide unique views that feature
strong lines and angular elements.
The cropped photography creates
directional movement within

the square compositional fields.




A thirty-word brochure simply
states the message of the piece.
The monumental letterforms com-
mand attention and complement
the contemporary, foil stamped
YOUR H L\I)QU ARTERS S \YITAI 30 that opposes it. The positive
areas also reflect the horizontal
format of the page. Space is
used generously to activate the

design and promote navigation.

The format of the supplemental
pieces, including 30 Points of View,
/s clear and simple in presentation.
Equal margins define the active
space of the page, which is pri-
marily typographic. Contrasted by
full-bleed photography, or color,

the text pages are composed within
a three-column grid. Changes in
typeface, as well as color and

size, establish hierarchy.
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According to their mission statement, “Theater Faction
aims to set itself apart from mainstream theater practice,
using unconventional and experimental methods to push
theater in new directions. We will seek out the young,
intelligent audience that has abandoned theater by crafting
unpredictable performances in dangerous productions.”
Oresteia is the first production by Theater Faction, and

the promotional materials needed to reflect an avant-garde,

AW1ON STATEN 3
T

contemporary attitude, as well as the atypical approach at

taken toward Oresteia. Designer Ethan Trask of Helicopter T“ EATEB FACTION

explains, “Their concept for the play was [to] perform each
section differently by having a different person direct each e m". " ERIR

weib0.i4/19]1S04 B181S81(Q U008 19188l

[of the three] sections.” Initiating the design, which func-

tions as a poster and program, Trask adds, “We wanted wWHY DOES APATHY runso RAMPANT
something different that spoke to a younger audience.” R P Ay

d431d0J113H

Inspired by “avant-garde posters and turn-of-the-century e

newspaper typography,” the Oresteia poster is subjec-
— tive and combines graphic shapes, imagery, and typo-

ORENTE,

tion. Discussing the concept of the piece, Trask states,

I~

©

fE- graphy within rich layers to communicate messages. i

3 The viewer must interact with the design to discern the UPCOMING EVENTS ———————— rutaTs M acTIOn AL Cou
§ meaning weaved inside the dense, typographic composi- AUBIENCE PLAY s gmr

=

)

w

-

“Oresteia is about the loss of innocence of a prince in \ l /. e oo RN
three acts. [Also], layered within the play were a tremen- :
dous amount of pop culture references. Our first idea

.. . I e é:yl l.tﬂll suraeas
was to do an exquisite corpse approach, but that satis- AP REGRE,
fied only the three-act quotient. We wanted to have the P M-
i P . " ; 2 4 . FRACTIONS
idea of a Greek tragedy but in a street graphic way. - : _ .
' R
] g MALS & MACH ' i??‘ e
MUARE PREOPLEY N : ﬁp
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N TODAY’S »

a systematic sanitizing of what the theater But the artistic o

n New York, [s this a more civilized state The theater ha

go to theater and it doesn’t affect us at all? directing, wr

The young, intelligent, hip New Yorkers go to museums, predictable envin

concerts, and art films, but they don't go to the theater. The expected. We b

current theater has nothing to offer them. stell her

v artists who have fatled, not the audience. And that's what tr
been taught by the artist what to expect in the knowledge it

a rway that serves their economic safety your expectatic

It really s a method of exploitation that is the natural byproduct totally unexpectes

of the capitalist approach to the arts. This is commoditication event becomes le-

thastnr whicrh in New Yark hae hacames doch s hins nart of the raflacts our own :



Black-and-white photography provides an evocative
background for the typographic elements. The image
is a strong, central force and leads the eye into the
lively title treatment, Oresteia, which is the composi-
tional focal point. It features display letterforms turned
in perspective, which adds depth and dimension. The
title floats on the page and moves toward the viewer.
“The headline typography came from Las Vegas neon

lights and the idea of wanting to be famous,” notes

Trask. It is flanked hierarchically by secondary typog-

{Play one) 4 . . .
A G &Nllil . 4 raphy, including the subtitle, as well as the theater
s (_‘lx AV
name and performance dates. Red numbers, encircled

directed & EREVERS

with a black stroke, label the three sections of the pro-

duction and provide visual cues that guide the viewer
from the top to the bottom of the composition. The
poster also features multiple typefaces, including Aachen,
Birch, Chevalier, and Mrs Eaves. These typefaces add

contrast, diversity, and texture to the design.

The Oresteia poster for Theater Faction is dynamic and

engaging from a distance, yet informative and revealing

JANUARY 16

~thru~

FEBRIJAHY 01, 2004

o AMERICAN
THEATER JACTORNK
314 wesT seTH sTREET)

- THEATER FAGTION

PRESENTS

up close. Intriguing photography is juxtaposed with dis-
(Play fwo) tinctive typography that composes the title, Oresteia, and
EMOURNERS draws the eye into the design. Upon closer examination,
dirceted & TUVALSEARN the design is full of typographic subtleties that allow the
viewer to navigate through the two-sided composition

and glean its content. It is a unique solution that makes

a strong first impression for a forward-thinking client.

Helicopter conceived the double-sided
Oresteia poster and program in the
innovative spirit of Theater Faction with
intelligence and functionality. The hier-
archically strong composition provides
layers of content that are accessible
and intriguing. The viewer must interact
with the design to discover its graceful

details, which includes the harmonious

{ Play three)

EUMENIDES
ivected 6 VEVINNENBIRY

integration of multiple typefaces.

l'}'\\v
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The American Institute of Graphic Arts (AIGA) Boom
exhibition poster and booklet is the marketing package
and awards annual for the North and South Carolina
AIGA chapters. Hendersonbromsteadartco. continued
the tradition (a previously used theme) and set out

to create a meaningful, original design. “We chose to
concentrate on the irony of the name and how it per-
tained to the bust economy as well as to the general
climate of fear following in the wake of 9/11, explains
art director Hayes Henderson. “Second, we merged
this with the idea that, no matter the situation, cre-
ativity has to happen and that it can come forward
even more powerfully in desperate times.” The latter
comment reflects the design concept that ignited

the visual style of the pieces.

The Boom exhibition poster and booklet are the results
of a flexible process from start to finish. Finessing the
concept along the way, Henderson details the approach:
“After creating the illustration of the figure for the poster
and mailer, Billy Hackley (senior designer and concept
guy on the project) and | knew we wanted to keep the
piece appropriately spontaneous to match the quality

of his illustration. He then looked at typography that had
a similar hand-drawn feel. This developed from the initial
sketch phase (the thumbnail sketches prior to going to
the computer). Billy’s initial comps had a fun, offbeat feel,
yet they were familiar to industry people in the way they
resembled thumbnail noodlings. [It was] an unusual look
for an awards annual but strangely complementary to the
formal presentation of the work. As well, the illustrations
of the judges and other renderings were created as doo-
dles but ended up becoming the actual artwork used.”

The Boom exhibition poster is

an energetic display of illustration
and hand-drawn letterforms. Both
elements explode on the surface
of the page and extend off its
edges, yet the textural quality

emits a painterly expression.



The cover of the Boom exhibition

booklet is an extension of the poster.

The illustrative Boom moves up the
page, increasing in size as it rises
off the top. Combined with a gen-
erous amount of white space, the
unconventional lettering is capti-
vating and provides the impetus

to look inside.
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The inside front cover and title page
spread provide dramatic visual contrast.
Large black-and-white fields fill the
composition. On the left side, a short
statement, Interpretation Changes,
runs across the page and extends to
the inside back cover. Boom, in com-
parison to its application on the poster
and cover, Iis diminutive, quietly sitting

along the edge of the recto page.
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Hendersonbromsteadartco. wanted to emphasize the winning
design work in the Boom exhibition booklet. “From a layout
standpoint,” discusses Henderson, “we were inspired by recent
design annuals that we felt had traded off proper representation
of award-winning work for the designers’ interest in turning the
annual into a purely personal design opportunity.” The oversized
format is the perfect foundation of the booklet. It provides an
open canvas for the spacious display of work. The limited number
of examples on each page is advantageous because the viewer
can carefully examine each piece. Scale accentuates the details.

CNOr g rnerics The Boom exhibition booklet and poster feature compositional

space, scale, and handcraft (illustration and typography) as their

. dominant characteristics. The well-planned design is loose and
E improvisational, yet its quirkiness leaves a lasting impression.

A typical interior spread demonstrates ,,' (D) ] ] [ " (1] & i | { Using varying type sizes, color, and
a clean, open composition. The visual |' I ‘ = i |/ =0 unique, hand-drawn characters, the
emphasis is given to the winning design = I lettering hierarchically notes headings,
work, which is presented simply in the ) subheadings, and credit information
center of the page. without diverting attention away from
the featured work. Changing on each
spread, the hand-drawn text is full

Blho ok B Lovak of variety, from scribbled to outlined
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The judges’ spread features a

clever combination of illustration
and photography. The imagery,
framed within squares, is extended
beyond its edges through the addi-
tion of iflustrations that complete

each picture.

profiles




pien Buijaain pue uonelaul seis ey

1i0H B 130H

120y anbiuoian saubiisap

THAT ARE

YOU WILL

SEE

The Skies is a self-promotional piece that functions as an

invitation and a greeting card for the design firm Hoet & Hoet.

The dual purpose of The Skies was to send best wishes to
clients while also inviting them to a festive celebration. The
cards demonstrate an unusual format for an invitation and
greeting card, which adds immediate interest to the design
because it is an unexpected solution. The development of
the piece was inspired by “beauty all around us. It was very
important to show what we see each day,” explains designer
Véronique Hoet. “The sky surrounds us. If you turn 360
degrees, you see a different view or image of beauty with
each step.” The visual metaphor of the sky also commu-

nicates the hope for a prosperous future.

The imagery is evocative and carries the message of the
design. The photography captures multiple views of the
skies seen throughout the day—a total of fifty-five cards
comprise The Skies. Each individual card provides a pic-
turesque view, whereas the combination of vantage points
demonstrates a range of perspectives from the solid blue
sky to the setting sun. The viewer is able to see everything
at once, creating a unique, memorable experience. “We
forget to pay attention to the richness of the beauty

’

around us sometimes,” notes Hoet.

WOWEF

SIMPLE AND BEAUTIFUL.

TH

Typography is minimally composed on only six cards. The
greeting reads, Hoet & Hoet wishes you a clear, serene,
shiny, pure, and blue 2004 and invites you under its bright
new sky. The text communicates the spirit of the cards,
while directing attention toward the dominant photography.
In addition, the cards are bound with a custom-made
elastic band that wraps around the cards. The fluorescent
color is bright and eye-catching and incites curiosity to see
what it binds. The cards are also backed by bright colors
that contain the Hoet & Hoet logo. The repetitive color and
logo treatment unifies the cards as a set. In contrast, the
backs of the cards are always changing to provide new dis-
coveries with every interaction. “Each time and moment
is different. It changes. It is never the same. It is always
unique,” comments Hoet.

The Skies demands interaction to experience their beauty.
The cards are a constant reminder of the rich, visual environ-
ment. They surpass their practical function as an invitation
and greeting card to provide a lasting impression. The
positive design inspires the viewer to “go outside. Have

a look. You will see wonderful things that are simple

and beautiful,” concludes Hoet.

Simply composed, the invitation/
greeting card features photography
as its driving force. It provides
visual impact while delivering the
message that beauty surrounds

us from all vantage points. A white

border frames each image and
provides a distinctive edge for
viewing. Each image is a snapshot

that captures beauty and time.
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The cover of the brochure is divided

by a horizontal flowline that creates an
alignment point along which imagery
and typography rise and fall—it is the

focused, active area of the design.

Geographics, a printer located in the southeastern United
States, approached the Jones Group to conceptualize and
design a promotional brochure that would feature their
new ten-color press—one of only seventeen in the United
States. “Their goal was to capture more business from the
design and advertising agency community,” explains art
director Vicky Jones. “They wanted to position the press
in a way that would dazzle designers.” Inspired by the
technology of the press, the Jones Group was determined
to visually present the press’s diverse range of capabilities
to a broad group of designers. “The concept behind the
brochure was to show how Geographics’ new technology
sets them apart in the printing business and how these
advancements can directly increase the quality of work
the designers create,” comments Jones. “This concept
shines in both the execution of the copy and graphics.”

The visualization process of the brochure was led by
strong writing, which outlines the theme of the design—
The Geographics Difference—and clearly articulates
the functions and benefits of the ten-color press. Jones
elaborates, “Our goal from a design perspective was

to find imagery that would capitalize on all the benefits
we defined [in the writing]. The basic command Show
you how... was applied in a way that outlined how the
Geographics printing process helps designers set their
work apart from the rest.” Antique imagery ranging
from fishing lures to skeleton keys to clocks was used.
"Every image utilizes functions of the press that are
unigue to ten-color printing and not achievable by

most presses,” says Jones.
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show you are on the money

Composed within rectangular and
square carriers, large photography
s featured in the interior spreads
of the braochure. Serif typography
/s set into three levels of impor-
tance: headings, subheadings, and
body text. Its position is activated
by the edges of the photography
and linear elements. Structured
lines direct the eye through the

compositional space.

LAYOUTWORKBOO K

show how you show up less

Photography dominates the brochure design and effectively
features the capabilities of the press. It fills single pages,
as well as full spreads, with each image demonstrating dif-
ferent printing techniques. The prominent imagery is com-
plemented by a range of subordinate visual elements that
creates a rich background of details that are noticeable
upon close examination. Subtle linear elements run across
the surface of the page, whereas tiny numerals knock out
of the photography. Fields of colors, as well as small bars,
accent several spreads and contrast with the bright white
paper. Controlled typographic elements interact with the
active graphic shapes, linear elements, and photography.
Crop marks accent the text and simply mark the locations
of headings or body copy.

The Show Your True Colors brochure effectively exploits
the unlimited printing options available when using a
ten-color press. The combination of strong, minimal copy
and bold imagery clearly communicates the value and
proficiency of the press. The language is focused, and the
design commands attention. “The design was so effective
that the brochure was reprinted a second time for client
use,” concludes Jones. “The Geographics sales team has
come to rely on this piece to open new doors.”
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The design of concert posters encourages unlimited visual
expression. Intuition and creative freedom are inherent to the
design process. The results are emotive and engaging, inter-
pretive and unusual. The aesthetic of the posters crosses
the boundary between design and fine art. Yet, like all forms
of visual communication, the purpose of concert posters

is the delivery of information. They advertise and promote
the music scene, announcing events, locations, and times.
Their function is useless if they do not impress and inform
the pedestrian viewer.

The design process for Songs: Ohia began with an understanding
of the client’'s needs. “In this particular case, | had worked

e & o
s & @

with the artist and label enough to have a good idea of what

=

they wanted,” explains Kangaroo Press designer Ryan Nole.
“On this particular occasion, | was asked to make a long, skinny
poster, half the size of my normal show posters, and to print

.- &

the posters two-up on the same stock that we are accustomed
to using.” The shape of the page is a challenge; there is limited

e & & »

compositional space to create a memorable design. “Because
of the long, skinny format,” adds Nole, “l knew it was going
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to be hard to get a good balance between type and image.”

The inspiration for the design comes from “listening to the
band for which | am creating a poster. If | don't like their music,
chances are I'm not going to have an easy time designing.

In turn, if I'm working for a band that | love, the poster seems
to design itself,” describes Nole. The next step of the process
led Nole to refer to his collection of imagery. “Whenever |
see an interesting image in an old magazine or book, | cut it
out and store it in a cigar box,” discusses Nole. “| started this
design with an image of an owl that | had saved with Songs:
Ohia in mind. The image was an old German trademark that
really stuck out to me.”

The screenprinting process of
the Songs: Ohia poster features

black, white, and red inks printed

on gray stock. The technique
is rough and textural, which adds

with the IMPDSS!BLE SHAPES | [t

the designer makes use of an
B B B B B R B MR R B b S e e i

MARCH 24th { VERTIGO } Show Starts at 3 PM

unusual page size by successtully
complementing its shape through

the vertical movement of the

DESIGNED % PRINTED BY RYAN NOLE AT KANGAROD PRESS

visual elements, such as rain-

drops falling down the page.
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As the dominant element of the design, the owl is the focal
point that draws the viewer into the composition. In support,
a large rain cloud marks the top of the page. Raindrops fall
downward onto a red umbrella, which adds a punch of color
without taking attention away from the owl and its typographic
perch. The vertical movement of the rain complements the
shape of the page and leads the eye toward the bottom of the
composition. White sans serif letters sit boldly within a black
field that grounds the owl and contrasts the cloud. The band
name, Songs: Ohia, is hierarchically strong and immediately
accessible. Additional content falls below the name in a i ’

FI'M WORKING FOR
a band that | love,

the poster seems to design itself ..

The Songs.: Ohia concert poster presents a fresh approach
toward design that is loose and instinctual. It is a reminder
that design is full of expressive opportunities.

TIX 210 IM ARVANCE
AVATLARLE AT LUNA MUSTC

Additional concert posters feature

display typography in combination

with unusual imagery. The richly

colored pieces are actively composed

to lead the eye around the page.
The band names, The Sea and Cake,
Enon, and Bright Evyes, are the focal
points. Their settings are integrated
into hand-drawn and found illus-
trations, which add character to

the designs. Each paoster is distinct

from the next, yet similar in their

immediate visual appeal.
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[UN] DAILY BUSINESS

The cover designs allude to the visual
system of the interior. Acting as the
dominant focal point, a vertical banner
of KearneyRocholl logos intentionally
interrupts soft, alluring photography.
The title of each piece, Daily Business
and [Un] Daily Business, is quietly
positioned in the bottom-right corner
and takes on a subordinate role to

the agency name.

The promotional books for KearneyRocholl, Daily Business
and [Un] Daily Business, present a comprehensive, intelli-
gent impression of the communications agency. The design
process began by determining the best method of com-
municating four elements: brand theory, the agency port-
folio, founder interviews, and humor. The brand theory text
explains the importance of branding. The portfolio section
presents the work of the agency and shares examples of
their diverse capabilities. An interview provides insight into
Jesse Kearney and Frank Rocholl, founders of KearneyRocholl,
creating a personal connection with the viewer. Humor
communicates an additional perspective of the agency. It
is most evident in Daily Business, which presents an unusual
approach toward a fabricated case study. [Un] Daily Business
features the theory component, as well as the portfolio of
work and interviews. “All in all, our approach was to show
different facets of KearneyRocholl in clever, portioned

parts,” explains designer Frank Rocholl.

The conceptual approach toward the KearneyRocholl
promotional books is motivated by the desire to cultivate

’

a “new, unorthodox agency profile,” notes Rocholl. As

a result, the theme of Design Seen through Art Glasses
was conceived. With this direction, “design was seen
through an ‘art’ perspective. [The design] features funny,
self-tinkered objects like Duchamp’s readymades. Our logo
is applied as some sort of Andy Warhol Campbell Soup
assembly. A template font is used that gives [the pieces]
a nondesigned charm. Sticky-tape-inspired layers run over
pictures and personal statements,” comments Rocholl.
The design successfully combines all the divergent ele-
ments into cohesive books. Both pieces employ the same
format and compositional structure, yet are differentiated
by their content. Dominant typography, set in Nuri and
Nuri Template (designed by Rocholl), consistently falls
from the top margins. The amount of text is limited, which
increases the ease of reading and allows for a generous
amount of white space on the page. The typographic
pages are juxtaposed with photography, graphic shapes,
and type as texture, which adds dimension and interest.



HERE:

SOME OF KEARNEY AND ROCHOLL'S VIEWS
ON .~ NOVELTY, THE DAY AFTER TOMOR -
ROW, IMAGES, BRANDS, BESTSELLERS,
INITIATIVES AND THREESIXTYNOW (?)

PLUS:

AN INTERVIEW, SOME FAVORITE ITEMS
AND MANY SAMPLES OF OUR WORK FOR
WELL-KNOWN COMPANIES.

THE DAY AFTER TOMUORROW WILL NOT BE
MUCH DIFFERENT FROM TODAY . EVERY
THING WILL REMAIN THE SAMI EXCEP
FOR TS APPEARANCE IN A MORE ACTUAL

BUT THERE I5 OME T

AVDIDED IN YOUR §

_~ KEARNEYROCHOLL IS A COM _
MUNICATIONS AGENCY WITH A MARKED Interior spreads demonstrate

COMPETENCE FOR DESIGN, a consistent application of visual

lariEnts, elidig B headl
IN OUR WORK WE SET NO ARTIFICIAL BOUND- EICIRRTY, laElRng G nEbalaE

ARIES BETWEEN PUBLICITY, DESIGN, NEW text that anchors the page. The
MEDIA AND COMMUNICATIONS DESIGN FOR photography, which is encased
FAIRS

in dynamic graphic shapes, adds
dimension. In addition, strings

of typography are used as textural
elements. They are placed in the
color fields and on top of the

imagery to create surface depth.

/ [ aad o e e A
e Biivne ol Lufmarma, Topsta furope, Gl (g, S g Bims

et et | Davdes - Crwyades |
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A portfolio spread unfolds to present
numerous visual examples—the diver-
sity and skills of KearneyRocholl are
evident. The combination of exciting
work with the strong text woven
throughout the designs sends a
powerful message. The strength

of the books lies in the interaction

of words and pictures.

The promotional books for KearneyRocholl, Daily Business and
[Un] Daily Business, effectively present the agency’s mission
and range of work, while also alluding to their personality. The
design is accessible and compact, yet rich with content that
is visually and verbally balanced. The books provide an oppor-
tunity for KearneyRocholl to redefine their agency and elevate
their image in a smart, original way. Rocholl concludes, “We
think it's always good for personal growth to torture yourself
and find new ground, themes, and forms. Life is too short

to be a copycat. It's interesting what happens if you have to
find design solutions in an unfamiliar visual style. Anything

goes these days, so let's push it.”
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HERE:
SOME INFORMATION ON KEARMEY AND
ROCHOLL, SEVEN “FAVORITE ITEMS"

The opening spread of the interview
section adapts the visual system and

introduces a two-column structure

PLUS: used for the placement of body copy.

o AN INTERVIEW 0N UNATTACHED IDEAS, Although the spread is textually
{.H. i_)"\ 1 l‘.”ic‘ I E i.’"\h‘! H‘.(.”‘ai‘ﬂ E IJ' i,J] EJI_ [‘1 E‘F} hea]/y compared to the Ol‘herS, itis
AND ON KEARNEYROCHOLL AS A BRAND.

not visually overwhelming. Ample
column intervals, as well as spaces
between paragraphs, lighten the

Impression of the text.

THRE!

CONCLUSIONS —~

Spreads from Daily Business introduce
humor. KearneyRocholl presents a mock
case study about the value of branding
and communication. Although the
visual system and layout is the same

in both books, stylized props (designed

KEARNEY ROCHOLL

by Rocholl), including The Advertising
HELP DESK

Superhero, distinguish the books and
RECODING BRANDS provide significant visual contrast to
CREATING IMAGES ,
CREATING IDENTITY the abstract photography and portfolio

2417 of [Un] Daily Business.
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The packaging design for The Observatory’s debut CD,
Time of Rebirth, captures their image and sound in print.
The members of The Observatory assembled after leaving
previous bands. As the album title suggests, designer
Roy Poh comments, “they’ve left the past behind to come
together to be reborn again.” Briefed by The Observatory

to design a “distinctive” package within a limited budget,
Kinetic used the title, Time of Rebirth, as the conceptual
foundation for the design. At the beginning of the design
process, “idea is always the king,” says Poh.

Focusing on the theme of rebirth, the result of Kinetic's
conceptualization process is the visual metaphor of a diary.
Kinetic asked the singer of the band to scribble notes, lyrics,
and drawings on paper to “provide an authentic look and

buibexoeq o ‘Yyriigay 1o swl] ‘AroreasasqQ ayf

feel” of a personal journal. With the exception of the serif
typeface set on the cover of the booklet to mimic an old-

fashioned diary, the typographic treatment used consistently

JH0dVINIS JILANIMN

throughout the design is handwritten letterforms.

The torn, weathered pages of

the album booklet are visually

AN

Ja P expressive. They are emotional

w and raw. The physicality of the
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f’f'ﬁ,: design Is given a personal touch

‘ _:_:'"i-' through the use of handwritten
letterforms that list potential
s band names on the title page.

A unique typographic approach,
| ‘ the alternative lettering style

is used throughout the design.
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The packaging design for The

Observatory’s Time of Rebirth
creates a link between the viewer
and the band. Through the visual
metaphor of a diary, the viewer
Is a voyeur to the album-recording
process. Kinetic creates a fitting
and interesting package that

/s distinctive in its handmade,

intimate quality.

LAYOUTWORKBOO K

The lettering “completes the personal, honest touch,” explains
Poh. The handwritten letterforms are imperfect, messy, and
rough. As is standard in typographic application, weight is
used to create emphasis. The scrawled words are written repet-
itively on top of each other to achieve a darker text color to
define importance. An alternative to formal typography, the
handwritten letterforms bring a human factor into the design.

The tactile and tattered quality of the design is linked to

the theme of rebirth and blends successfully with the gritty
lettering. The torn pages of the booklet represent letting go
of the past to embark on a new life chapter for each band
member. The gray board and wood-free paper used for the
cover and interior pages are thoughtfully considered. The
stock will “age gracefully and provide a richly textured feel,”
adds Poh. The tactility of the album packaging is enhanced
through the addition of paperclips that hold black-and-white
snapshots of the band in the recording studio. Like a diary,
the images are moments captured in time. Seemingly askew,
the photographs do not interfere with the text. The designers
have composed the images to keep all the lyrics accessible.
The photographs, as well as the line drawings, contrast
with the letterforms and provide visual impact and further

materiality to the design.
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The final spread of the packaging
design for The Observatory’s Time
of Rebirth /s a fitting conclusion

to the piece. Contrasting earlier
spreads, the handwritten letter-
forms are cleanly presented without
additional notations and scribbles.
The track listing is accessible

and informative.
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The Opera Lyra Ottawa brochure

is wrapped in a black sheet that
opens into a typographically ornate
poster. The treatment s dynamic—
large letterforms interact and create
a rich texture. In contrast to this
bold expression, the minimal cover
is traditionally set in a centered
arrangement. A subtly tinted 20
sits behind the title, and supple-
mentary typography falls to the
bottom, a red subtitle accents

the top of the page.

The Opera Lyra Ottawa brochure is an elegant presentation
celebrating the company’s twentieth season. Designed by
Kolégram, the piece successfully captures the sophisticated,
yet playful, character of the opera. The design is classically
composed with a hint of novelty. The contrast of tradition
and modernity is thematically woven throughout the design
to support the directive of the piece, which “was to create
a season brochure that would attract not only the exist-

ing opera crowd but also the young, hip crowd,” states
designer Gontran Blais.

The conceptually driven design features refined typography
and unusual imagery. “l wanted to create a look that would
stand out from the rest for the company’s twentieth season,”
explains Blais. "l also did not want to use pictures of people.
Instead, | used two-dollar plastic dolls to illustrate the two
major operas [Madama Butterfly and Les Contes d’Hoffmann].
| thought that the mixture between fancy and contemporary
would be a good balance. Basically, my concept was mixing
old with new, creating something accessible to all.”

The dominant content, Madama Butterfly and Les Contes
d’Hoffmann, dictates the construction of the brochure’s
interior. Kolégram fashions a gatefold that calls attention

to the operas and adds an element of surprise. “The two
major operas were the most important information in the
brochure,” discusses Blais. “They had to be the main event.
| placed them in the middle of the brochure and worked
around them.” The inner page unfolds to reveal bright colors,
quirky dolls, and a pair of smaller brochures lightly glued
to the main page. The colors and dolls identify each opera,
whereas the attached pieces provide an intimate focus.
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Interior spreads are symmetrically
composed to achieve balance.
Ornamented, colorful pages add
visual contrast to the fixed columns
of centered and justified text on
MAINSTAGI : ’ e the facing pages. A twa-column
LANDES PRODUCTIONS structure is imposed to accom-
oo modate the bilingual requirement

of the design.
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The Opera Lyra Ottawa brochure is creatively packaged

for mailing. An exterior wrapping that opens into a poster
envelops the piece. Solid black on the exterior, the poster
unfolds to expose a beautiful typographic texture that pro-
vides an expressive backdrop for the brochure. The piece
is symmetrically composed along a central axis that is
introduced on the cover. A dominant two-column struc-
ture, which features justified body text and centered supple-
mentary copy, supports the brochure’s bilingual content.
Changes in type color and size in headings, subheadings,

and callouts provide hierarchy.

Solidly composed, designer Gontran Blais of Kolégram

transforms the Opera Lyra Ottawa brochure into a cos-

mopolitan design that integrates multiple levels of infor-
o= mation into an interactive layout. Drama and wonderment

begin as soon as the viewer unwraps the brochure and

moves through it to see what unfolds.
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The middle spread of the brochure
features a gatefold that opens to
highlight Madama Butterfly and Les
Contes d'Hoffmann. Presenting curi-
ous imagery of plastic dolls stylized
for each opera, the pages also con-
tain smaller brochures that provide
overviews of the main attractions.
The gatefold is an unexpected, tac-
tile gem that explodes with bright

colors and original imagery.
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The Come Forward: Emerging Art in Texas catalogue and
exhibition celebrates Texas artists “whose work is young
but shows a conviction, clarity, and ambition that defy
geographic borders, whose work history lies not behind but
before them,” describes John R. Lane, Dallas Museum of
Art's Eugene McDermott Director. The exhibition catalogue,
designed by Sibylle Hagmann of Kontour Design, features
the artwork of a new generation of contemporary, forward-
thinking artists, as well as accompanying essays by rising
Texan writers. The catalogue verbally and visually presents
a broad scope of creative innovation. For the design of the
exhibition catalogue, the Dallas Art Museum “requested

a fresh, young-looking, and, to a certain degree, experimental
design—characteristics that are rather unusual for a Dallas
Museum of Art publication,” explains Hagmann. “Normally,
the design of their books is conservative.”

The cover sets the tone of the interior.
The imagery is composed in vertical
rectangles, which indicates the flexible
grid used throughout the design. The
typography adopts a subordinate role
on the cover, whereas the introduction
of unique typefaces adds character

to the progressive design.

merging Art in Texa

Suranne Wesver

Lane Nelyen

hadanINTEREST

N making the book
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The diverse presentation of artists and writers is the driving
force of Come Forward. “One of the goals was to present each
artist’'s work appropriately and, at the same time, establish
a visual consistency throughout the book,” states Hagmann.
“l had an interest in making the book as lively as possible.”
The catalogue is structurally composed, yet adaptable, to
accommodate compositional expression and variety. Its hori-
zontal format is divided into a number of spatial intervals
to support generous amounts of text, which varies from
limited front and back matter to extensive essays to artists’
descriptions (the most expressive typographic spreads).
The spatial intervals also provide edges for artwork and
fields of color that “harmonize with the widths of the text
columns and sometimes don't—to create a more livelier
stage,” describes Hagmann.

S/

LAYOUTWORKBOG® K

“The established layout, grid structure, and subentities allowed

for great flexibility in terms of how text and images can be
arranged. | was concerned with establishing an overall skeleton
structure that had enough flexibility to keep a certain order
and, at the same time, allow things to be placed where, intu-
itionally, they felt best.” In addition, the long, wide pages pro-
vide ample room for artwork featured in small and large sizes
throughout the catalogue. An effective use of white space
allows for ease of reading and viewing of artwork. It also
directs the eye toward important areas within the layout.

vely

as possible.

195

L]
Emerging Art in Texas

The inside front cover spread
presents the consistent visual ele-
ments used throughout the design.
Full-color imagery dominates.
Subdued colors create rectangular
fields, and linear elements out-
line and reinforce the grid. White
space is used generously and
provides an open environment
that draws attention toward

the title treatment.
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The Come Forward: Emerging Art in Texas exhibition catalogue
combines structure with poetic expression. The design is cal-
culated and organized, yet also relies on the strength of the
designer’s intuitive sense to elevate its final presentation. “To
a certain degree, part of a design process and visual solution
is based on intuition,” adds Hagmann. “Perhaps as a designer’s
experience grows, intuition becomes more and more part

of the overall approach to establish the characteristics of a
visual piece.” Like the artwork and essays, the design of Come
Forward is equally contemporary and forward-thinking, and,
like the artists and writers, it is conceived and composed

by an emerging designer.
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Display typefaces are used throughout
the catalogue and are especially apparent
in the artists’ spreads. They establish
the attitude of the design and reinforce
the contemporaneity of the exhibition,
as well as the forward-thinking nature
of the artwork. Typography is both
conservative and expressive, it actively
turns on its side, changes scale, and

fills the page, yet works within the

defined structure.



Long, horizontal spreads accommodate
large amounts of body copy. The grid
provides strong edges for the placement
of justified columns, which are nicely
composed because the relationship of
type size and column widths is considered.
Fields of color are used as background
elements that change in width to contrast

with the shape of the columns.
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Lichtwitz was approached by Neubau Gastronomie
GesmbH to develop a logo and flyer series promoting
the Vienna music club, Europa, Hinterzimmer. To initiate
the project, “we usually try to start an efficient design
process with conceptual and strategic considerations,”
explains designer Stefanie Lichtwitz. The design was

influenced by a limited budget, as well as time restraints.

“Flyers often must be produced on very short notice,”
states Lichtwitz. In addition, Lichtwitz would not be

the sole designers for the flyer series. A logical, visual
system needed to be established that would foster brand
recognition and usability by different designers and
nondesigners. “Some [events] are organized by external
organizers who work with third-party designers of their
own choice. If so, the club should be easily recognizable
in each flyer, even when a completely different visual
language is being used,” notes Lichtwitz.

The visual direction of the Europa, Hinterzimmer logo
and flyer series is inspired by the architectural details
of the club, as well as “the lively, creative music and
DJ scene.” The circular logo “evokes [the shape of]

a keyhole, because the name of the club, Hinterzimmer,
literally means ‘back room,’” adds Lichtwitz. The flyer
series is shaped like a cassette tape. It is characterized
by rounded corners, which soften the edges and relate
to the shape of the logo. "We took the typical mix-tape
produced by DJs as an analogy. They often come in
packaging that is handcrafted in a personal and artistic
way with the typical format of a cassette box [being]
the only constant,” says Lichtwitz. To standardize the
flyer series, the logo is die cut into each piece. It is the
focus of the flyers, a consistent brand identified with
all club events. Although the logo size remains the
same, its position changes on each card, which provides
flexibility in the application of the visual elements.

The logo and rounded corners, which remain constant
elements, “built the framework for all the flyers,” comments
Lichtwitz. A flexible system “focused on a small set of fixed
components” allowed others to work easily with the format.
Lichtwitz elaborates, “We did not want to come up with
too many rules [and] restrict third-party designers in their
contributions.” The changing styles of the flyers are dynamic,
experimental, and interesting. “Some flyers are designed

in our office and offset-printed in large quantities. Others
are based on preproduced blanks that were customized

by hand with stickers, rubber stamps, tags, stitching, or
hand drawings by DJs or organizers,” discusses Lichtwitz.
“It was amazing to see the diversity of ideas and designs
that these external ‘design amateurs’ came up with.”

The Europa, Hinterzimmer logo and flyer series is fresh
and innovative. It allows designers and nondesigners to
create and share visual ideas. “The variety of flyer designs
reflects the inventiveness and agility of the Viennese
music scene well,” concludes Lichtwitz. “We learned

that many customers have started to collect the flyers.”




The consistent shape, as well as
the die cut logo, defines the visual
system for the flyer series. Fach
fliver is unique and customizable,
demonstrating a range of designs
that incorporate abstract photog-
raphy and texture. The range of
examples Is varied, yet they remain
connected because of the visual

markers that tie them together.

vy
"’rrn,_

Additional handcrafted flyers feature
the diversity of solutions available.
They also serve as inspiration for
club organizers to design their own
flyers in the future. By keeping the
visual system flexible, creative and

expressive compaositions dominate.
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Classic Graphics, a printer located in the southeastern
United States, initiated a poster project with a number
of regional firms. The content of the posters was to be
determined by the participating designers; each firm
became their own client. The opportunities for commu-
nication and visual expression were endless. Seeking
inspiration in their “own backyard,” Mitre Design chose
to maintain and cultivate local ties within their community
“to help others understand that everyone plays a vital
role in building a healthy, well-rounded "hometown’ by
supporting the areas that form the unique fabric and
culture of our local community—music, theater, art,
and trade,” explains creative director and designer Troy
Tyner. The initiative developed by Mitre Design, Make

a Scene, is “a citizen call-to-action.”

The eclectic design of the poster
is magnetic. Comprising four
pieces, the poster is cohesive and
demonstrates diverse compositional
solutions. A range of typographic
treatments includes hand lettering
contrasted with computer type.
The surface textures are rough
and smooth, the colors are bright
and subdued. In addition to its
visual impact, the function of

the design ignites a call-to-action —
it is a positive campaign that

builds the local community.

To reflect the areas of music, theater, art, and trade
within one design, the poster was divided into four
smaller pieces. Each quadrant focuses on one of the
cultural areas. “The process was one of total collaboration
by our designers,” states Tyner. “Everyone worked inde-
pendently to contribute ideas before we all came to agree
on the best direction. Each designer had a specific view
and emotional connection to what we were addressing.”
With the concept and format established, the designers
sought visual inspiration. Tyner discusses, “Stylistically,
our inspiration was drawn from many areas. Each mini-
poster needed to speak in the visual vernacular specific
to the cultural venue used to communicate the message
(that is, music, theater, art, trade). So, our sources of
inspiration were found in posters, bills, flyers, and so
on, from similar venues —both historic and more current
examples. The challenge was to create a look that was
an immediate read without directly cribbing a style—

or designing a cliché.”

200



FACH POSTER

THE ME
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The design of the poster is diverse, with its visual elements
ranging from rough textures and hand lettering to ornate
patterns and computer-generated typography. The color
palette is equally diverse yet balanced, which prevents any
of the four pieces from dominating the others. (Although
the poster works successfully as a single design, it contains
perforated lines that allow the quadrants to be separated.)
“Each poster is distinct, yet the message is consistent,” notes
Tyner. The viewer is provided with a dynamic visual expres-
sion that is immediately engaging and requires interaction
with each section to understand its meaning. “At a glance,
they read as they should and draw the viewer in. It's only
when you read further that the true message is delivered,”
comments Tyner. “This is one of those cases where the

look of the piece took front seat.”

LAYOUTWORKBOG® K
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Beyond the commanding aesthetics, the message of the
poster is most significant. The effectiveness of the Make

a Scene poster has “expanded to additional offline marketing
materials, special events, and a soon-to-launch community
website,” adds Tyner. The awareness brought to the local
community, as well as the encouragement to participate
within it, is the strength and success of the design.
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The Jerwood Applied Arts Prize: Glass marketing materials
demonstrate a consistent visual system that combines
basic elements—color, photography, and typography—to
create a unified series, including a poster, catalogue, and
invitation. Designed by NB: Studio, the materials promote
an exhibition that features the work of glass designers.
“We were looking for something that would talk about
the interaction of glass and designer without showing

a designer,” explains NB: Studio’s Alan Dye. “Usually,

in an exhibition like this, the designer or curator chooses
an iconic example that sums up the spirit of the show
and becomes the marketing image. We knew that a prize
was going to be awarded to one of the exhibitors later
on, so we couldn't justifiably feature any single person’s
work in the material.”

The inspiration for the design came from the work featured in
the exhibition, as well as the medium of glass. “Clearly, if you
can see any of the work for real, this will provide the most
inspiration,” adds Dye. “[And], glass is so flexible a medium.
It can be made to look painfully delicate or amazingly solid.
It can be crystal clear or black as night.” Experimentation
was the key to a productive design process. “We decided

to do our own experiments, so we bought some glass from
a local glazier and started to mess around with it, [including]
layering, breaking, scratching, and shining light through it,”
comments Dye. “Inspiration came when we noticed a door
in our studio had a window above it made from fluted glass.
This stuff is great. It distorts what is behind it in a vertical,
compound-eye way. We decided to order a large piece of this
fluted, or readied, glass and photograph someone acting

as a designer/craftsperson behind it. Now we had our image
of material and human interaction.”
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An abstract photograph activates the
poster. Although abstract, the image
is also very graphic. The impression

| of the glass creates long, vertical lines

that create alignment points for the
placement of typographic elements.
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The catalogue introduces an additional
abstraction of the primary image
used on the poster. The compelling
visual effect attracts the viewer. As

a result, supplementary information
is not needed—the photograph
serves the communicative function

of the design.
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With the dominant photograph established, the communicative
function of the imagery was enhanced with the addition of
typography. Geometric, sans serif letterforms contrast with
the abstract photograph. They provide not only a solid field
that commands attention throughout all the pieces but also
the leading edge for the alignment of subordinate typographic
elements on the invitations. “We chose a stencil font based
on Akzidenz Grotesk as our typeface for the job. It seemed
appropriate as a display font. It was bold and easily legible,”
comments Dye. “Taking the title of the show as our most
important message, we used it huge on the poster in upper-
case because it had to stand out of our complicated image.”
All the pieces consistently incorporate the title treatment

to unify the system.

Striking photography is combined with strong typography to
create an exciting visual impression of the Jerwood Applied
Arts Prize: Glass materials. The final pieces “successfully
capture the overall feeling of the exhibition,” concludes Dye.
They are the result of visually exploring and interpreting the

quality of glass—experimentation yields powerful results.

by
PR
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The bold, typographic title treatment
on the exhibition invitation creates
impact. The emphasis on the word
glass easily identifies the exhibition
theme. The contrast of white on
black is also effective. The opposing
side features a dynamically cropped
abstraction of the poster image

that establishes the color palette

of the design.

\ /
_C‘\rl_,_\ '
I‘\ : /
0 &
$ \’}v Ny L The award ceremony invitation
N LN , oo
Q‘ QQ ol mirrors the layout of the exhibition
5@? Q . ‘,- invitation, introducing materials

that connote the transparency of
glass. The linear markings on the
transparent paper reflect the
vertical lines in the photograph.
It is the evolution of the pieces
that references and reinforces

the original image.
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NOON

The collateral materials for ODC/San Francisco, designed by
Noon, bring dance alive. The presentation is dramatic—it
captures the expressiveness of dance throughout the range
of pieces, which include a booklet, invitation, and postcard.
“The campaign solution needed to visually represent the
choreography, program, and company as a whole,” explains
creative director Cinthia Wen. “In addition, it had to be
produced within a tight time line, with strict production
parameters and a limited production budget.” Understanding
the needs of ODC/San Francisco was imperative. Noon met
with them to discuss the project, as well as the objectives
of the dance season. Wen elaborates, “We attended ODC's
season performances in 2002, as well as work-in-progress
performances and discussions throughout the year, to fur-
ther our understanding of the company. We also attended
performances of other dance companies to pinpoint ODC's
uniqueness. Through the process, we learned what should
be emphasized —the essence of ODC's choreography,
stands, and poses to create a static composite that cap-
tures the energy of the live performance and represents
the company as a whole.”

The “energy, fluidity, and grace” of the dancers and
performances inspired the design. Dramatic photography
provides a unique opportunity to observe the spirit and
physicality of dance. “Respecting the work of the pho-
tographer was one of our main concerns,” says Wen.
"RJ Muna is a fantastic artist. The final piece is as much
of an attribute to his talent as it is to our design.” The
collateral materials feature dancers on every page with their
striking poses frozen in time. The photography heightens
the strength of the dancers and vividly demonstrates the
manipulation of the body. It intensifies every move and
communicates the essence of ODC/San Francisco.

INCREDIBLY

T 1S

Emphasizing the motion of dance, the collateral materials
exhibit “visual impact followed by information hierarchy,”
notes Wen. The arrangement of the photography on black-
and-white surfaces elevates it as the dominant visual element.
It is complemented by clean and sophisticated typography.
Using the typefaces Mrs Eaves and Trade Gothic, the typog-
raphy is composed around the active photography. It fosters
clear communication of the content, including dates, loca-
tions, and performances. Changes in case, as well as color,
position, and scale, add dimension and hierarchy. The con-
trast of the evocative imagery and typography provides

a spacious environment throughout the materials.

The collateral materials for ODC/San Francisco are strong,
visual expressions. The design captures dance while effec-
tively communicating content. Reflecting on the final design,
Wen concludes, “Dance is a unique form of art. One can
discuss the form of dance intellectually as much as one can
and it still would not compare to the real thing. As helpful
as finding brand attributes and characteristics can be, the
standard strategic analysis does not apply when it comes to
performance art. The design for the final piece is ultimately
from the gut, in response to the performances and to what
was captured in the photography. It is incredibly visceral.”

V!
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DANCING DOWNTOWN 2003

et Diwcts Brenda gy ||~ D03 materials include a brochure, invi-

tation, and postcard. The visual sys-
tem features striking photography
that activates the page and captures
the intensity and beauty of dance.
Imagery dominates the design—itis
the primary focal point that attracts

the viewer into the compositions.
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Riadruck is a fabrication and production company whose
work ranges from die cut lettering to digital printing to sign
manufacturing. No.parking was approached by Riadruck
to design a catalogue that would reflect the diversity of the
company'’s services. Designer Elisa Dall’Angelo explains
further: “[The catalogue] should inspire new clients who
work in the design business (graphic designers, architects,
interior designers) and support them to get their ideas to
work.” A difficult challenge, the next step was to determine
how to “show all [of the services] in a catalogue, get a log-
ical order into it, show real printing examples, and give the
whole lot a strong image,” adds Dall’Angelo. An additional
consideration was flexibility, which was essential to allow
the materials to be updated without a complete redesign.
According to Dall’Angelo, “the only important thing for
the client was that the catalogue had to offer the possibility
to add or take out folders.”

The exterior of the catalogue
introduces the viewer to the
clever comparison of fruits and
vegetables to fabrication and
production services. The lettuce
is a simple, eye-catching image
that establishes the visual
symbaolism for the product infor-
mation lying inside. The cover
also establishes the visual
system that is echoed inside

of the catalogue.




The design process began with the development of a
unique metaphor. “We wanted to show the multiplicity

of the company’s products using fruits and vegetables

to give a positive feeling,” states Dall’Angelo. For example,
a tomato represents big prints; a melon signifies digital
prints. Other fruits and vegetables incorporated into

the design include lettuce, peppers, and strawberries.
“They gave a fresh and colorful look to the company and
are neutral objects that could be used to show different
printing techniques,” comments Dall’Angelo.

LAYOUTWORKBOO K

The catalogue features a bright,

fresh color palette based on
the shades of the fruits and
vegetables featured. Although
a diverse range of hues exists,
their vivacity ties the package
together and connotes a

friendly, positive attitude.
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No.parking established a straightforward visual system
“by using the images of fruits and vegetables and strong
colors combined with big numbers,” says Dall’Angelo.
The visual impact of the photography directs the viewer
into the structured compositions. Large fields of color
(determined by the hue of the fruit or vegetable) counter
the imagery, dividing each of the individual pages into
halves. The range of shades is also evocative and vivid
when the catalogue is viewed as a whole. Textual content
is logically ordered throughout the design to achieve
clarity. Large sans serif numbers create a typographic
focal point that is followed hierarchically by a heading

and tertiary descriptive text.

No.parking uses metaphor to establish the thematic
foundation of the appealing Riadruck product catalogue.
The playful symbolism of fruits and vegetables suc-
cessfully parallels the diversity of services offered by
Riadruck. The final design combines clear communi-

cation with an energetic, stylish image.

Interior pages open to reveal product
samples and specifications. The lay-
out is composed in an orderly fashion
to provide emphasis on the printed

swatches, yet allows for product

comparisons across the spread. The
viewer can see everything at once

and easily access information.
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No.parking designed a systematic
structure to lay out the loose pages
of the catalogue. Although the fruits,
vegetables, and color change on
each cover, the basic method of spa-
tial organization remains the same.
Dividing the page in the horizontal
center, imagery falls to the bottom
of the composition as typography

rises to the top.
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Domtar approached Petrick Design to develop a paper
promotion that would position them as an educator and
become a reference tool for designers and printers. The
results are the Domtar Answer Packs, a series of cards
(collated and bound by subject) that explain and illustrate
different printing techniques while promoting the range
of Domtar papers. Some of the questions addressed in
the Answer Packs—including the titles On Color, On Dots,
and On Texture —are: What's the difference between var-
nish and coating? How do you get stunning effects using
color ink on color paper? What happens when you emboss
an embossed sheet? The design approach began “with
research, word mapping, and brainstorming,” comments
art director Robert Petrick. “We make sure we clearly
understand the audience, the product we are selling,

and the competitive landscape.”

The Domtar Answer Packs were inspired by “old-fashioned
flash cards that are used to teach children how to spell,”
notes Petrick. Taking the inspiration a step further, Petrick
discusses the project’s conceptual development: “[The
Domtar Answer Packs are] a series of packs issued peri-
odically and assembled over time to create a reference
library of design, printing, and paper techniques. Each
pack is limited to a precise and focused topic so that each
one is covered in depth. The cards remain loose [unbound]

so that comparisons between cards are easy and effective.

The backsides of the cards have a narrative presented
in storybook form, which is fun and fantasy-like and
provides subject matter for the visuals on the front or
demonstration side. The hero of each narrative is named
in alphabetical order and alternating genders, the same
way hurricanes are named. The models for each photo
are actual Domtar employees.”

e e
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With the idea thoroughly conceived, the size of the
Answer Packs was determined based on other products

in the Domtar line. “The cards ended up being the same
size as the Domtar swatch books so they could be kept,

in theory, on the same shelf,” says Petrick. Hierarchically,
“because the image is the information in this context,

it made sense to make the image dominate each card.
The card number is also important, because we reference
it constantly when discussing card comparisons,” explains
Petrick. "We ended up imposing further structure onto
the content by separating it into sections, or chapters.”
The typographic content is logically ordered and consis-
tently set in a flush left alignment, whereas the imagery

is evocative and informative throughout the series.

The Domtar Answer Packs demonstrate a strong,
harmonious union of writing and design. The design

is educational and resourceful yet aesthetically
strong and classically composed. “The design, on

a broad level, positions Domtar as a valuable resource
for technical information and inspiration,” concludes
Petrick. “On a more practical level, it enables the
Domtar sales force to present examples of how to
use the wide variety of colors and textures available

in the Domtar grade offering.”

A visual system unifies a series of cards
that features a range of paper grades
and production techniques. Consistent
margins, typographic settings, and
position of the visual elements extend
throughout the series and tie everything
together. Though there is a great deal
of information to review, the design is
not complicated. It is approachable and
accessible because of its simple ele-
gance. The visual activity of the imagery
is balanced by the simple and clear

typographic presentation.
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Clements Horsky Creative Directions, a print production
management firm, presented the design firms Rick Rawlins/
Work and Visual Dialogue with a two-fold design problem.
First, their name was confusing and demanded reconsider-
ation; it was unclear what type of services Clements Horsky
Creative Directions offered. Second, “their communications
materials had an amateurish and haphazard look, which
was inappropriate for a company that handles print produc-
tion issues for designers,” explains designer Fritz Klaetke.
Rick Rawlins/Work and Visual Dialogue collaborated on
the project, which began with the development of a new
name for Clements Horsky. “Playing on the four-color pro-
cess inks common in printing, as well as the process of
design and print production, we gave the company a new
name — Process,” adds Klaetke. Once established, Rick
Rawlins/Work and Visual Dialogue worked independently
to explore visual solutions before coming together for

the final concept.

The inspiration for the Process letterhead system was
“the production process itself —terminology, grids, speci-
fications, colors, and so on,” comments Klaetke. The
inspirational motifs would become the actual visual ele-
ments of the design—the grid and specifications are
apparent in the end result.

Detailed views of the letterhead system
feature the front and back of the busi-
ness card, as well as an example of the
production specifications on the back
of the letterhead (opposite page). Upper-
case settings in different weights of
Helvetica Neue are consistently applied.
The color palette is based on the four
primary printing colors: cyan, magenta,
vellow, and black. It is used flexibly as
color fields, while also calling attention

to dominant textual content.

Structurally, the letterhead system is innovative. “The
entire stationery system —letterhead, window envelope,
and business card—is constructed from a single sheet

of 81/2"x14" (21.6 x 35.6 cm) paper. The complexity of
these shared functions, as well as the array of production
techniques used to accomplish them, becomes a Process
case study that requires careful attention to detail—
details that are revealed in the fabrication specifications
imprinted on the reverse.”

The ingenious design of the Process letterhead is methodic.
The color palette—cyan, magenta, yellow, and black—is
used interchangeably throughout the system. The bold,
simple company logotype, Process, is the dominant element
of the design. Set in Helvetica Neue, it commands the top
of the letterhead, as well as the back of the business card,
which is perforated out of the 81/2"x 14" (21.6 x 35.6 cm)
sheet. The contact information, also set in Helvetica Neue,
is treated in an uppercase, flush left presentation. Color
is used to distinguish information within the setting.
Additional yellow text appears on the back of the letter-
head and notes the specifications that describe the pro-
duction of the design. For example, “letterpress score for
fold at 97/8" (25 cm) from top,” “10% screen of cyan

for address field,” and “process solid for security enve-
lope.” Klaetke adds, “This design was very systematic
and rational because the process is very direct, factual,

detail oriented, and precise.”




The Process letterhead system is clever and engaging. Rick
Rawlins/Work and Visual Dialogue dramatically transformed
Clements Horsky Creative Directions into Process. The letter-

head system reflects their services in an appropriate and

inventive format. “Bottom line: Sales increased 20 percent . "‘_:-.'.'\ko
"'c,"' .." o

after the redesign/rebranding effort,” concludes Klaetke. e

Process ===
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All of the pieces of the Process
letterhead system are constructed
outofan 81/2"x 14" (21.6 x 35.6 cm)
sheet. The innovative design appro-
priately reflects a company dedicated
to print and production issues. The
business card, perforated out of the
letterhead, folds onto itself to form

the envelope. In addition to the format,
typographic elements are thoughtfully b Lo c e 2 2
composed within an evident grid
structure that provides vertical and
horizontal alignment points for the

logo and contact information, as

well as production specifications

on the back of the letterhead.
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RMAC was approached by Lisbon’s premier nightclub,
LuxFragil, to design a party invitation celebrating the
launch of Absolut Vanilia in Portugal. “The challenge
was to create a piece that mirrored the graphics and
style of the Absolut Vanilia bottle without compromising
the originality of the project,” explains designer Ricardo
Mealha. “We wanted to be original and not copy any
previous ideas. So, we researched materials that would
convey the message in an innovative way [and] reinter-
preted the elements (bottle, textures, colors, flavor)

of this particular type of vodka.” The unique materials,
which include acetate, fine papers, and vinyl, are tac-
tile. The invitation engages the senses and reflects

the essence of Absolut Vanilia.

Inspired by the Absolut Vanilia packaging, the conceptual
direction of Absolux is related to the themes of “trans-
parency and ice.” The aesthetic objective is “a graphic
style that relates to the mood and spirit of the country
of Sweden,” states Mealha. Reflecting the themes, the
distinctive feature of the invitation is the integration

of materials. “We used different materials that conveyed
the key elements of this particular vodka, [while] all
related to the colors of the bottle,” adds Mealha. The
rich materials are introduced with the envelope, which
is a cool, white tone with an unusual “velvety texture.”
A silver-foil LuxFragil logo and address block rest
on the left edge of the envelope. The metallic color
reflects the design of the Absolut bottle, which is

capped with a silver top.

" INVITA

The final piece of the invitation
barrows the visual style of
an Absolut bottle. The acetate
sheet is screenprinted in white
ink. The typography remains
clear. Like the clear glass of

a bottle, the viewer is able

to see through the invitation.
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On the interior of the envelope, three pieces are folded
inside of each other. The first piece is a large white sheet
with an oversized photograph of vanilla pods that opens

to reveal mirror paper printed with vanilla orchids. The
reflective surface is glamorous and seductive, whereas
the scale of the imagery provides a unique viewpoint.
The photography of the vanilla pods and orchids is natural
. and refreshing, suggesting the purity of the vodka. Inside
the mirror sheet lies a “giant, transparent vinyl sticker
that is silkscreen printed in white with the name of the
participants of the project, an illustration of the vanilla
flower, and the Absolut Vanilia logotype,” explains
Mealha. The sticker unfolds and contains the third piece
of the invitation—a single acetate card also printed in
white. The typographic application imitates the graphic
style of the Absolut Vanilia bottle by modifying the

sans serif logotype and script body text.
The envelope of the invitation
connotes sophistication. Its . o )
o _ The journey through the Absolux invitation is ethereal.
smooth texture is imprinted with o . o
It takes an existing object, the Absolut Vanilia bottle,
elegant, silver-foil typography. . . L .
_ and adopts its graphic style. The invitation is translated
The contemporary sans serif . . . . . . .
_ _ into a fresh design suited to its function. The interesting
LuxFragil logo contrasts with

] use of materials, as well as the act of unfolding the
the script typeface. The geometry _ o ] ) o
piece, is interactive and mysterious —the materiality
of the letterforms of the logo L ) . .
of the invitation dramatically affects its presentation.
counters the fluidity of the linked
script. The logo and address
block rest quietly along the left
edge, optically centered. The
first impression of the invitation
/s a close-up view of vanilla
pods. The image is abstract—
its rough texture and angular
composition counter the quiet

tone of the envelope. . .
The use of material is the dominant

element of the design. A sheet of
mirror paper is juxtaposed with a viny!
sticker, the tactility of each piece is
unique. The invitation relies on illust-
ration and photography. Rather than
using words, the imagery effectively
connotes nature and purity through
its visual impression. A large image
of vanilla orchids fills the mirrored
sheet, whereas an iflustration of the

flower commands the background

of the vinyl sticker.
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Seyle: Words is a beautiful
typographic design. The title is
composed in the top-right corner.
Its position near the edge of the
page directs the viewer into

the interior spreads. In addition,
the placement of the text estab-
lishes the consistent location

of all headings within the book.

Seyle: Words is a promotional book for writer Bill Seyle that
relies on the words and their typographic composition to
intrigue and gain new clients. The design problem presented
to SamataMason was “to create a book that presents a writer’s
work in the same way a photographer would present a port-
folio of photographs,” comments designer Goretti Kao. "We
knew the writer well and wanted to design the book so that
it represented his personality and style.” The refined, letter-
press book captures the spirit of the writing, which is given
full attention. The typography commands interest and fosters
a high level of readability within the spacious, compositional
environment. Kao adds, “We knew from the start that the
book should be simple and elegant without being too flashy
or corporate looking.”

Inspired by the writings of Bill Seyle, SamataMason “wanted
to create a piece that was typographically driven, like a book
of poetry. The concept was to let the writer's work speak for
itself, without explanation,” describes Kao. “Each piece of
writing became unique in its own way and depended on the
typography for personality. Because each piece needed to
work independently, as well as part of a whole, we designed
the book using one typeface [Bembo] in various sizes and
styles. We wanted the reader to react just by looking at the
type design.” ltalic, small capitals, and roman fonts, as well as
slight changes in type size, are used to achieve typographic
color, contrast, and variety.
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Dividing the page into numerous
spatial intervals accommodates
typography that cascades across
the page in flush left alignments.
The movement is quick and brings

visual activity to the page. Break-

ing the text into short, thoughtful

pieces enhances readability.
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Seyle: Words is flexibly composed, demonstrating changes
in flush left, right, and centered alignments throughout the
design. Bodies of text change position on each spread; some
fall onto the left page, whereas others rest on the right. The
writings are balanced by pale green rectangles that contain
titles of each piece and move along the top edges toward
the gutter. None of the writings have visual dominance—the
pacing through the design is fluid. “Each piece was treated
equally, so that one could easily pick up the book and read
any selection,” explains Kao. “However, from a writing stand-
point, the pieces of work were selected and placed in a spe-
cific sequence to create a logical flow from start to finish.”

Two alignment points create

the structure needed to integrate
flush left paragraphs. The in-and-
out motion separates the text
into approachable pieces that
are easily readable. The type size
and leading is generous, which
also increases readability. Small
capitals are used on the first

and last lines for distinction.

220



The sophisticated design of Seyle: Words illuminates the
writing, which is the primary function of the piece. The con-
tent of the book drives the design; its presentation makes
the initial connection to the viewer. “The subtle use of color
and simple typography that we chose made the book appear
calming to the senses. We wanted to make sure that we
allowed enough attention to detail so the book appeared
valuable and worth keeping,” concludes Kao. “So far, the
response has been successful in gaining new clients for

the writer. The investment has already paid for itself.”

LAYOUTWORKBOO K

Typographic subtleties include
the use of Bembo /[talic, as
well as small capitals, which
are used in limited quantities
to create emphasis. ltalic

and small capitals are visually
distinct and provide a nice

contrast to the roman font.

The use of capitals set in a centered
alignment demonstrates progressive
changes in type size, which create
visual distinction between the lines
of text and add typographic color
to the page. The capitals are profi-
clently spaced, which is critical

to this typographic setting.
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A design project that honors another designer is a difficult
challenge. Should the design mirror the style of the sub-
ject or adopt a neutral personality? Although imitation is
the highest form of flattery, it is not an inventive approach
toward design, which is meaningless if it is a reproduction
of existing aesthetics or trends. For all projects, visual
solutions that accurately reflect content and function will
best serve clients and viewers.

Shinnoske Inc. designed Yoshio Hayakawa: His Design,
Times and Osaka to honor Hayakawa, a pioneer of Japanese
graphic design. Art director/designer Shinnoske Sugisaki
faithfully presents Hayakawa's work as “timeless design,”
he says. “l wanted to make this book have [the same]
feelings as the original work.” Its presentation is formal,
allowing the work of Hayakawa to rise to the foreground
without the distraction of competing visual elements.

It is an informative solution that presents the content
objectively, without bias. “Accurate information design
makes true impressions to people,” states Sugisaki.

IR EOBE FHA L BH - ABEONS
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Working directly with the client, the Osaka City Museum
of Modern Art, Sugisaki explains his methodology: “When
| got this project, | first discussed [production] with the
curator—the number of pages, size, binding, paper, and
cover—because | thought that its concept could be found
from [the] format of the book. The curator and | made a
decision that the book should be created not to be a record
of old work but to be an excellent, fresh book, especially
for young designers and students.” The project developed
when Sugisaki examined the work of Hayakawa to gain an
understanding of its scope. “l looked through all the work
of Hayakawa,” describes Sugisaka. “All his designs were
made on paper, not electronic material, of course. | found
by touch that a kind of aura comes from such old mate-
rials. So, | took some elements for [the] design motif of
the book, [including] some graphic elements for printing
systems, such as trim and crop marks, which had been
seen on finished work before [the] age of desktop pub-
lishing.” The research phase enhanced the concept and
directly informed the final design. Though the presentation
of Hayakawa's work is traditional, the crop and trim
marks are subtly applied throughout the design to add
modernity, bringing the design into the present.

One of the remarkable features

of Yoshio Hayakawa’s design work
is the use of color. The cover reflects
this characteristic by combining
transparent layers of hues that
commingle to enhance the impres-
sion. Applied on a field of white,

the effect is soft and poetic.

222



Yoshio Hayakawa: His Design, Times and Osaka is simply
formatted to allow the work of Hayakawa to be respect-
fully featured. Each piece is composed in the center of
the page to exalt its presentation. The alternating scheme
of colorful backgrounds adds variety without interference.
The viewer enters the design with ease. Shinnoske Inc.
captures the essence of Yoshio Hayakawa in a straight-

forward, thoughtful design.
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Expansive backgrounds of color
provide the surface areas that con-
tain Hayakawa's work. Connoting
his distinctive use of color, the hue
variations add interest and enliven
the presentation. Thin lines (inten-
tionally applied crop and trim marks)
connect the spreads horizontally
and add aesthetic details along
the edges of the pages, giving

it a more contemporary feel.
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The work of Hayakawa dominates
the interior spreads, which are
characterized by a flexible struc-
ture. The layout of each spread
varies and s based on the size of
Hayakawa’s work and how each
piece complements the shape
of the page. Typography supports
the imagery, quietly residing
on the bottom of the spreads

as minimal, descriptive text.
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E Daily Companion, designed by Studio Najbrt, is a newspaper The front page of Daily Companion /s an
=3 that accompanies an exhibition at the Municipal House in integration of unusual photography and
Q Prague. The newspaper and exhibition feature contemporary simple typagraphy. The title sits boldly on
% Czech design (industrial, graphic, furniture, glass, pottery, top of the image. Subordinate typographic
g. china, and textile design). The goal of Daily Companion is information, set in Helvetica Neue CE,
; to “introduce good-quality design available for everyone, not provides information about the exhibi-
< just for wealthier clients,” explains designer Ales Najbrt. The tion. This text enables flow around the
§j design demands a utilitarian approach to reach the intended composition and highlights the playful
§' masses. Newspapers connote the everyday; they are afford- characteristics of the photograph.

§ able and readily available. Newspapers also provide quick,

é accessible information. Daily Companion is an overview of

= Czech design in a format that is straightforward and dispos-

g able. The newspaper “was a new and exciting experience

for us,” states Najbrt.

The inspiration for Daily Companion is “the lifestyle of

l44rvYyN 01ANLS

young people who live simply and cheaply,” explains Najbrt.
“Quality does not have to be expensive.” To reach the target
audience, the aesthetic is bold and contemporary. “Black-
and-white photography [is used], which is contradictory
to a presentation of top design as we know it,” discusses
Najbrt. Photography, typography, and a black, red, and blue
color palette interact. The visual elements are distributed

uqleu saje saubiisap

evenly across and down the strict, columnar pages.

Quality

DOES NOT
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The typographic treatment of Daily Companion is characterized
by large, red letterforms that rise to the foreground of the
composition. They are dynamic indexes that lead the viewer
into specific sections of the newspaper. Though the letterforms

dominate, covering the photographs and text, they are deci-

o Wt sively transparent. The design is readable without sacrificing

degian impact. In addition, color is applied to the body text to sep-

arate information into usable segments. Black text represents
the Czech language, whereas blue marks English. The bilin-
gual presentation increases the functionality of the design.

The practicality of Daily Companion shifts the perception
of design and makes it accessible to the public. By using
a medium that is approachable and recognizable, the design

challenges the stereotypical image that design is reserved
for the elite. As the title of the newspaper suggests, design

is for everyone on a daily basis.
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The design employs a simple,
multiple-column grid that accom-
modates large amounts of content
in a limited space. Like a typical
newspaper, the text is set in long,
narrow columns that support
short line lengths. The settings
promote readability and move-
ment from one section of the

design to the next.
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700 documents the conception, development, and completion
of the Pavilion Art Place in Magglingen, Switzerland. The pavil-
ion, designed by :mlzd architects for an annual exposition, was
constructed of seven hundred plastic storage boxes. (The tem-
porary building was used as an artists’ workshop during the
exposition.) Superburo was approached by :mlzd architects

to design an accompanying booklet to celebrate the innovative
structure. “The booklet is basically a souvenir of the pavilion
and functions like a set of postcards that wake the memories,”
explains designer Barbara Ehrbar.

The primary goal of 700 was to create “a small, compact,
easily sellable and producible publication.” Unfortunately, the
design needed to be completed within one week (and with

a limited budget), which truncated the process considerably.
“There was not much time for big concepts,” adds Ehrbar.
Although there was no sketching involved, there was “a lot of
research and talking to architects and trying to understand the
concept of the building,” notes Ehrbar. Information-gathering,
which included collecting and organizing large amounts of
imagery and text, accounted for much of the design process.
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The cover of 700, composed of
seven hundred rectangles (the
same number of plastic storage
boxes were used to build the
Pavilion Art Place), is light and
airy. The gridded presentation

is combined with one typographic
element, 700, in the bottom-right
corner. The cover is sparse, the

lack of information compelling.
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artplLace

} M E g Es ist nicht Gbertrieben zu behaupten, dass die |
Eidgenbssische Turn- und Sportschule in Magglingen zu den besten architektonischen Zeugen zahlt, die die Erinnerung
an die Landesausstellung von 1939 in Zirich wachrufen, Zwar hatle die berihmte Landi ihre Tore schon geschlossen, als
1841 die ersten Vorprojekte fir die Sportanlage in Angriff genommen wurden und einige Jahre werden noch verstreichen
bis zum endglltigen Entwurf und dessen Ausfilhrung im Jahre 1947, Doch allen, sowohl was die archilektonische wia
auch die landschaftliche Gestaltlung der Bauten betriffi, bekundet dieses sensible Gleichgewicht zwischen |
Heimatgebundenheit und Moderne, das die Zircher Landesausstellung erfolgreich hatte unter Bewais stellen wollen. ‘

LLE

The interior of 700 flows
R , l horizontally, with each
spread spilling over to the

= — e = e - s r e sssmsmEmsmmssma — e~ next. Typog!‘aphyspans

i [ 74 _ : e ; WS i, S the length of the page,
' connoting the shape of the

pavilion. Spatially composed

along the edges of the page,
the type objectively informs
and relies on the photog-

raphy to tell the full story.

ETIBONE PARALLELAXTION MIT MAMEN «ARTPLACGESs
ENO-DUR-WELTOTRADSE NEREM DEA ALTEM OPOAT-
; LINGEM REALIBIERT WORDEN. sARTPLACES

’ £ ANWEC
ELEGANT
OF INTEORIENT ZINE
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Inspired by the building, as well as its architects, Superburo
designed the format of 700 based on the proportions of
the pavilion. Relying heavily on photography to explain the
narrative, typographic content is limited. Its use, like the
size of the booklet, is visually connected to the rectangular
shape of the building. “The outline type emphasizes the
light, open structure of the building,” discusses Ehrbar.

..., The text stretched over the whole page is a synonym for

er hier nur voribergehend zu Gast ist, dass ande
Prasenzen ihm vorausgegangen sind und ihm
Vorhaben folgen werden. Der Raum ist fur die wm
Nutzungen frei, unter der einzigen Bedingung, ¢

»Ieal wurde, auch wmwwm wi shapes. However, it is generally isolated near the bottom
eckkisie aus Kunsistoff, d® den®*mno aren G

Do sesinachit: ek et Baasal T sieli: auf or top of the pages as a secondary or tertiary element.

mit Spannbandern befestigt definiert sie einen
wellens; fir den normalen Gebrauch wieder frek

din Kieta yu sinam Tranennrtmittal rdas van

the long shape of the pavilion.” The typography works
with the active, communicative photography and graphic

Color, graphic shape, photography, and typography unite

Hans
| | \ to record a unique, architectural experience. 700 adheres
to architect Louis Sullivan’s dictum, “Form follows function.”
The design decisions honor the content from the format to
the layout. “Functionality in design is important,” expands
Ehrbar. “But function alone is mostly boring. In my view,

the right combination of functionality and ‘sex appeal’ is
what makes good design.”

gl4m1%
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Additional interior spreads narrate the
materialization of the pavilion from begin-
ning to end. Color photographs are given
full priority. Handled in numerous ways,
imagery fills the pages. Images are con-
tained in circles and rectangles and sil-
houetted in space. Layered with graphic
shapes, such as lines and arrows, the

photographic sequence comes alive.
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Blhonnung jener schoplarischen Leistungen

Oiw Noxibla Ausstatiung dos Pavilions gestatte! ez, sowohi den
Bodurtnigsen esinzeloer Kunatucheffonden nachrukommen, die
M riar im Turnus einigs Tage sochopfenscher Zurachgesogenheit
gontessen durfan
l-nn-r.nn Aniksse ru sniuprechen Diese Alternanz von ver
§ achiedansn Nulzungan in gieichen Ragm ist besandars kiug
i 8ie vordeutlicht namlich die fur die Reitung und den Auslouvech
von hultureleon Werlen natwendige Wechinlwirkung von Ruck-
gu- und Begegnrungamaglichkeiten, vun Zellan der Ruhe und
reger Geselligkeit, von Orvien dor Besinnung in unmilteibarar
Nahe dor Noturslements und Orten der Teleriichan Anes-
die elne Uyna
minche Genatlschall in aith 2u werken vermag. Artplace macht
al dies moglich, und 2war mit bescheidenan Mittein. Disser
unatgrifl freut insbesandare diggonigen, die hintar die Kulis
sen schauen Wer auch immer himrher hommi, stelit fost, dass
ar hiet mur vorabergehend 2o Gast ist, dass andare 2aitwailige
Prasengen fhm vorausgegangen singd ued ihm mil anderen
Vorhaben folgen werdan. Dar Roum (st fur dle unerwartelsten
Nulrungen frei, untar der gintigen Bedingung, dass dos, was
gl wurte, auch *‘Il\wrﬂ wird, Die Mahr.
ivte sus Kunstatoff o i mm " Grundstein des
Pavillons ausmachi, ist min SBymbol tur sich: aulgestapeil und
mil Spannbandern belmalig! defimiert ale ainan Qrt dos Ver
wollens, fur den normalun Cebrauch wisder freigegoben wird
die Kista zu oinem Tranupurimilial, das von Hand sy Hond wel.
targersicht wird

wis auch den Anfordarungen punktueiies

02083y
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The James Martin Institute for Science and Civilization can
be described by the phrase Shaping the Future. Excerpted
from their mission statement: “The James Martin Institute for
Science and Civilization will identify science and technology
issues critical in shaping the future of world civilization.

It will conduct research to help humanity to shape a brighter
future for itself and the natural environment on which it
depends.” WilsonHarvey/Loewy approached the design of
the James Martin Institute brochure with the purpose of

“attracting funding for the world’s most leading-edge think

tank, as well as to convey a sense of the future and mankind’s
gradual path toward self-destruction,” explains designer

Paul Burgess. “[The brochure] shows the [investors] and
potential researchers where the studies may lead.”

¥ ' JameaMartin

The inspiration and conceptual direction for the brochure
“came from the studies [and] underlying issues currently
facing us: global warming, nanotechnology, cloning, and
corporate abuse,” adds Burgess. The minimal design is
inviting; the quantity of textual and visual information

is succinct and visually dynamic. “We used space as our
greatest asset. The whiteness of the pages gives a clinical,
scientific feel, whereas the graphic devices add a tech-
nological slant,” says Burgess. Short, narrow columns of
black typography move along the top and bottom of the
spreads. They are readable and allow the viewer to easily
digest information. Blue textual elements slightly larger
in size and shorter in length than the black type move
freely around the compositional space calling attention
to key points. Burgess elaborates, “You can connect with
the blue type and read the brochure on one level, or the
black type and read it in more depth. This is a classic
case of using the information to lead the visual, and

it's been extremely successful.”

The use of space is the key element
of the brochure. The openness of
the design is evident on the cover,
which introduces the dominant
visual elements: clean, minimal
typography and photography, and
lines and graphic shapes that lead
the eye through the composition

and define the edges of the page.
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In addition to the typography, the white space draws attention
toward full-color photography, which is also quietly composed.
“The use of space was always the basis of the brochure, and
consequently, we had room to work visually interesting page
dynamics around that space,” says Burgess. Delicate linear
elements, as well as graphic shapes and plus signs, enhance

the visual field and connote precision, science, and technology.

“The space, color, and graphics allow the eye to be thrown

r

around the page in different ways,” notes Burgess.

The asymmetric composition of the
visual elements activates the page.
Typography fluidly shifts position
on each spread. Numbers are used
to note sections (they are also

the largest typographic element),
and sans serif columns of body
copy are composed along the top
and bottom margins. The type

size, column width, and length

facilitate readability.

LAYOUTWORKBOO K

The subtlety and spaciousness of the James Martin Institute

for Science and Civilization brochure draws immediate attention.

It communicates efficiently with aesthetic strength. White space
activates the positive areas of the design and leads the eye
directly to the visual and typographic content. “We were very

experimental, and luckily, the client loved our exploratory routes.

The greatest challenge is always the communication of informa-
tion: By letting the information do the work, the result is always
very satisfying,” concludes Burgess. “£10 million of funding

was secured for the project once the brochure was produced.”

Headings, such as Mapping and

Engaging, clearly define each

spread. They are surrounded

by linear elements and graphic

shapes, which enhance their

visual presence. The typography

is visually stronger with the added

elements. The combination of

line, shape, and type creates

horizontal motion that leads the

viewer into the compositions.
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alignment 7he horizontal and vertical positioning
of visual elements within the compositional space.
It also refers to paragraph settings, including

flush left, flush right, centered, and justified.

ascender The stroke of a lowercase letter that

rises above the meanline.
baseline The horizontal line on which letters sit.

cap height The height of the capital letters

measured from the baseline to capline.

capline The horizontal line along the top

of the uppercase letters.

centered A paragraph setting in which text

is ragged along the right and left edges.

character A mark, symbol, or sign, including

letterforms and numbers, in language systems.

color /n typographic terms, color refers to
the density of typographic elements and their
perceived gray value. It is the overall feeling

of lightness and darkness on the page.

column A vertical division of space on a grid

that is used to align the visual elements.

column interval An inactive, negative space,
also known as gutter width, which separates
one column from the next and prevents

textual and visual elements from colliding.

counter 7The white space located inside of and
around letterforms that affects legibility, readability,

and density of typefaces.

descender 7he stroke of a lowercase letter that

falls below the baseline.

em dash A punctuation mark used to separate
thoughts within a text. There are no spaces needed

before and after, but kerning may be required.

en dash A punctuation mark used in compound
words and to separate items such as dates, locations,
times, and phone numbers. The en dash can also

be used to separate thoughts within a text. When

an en dash is used in this manner, spaces are

added before and after the dash.

figure-ground The relationship of visual elements
within the compositional space that defines

the positive and negative areas of the design.
The ground, or negative space, defines the

positive space, or figure.

flowline A horizontal measure that divides the page
into spatial divisions and creates additional alignment

points for the placement of the visual elements.

flush lett, ragged right (fl/rr) A paragraph setting
in which text is evenly aligned along the left edge,

whereas the right edge of the text is ragged.

flush right, ragged left (fr/rl) A paragraph setting
in which text is evenly aligned along the right edge,

whereas the left edge of the text is ragged.

AdVSSOTD

folio Page number.

font A set of characters from a specific typeface

in one size, style, weight, and width.

grid A series of intersecting axes that creates

harizontal and vertical spatial divisions.

grid module An active spatial field on a grid that

accommodates the placement of visual elements.

indent A spatial interval used to signal a change

from the paragraph preceding it.

justified (fl&r) A paragraph setting in which text

is evenly aligned along the right and left edges.

kerning 7he typographic technique, also known
as letterspacing, used to adjust (open and tighten)
the slight distances between letters to avoid
character collisions, as well as irregular and

unwanted spaces.

leading The space between lines of text that
is measured from one baseline to the next;

it is expressed in points.

legibility 7The recognition of individual letterforms
and their relative position to other letterforms

in word formation.

letterspace The space between letters.
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ligature A specially designed character
produced by combining two or three letters

into one unified form.

line length The /ength of a line of type;

it is expressed in picas.

lining figure A number that shares the same

height and width as full capitals.

margin The typically inactive spatial area
on a grid that defines the active area of the
compositional space and directs the viewer

toward the visual elements.

negative leading 7he space between lines of text
measured from one baseline to the next when
it is decreased to a size less than the type size
used. For example, 8 point type set on 6 point

leading, it is expressed in points.

non-lining figure A number that shares the same
x-height as lowercase letters and feature ascenders,
descenders, and variable widths. Also known as

an old style figure.

orphan One or two words from the previous spread
that start on a new page, which should be corrected

to avoid drawing attention to the isolated elements.

LAYOUTWORKBODOK

pica (p) A unit of measure that expresses line length
and column width. 1 pica equals 12 points; 6 picas

equal 1 inch.

point (pt) A unit of measure that expresses type
size and leading. 72 points equals 1 inch; 12 points

equals 1 pica.

prime marks Punctuation marks (' ") that denote feet

and inches, not apostrophes and quotation marks.
recto 7he right page in publication design.

readability 7The recognition of how typography
is presented as words, lines, and paragraphs. It is
influenced by the typographic arrangement, including

such factors as line length, leading, and spacing.

rivers A series of inconsistent word spaces that
creates distracting open lines running vertically

through the justified paragraph.
sans serif A rypeface without serifs.

serif A finishing stroke added to the main

stems of letterforms.

small capitals A complete set of uppercase letters

that are the same height as lowercase letters.

style /n typographic terms, the style of a typeface
indicates if it is regular (also roman), italic (also

obligue), or bold.

tracking 7he typographic technique used to adjust
(open and tighten) the overall spacing of words,
lines, and paragraphs to improve the readable

appearance of text.

typeface 7he specific design of a full character
set (alphabet, numerals, punctuation, diacritics)

that is unified by consistent visual properties.
verso 7he left page in publication design.

weight /n typographic terms, weight refers to the
lightness or darkness of letterforms marked by
a change in stroke width. It is indicated by terms

such as light, medium, bold, heavy, and black.

width /n typographic terms, width refers to
different variations within a typeface family, such

as condensed, compressed, or extended fonts.

widow One or two words that are left over at the
end of the paragraph, which should be corrected

to avoid drawing attention to the extra space.
word space The space between words.

x-height The height of the lowercase letters

without ascenders and descenders.
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33rpm

4544 latona n.e.
seattle, wa 98105 usa
206.547.2014 p
www.33rpmdesign.com

51, 86, 119

344 design, llc
626.796.5148 p
3, 48-49, 103, 121

phillipe archontakis

56856 6th avenue

montreal quebec hly 2r1
canada

514.909.3122 p

514.288.6980 1
www.phillipearchontakis.com

74

aufuldish & warinner

183 the alameda

san anselmo, ca 94960 usa
415.721.7921 p
415.721.7965 £
www.aufwar.com

671, 68, 112-113, 124, 128-131

richard bloom

(formerly aptba design group)
646.337.9027
richard@richardbloom.com
www.richardbloom.com

32

blue river design

the foundry, forth banks
newcastle upon tyne nel 3pa
united kingdom
0191.261.0000 p
0191.261.0010 £
www.blueriver.co.uk

109

capsule

10 south fifth street, #645
minneapolis, mn 55402 usa
612.341.4525 p
612.341.4577 f
www.capsule.us

98, 104, 132-133

cavarpayar
berislaviceva 14
zagreb 10 000 croatia
385.1.4872.420 p
385.1.4872.427 f
WWWw.cavarpayar.com

51

cave images

3500 nw boca raton boulevard
suite 808

boca raton, fl 33431 usa
561.417.0780 p

561.417.0490 f
www.caveimages.com

14

cheng design

505 14th avenue east, #301
seattle, wa 98112 usa
206.328.4047 p
206.685.1657 f

134-137

collaborated inc.

179 boylston street

jamaica plain, ma 02130 usa
617.983.0500 p
617.983.0500 f
www.collaboratedinc.com

87 108, 136-141

cook design

curtain house

134 -146 curtain road, #409
london ec2a 3ar united kingdom
44.(0).207.613.2133 p
www.cookdesign.co.uk

146-149

concrete [the office of jilly simons]
407 south dearborn street

suite #230

chicago, il 60605 usa
312.4273733 p

312.427.9063 f

50, 96-97, 142-145
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patrick crawford

3322 bishop street, #3
cincinnati, oh 45220 usa
513.884.4746 p

70

creative inc.

1 great strand street
dublin 1 ireland
353.1.8897840 p
363.1.8897841 f
www.creativeinc.ie

15, 85, 150-153

crush

6 gloucester street
brighton bn1 d4ew
united kingdom
00.44.1273 606058 p
www.crushed.co.uk

19

kristin cullen

3519 middleton avenue
cincinnati, oh 45220 usa
513.460.3940 p
www.kristincullen.com

b4, 82, 1564-157

d-fuse

13-14 great sutton street

london ec1v obx united kingdom
020.7253.3462 p
www.dfuse.com

20-21

236

enspace

3800 lakeside avenue east, #200

cleveland, oh 44114 usa
216.431.2929 p
216.431.2931 f
www.enspacedesign.com

65, 80, 156-767

meghan eplett
110 day street
san francisco, ca 94131 usa
415 695 0891 p
513.253.1756 cell
www.meghaneplett.com

100

giampietro+smith

p.o. box 7112

new york, ny 10150 usa
212.308.7434 p

94-95

renate gokl

5325 south hyde park boulevard, #3e

chicago, il 60615 usa
773.955.3004 p
64-65, 75, 106, 162-165



gravica design/talisman interactive
4169 main street, #200
philadelphia, pa 19127 usa

215 840 0626 p

215 482 0600 f
www.gravicadesign.com

59

greteman group

1425 east douglas avenue
wichita, ks 67211 usa
316.263.1004 p
316.263.1060 1
www.gretemangroup.com

12

hammerpress studio

1919 wyandotte

kansas city, mo 64108 usa
816.421.1929 p
www.hammerpress.net

166-167

hat-trick design

3 morocco street, 3rd floor
london sel 34b united kingdom
020.7403.7875 p

020.7403.8926 f
www.hat-trickdesign.co.uk

99, 120, 168-171
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helicopter

634 east 11th south east
new york, ny 10009 usa
212.228.7388 p
212.228.7429 ¢
www.hellochopper.com

80-81 126, 1/72-1/3

hendersonbhromsteadartco.

105 west 4th street
winston-salem, nc 27101 usa
336.748.1364 p

336.748.1268 f
www.hendersonbromsteadart.com

46, 80, 120, 174-177

hoet & hoet

42 chaussée de lasne
1330 rixensart france
32.(0).2.646.40.06 p
32.(0).2.646.04.45 F
178-179

ingalls + associates

10 arkansas street, suite e
san francisco, ca 94107 usa
415.626.6395 p
www.ingallsdesign.com

/9

rick johnson & company
1120 pennsylvania ne
albuquerque, nm 87110 usa
505.266.1100 p
505.262.0625 7
WWW.rjc.com

18

the jones group

342 marietta street, #3
atlanta, ga 30313 usa
404.523.2606 p
404.522.6187 f
www.thejonesgroup.com

84, 180-181

kangaroo press

p.o. box 1227
bloomington, in 47402 usa
812.219.3486 p
www.kangaroopress.com

182-183

kearneyrocholl
schwanthalerstrabe 59a
60596 frankfurt a.m. germany
49.(0).69.606088 0 p
49.(0).69.606088 10
www.kearneyrocholl.de

71, 78-79, 106, 184-187

kf design
takazeki-machi 385, #401

takasaki, gunma 370-0043 japan

81.27.320.8300 p
81.27.320.8301 7
www.kfdesign.jp

87

kinetic singapore

2 leng kee rd #04-03a
thye hong centre 159086
singapore

65.63795320 p
65.64725440 f

107, 188-189

kolégram

37 boulevard st-joseph
gatineau, quebec j84 3v8
canada

819.777.5638 p
819.777.8b2b f

75, 110-111, 190-193

kontour design

3520 glen haven boulevard
houston, tx 77025 usa
713.667.5928 p
www.kontour.com

103, 184-197

lichtwitz

buro fur visuelle kommunikation
mariahilferstrasse 101/3/55
a-1060 vienna austria
43.(1).595.4898 0 p
43.(1).595.2727 27 f
www.lichtwitz.com

12, 67, 62-63, 702, 198-199

mitre design

310 ¢ south liberty street
winston-salem, nc 27101 usa
336.722.3635 p
336.722.5569
www.mitredesign.com

16, 23, 200-201

nb: studio

24 store street

london, wcle 7ba united kingdom
020.7580.9195 p

020.7580.9196 f
www.nbstudio.co.uk

82, 102, 122, 202-205

nielinger & rohsiepe

pulvertrasse 25

44869 bochum germany
49.23.2795.76.21 p
49.23.27.95.76.22
www.graphische-formgebung.de
www.nielinger.de

118
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noon

592 utah street

san francisco, ca 94110 usa
415.621.4922 p
415.621.4966 f
www.designatnoon.com

74, 206-207

no.parking

contra s. barbara 19
361000 vicena italy
39.0444.327861 p
39.0444.327595 F
www.noparking.it

14, 68, 76, 90-91, 208-211

patent pending

p.o. box 61309

seattle, wa 98141 usa
206.441.3441 p

206.441.8245 f
www.patentpendingindustries.com

87

pensé design

1600 soland avenue
albany, ca 94707 usa
510.5628.4488 p
510.528.9488 1
www.pensedesign.com

95

petrick design

3701 north ravenswood avenue
#248

chicago, il 60613 usa
773.296.6610 p

773.296.6405 7

212-213

jennifer pfeiffer

443 riddle road, #1
cincinnati, oh 45220 usa
513.478.5851 p

68-69

resist imposters

2449 dwight way, #35
berkeley, ca 94704 usa
415.606.1816 p
www.resist-imposters.com

71

rick rawlins/work

368 congress street, 5th floor
boston, ma 02210 usa
617.338.4045 p

214-215

rmac design

avenida da liberdade 220, 3rd floor
lisbon 1250-147 portugal
351213519180 p

351213519199 f
www.richardomealha.com

13, 216-217

roycroft design

31a main street
charlestown, ma 02129 usa
617.242.4505 p
617.242.4501 f
www.roycroftdesign.com
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samatamason

101 south first street
dundee, il 60118 usa
847.428.8600 p
847.428.6564 f
www.samatamason.com

34, 218-221

heather sams

464 haney road
wilmington, oh 45177 usa
937.302.7066 p

44

hans schellhas

1671 pullan avenue
cincinnati, oh 45223 usa
513.681.4879 p

45

shinnoske inc.

2-1-8-602 tsuriganecho,

chuoku, osaka 540-0035 japan

81.6.6943.9077 p
81.6.6943.9078 f
www.shinn.co.jp

222-223

paige strohmaier

7311 redondo court
cincinnati, oh 45243 usa
513.515.4856 p

44

studio najbrt

frani sramka 15

150 00 praha 5-smichov
czech republic
420.251.561.060 p
420.251.563.515 7
www.najbrt.cz

67 101, 119, 224-227

sumo

blackswan court

69 westgate road

newcastle upon tyne nel 1sg
united kingdom
0191.261.9894 p
0191.261.9010 £
www.sumodesign.co.uk

54-55

superbiiro

dammweg 3, biel/bienne ch-2502
switzerland

41.0.32.323.21M p
41.0.32.325.5122 ¢
www.superburo.com

14, 35, 101, 228-231
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katherine varrati
kvarrati@hotmail.com
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visual dialogue

4 concord square
boston, ma 02118 usa
617.247.3658 p
www.visualdialogue.com

13, 81, 214-215

vrontikis design office
2707 westwood boulevard
los angeles, ca 90064 usa
310.446.5446 p
310.446.5456 7
www.3bk.com

38-41

wilsonharvey/loewy

crown reach

147 grosvenaor road

london, sw1v 3jy united kingdom
020.7798.2098 p
www.wilsanharvey.co.uk

12, 60, 83, 123, 232-233
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Kristin Cullen is a graphic designer and professor

at the University of Cincinnati. She received a bachelor

of fine arts in graphic design from the University of

lllinois at Urbana—-Champaign and a master of fine arts

in graphic design from the Rhode Island School of

Design. In her professional practice, including several

years at Chicago firms, she has designed a wide range

of communication materials. Her professional and

academic work has been featured in exhibitions and

publications, including Graphis, 1.D., and Print.
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