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Introduction 

What is the essence of graphic design? How do 

graphic designers solve problems, organize space, 

and imbue their work with those visual and symbolic 

qualities that enable it to convey visual and verbal 

information with expression and clarity? The 

extraordinary flowering of graphic design in our 

time—as a potent means of communication and a 

major component of our visual culture—increases 

the need for designers, clients, and students to 

comprehend its essence. 

Traditionally, graphic designers looked to 

architecture or painting for their model. Certainly, a 

universal language of form is common to all visual 

disciplines, and in some historical periods the 

various design arts have shared styles. Too much 

dependence upon other arts—or even on the 

universal language of form—is unsatisfactory, 

however, because graphic design has unique 

purposes and visual properties. 

Graphic design is a hybrid discipline. Diverse 

elements, including signs, symbols, words, and 

pictures, are collected and assembled into a total 

message. The dual nature of these graphic 

elements as both communicative sign and visual 

form provides endless fascination and potential for 

invention and combination. Although all the visual 

arts share properties of either two- or three- 

dimensional space, graphic space has a special 

character born from its communicative function. 

Perhaps the most important thing that graphic 

design does is give communications resonance, a 

richness of tone that heightens the expressive 

power of the page. It transcends the dry 

conveyance of information, intensifies the message, 

and enriches the audience’s experience. 

Resonance helps the designer realize clear public 

goals: to instruct, to delight, and to motivate. 

Most designers speak of their activities as a 

problem-solving process because designers seek 

solutions to public communications problems. 

Approaches to problem solving vary, based on the 

problem at hand and the working methods of the 

designer. At a time when Western nations are 

evolving from industrial to information cultures, a 

comprehensive understanding of our 

communicative forms and graphic design becomes 

increasingly critical. I interrupted all other activities 

for a half-year to study the nature of graphic design; 

this book is the result. 



Chapter One: The Elements 
of Graphic Design 

The general public does not understand graphic 

design and art direction. Designers tell the story of a 

graphic designer trying to explain this job to 

Grandmother. The designer shows Grandmother a 

recent project and says, “You were asking me 

about what I do, Grandmother. I’m a graphic 

designer, and I designed this.” 

Pointing to the photograph in the design, the 

grandmother asks, “Did you draw that picture?” 

“No, Grandmother, it’s a photograph. I didn’t draw 

it, but I planned it, chose the photographer, helped 

select the models, assisted in setting it up, art 

directed the shooting session, chose which shot to 

use, and cropped the picture.” 

“Did you write what it says, then?” 

“Well, no,” the designer replies. “But I did 

brainstorm with the copywriter to develop the 

concept.” 

“Oh, I see. Then you did letter these big words?” 

asks the grandmother, pointing to the headline. 

“Uh, no, a typesetter set the copywriter’s words in 

type, but I specified the typefaces and sizes to be 

used,” responds the designer. 

“Well, did you draw this little picture down in the 

corner?” 

“No, but I selected the illustrator, told her what 

needed to be drawn, and decided where to put it 

and how big to make it.” 

“Oh. Well, did you draw this little, what do you call 

it, a trademark?” 

“Uh, no. A design firm that specializes in visual 

identification programs designed it for the client.” 

The grandmother is somewhat confused about 

just what it is that her grandchild does and why 

credit is claimed for all these other people’s work. 

The designer’s task 

The conceptual nature of the graphic design 

process generates public confusion about the 

designer’s task. The designer combines graphic 

materials—words, pictures, and other graphic 

elements—to construct a visual communications 

gestalt. This German word does not have a direct 

English translation. It means a configuration or 

structure with properties not derivable from the sum 

of its individual parts. Figure 1-1 demonstrates this 

principle. The first set of twelve dots, randomly 

placed, has no meaning or content beyond the 

phenomenon of twelve dots printed on the page. By 

contrast, the second set of twelve dots has been 

consciously structured into a visual configuration 

with meaning as a common sign: the letter H from 

the Roman alphabet. In one sense, the letter H is 

not present, but the human eye perceives the dots, 

and the human mind connects them into a 

recognizable pattern—the structure of a letterform. 

In the first configuration, the viewer sees a random 

dispersion of parts; in the second, the viewer sees 

the whole. 

Organizing these dots into a simple visual gestalt 

is symbolic of the graphic design process: The 

designer combines visual signs, symbols, and 

images into a visual-verbal gestalt that the audience 

can understand. The graphic designer is 

simultaneously message maker and form builder. 

This complex task involves forming an intricate 

communications message while building a cohesive 

composition that gains order and clarity from the 

relationships between the elements. 

Another aspect of the designer’s task is to infuse 

content with resonance. A term borrowed from 

music, resonance means the reverberation or echo, 

a subtle quality of tone or timbre. A violin prized for 

its resonance creates music with a richness of tone 

that heightens the expressiveness of sound. 

Graphic designers bring a resonance to visual 

communications through, for example, the use of 

scale and contrast, cropping of images, and choice 

of typefaces and colors. 
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The dual life of a graphic form 
Almost every graphic form—from a small period at 

the end of a sentence to the most complex color 

photograph—has a dual existence: It is an optical 

phenomenon with visual properties, and it is a 

communicative signal that functions with other 

signals to form a message. 

The three forms in figure 1 -2 illustrate that each 

has a center located at the point where its horizontal 

and vertical axes intersect. Even organic forms and 

forms placed into an unstable spatial dynamic have 

centers. Perceptual energy is generated by forms in 

graphic space. Even the static, perfectly balanced 

letterform M in figure 1-2 has energy that is 

generated by its light-and-dark contrast with the 

white page. In addition to the energy of contrast, 

which can be produced by contrasts of color, value, 

or texture between the figure and its ground, a form 

gains energy from its implied movement and 

direction. The M is static because its horizontal and 

vertical axes are equal and divide the form into four 

nearly equal and symmetrical quadrants. The line of 

type has a long horizontal movement, which propels 

the viewer’s eye toward the right. Some forms 

radiate energy, and others are passive. Even 

though the running silhouette has vigorous energy 

and movement, it maintains equilibrium because its 

parts are balanced around its axes. These three 

forms maintain a flat, two-dimensional relationship 

with the page. 

Forms can produce illusions of movement behind 

the flat page away from the viewer or projected 

forward from the surface. The perspective diagram 

demonstrates an illusion of spatial depth, a sense 

of three-dimensional space on the flat surface, and 

the box suggests projection forward in space toward 

the viewer. In the last two examples, the implied 

axes of the forms also move backward and forward 

in space. 

In addition to their optical and perceptual life, 

graphic forms have symbolic life as signs, symbols, 

and images that combine with one another to 

convey a message to the viewer. This 

communicative role can occur only within a culture, 

for signals transmit information according to a 

predetermined system or code. Chinese calligraphy 

and the English alphabet, for example, are 

prearranged systems that are understandable only 

1-4 



to people who have learned the language. 

The dual role of graphic forms is clearly illustrated 
in Paul Rand’s cover for the Spring 1943 issue of 

Direction (fig. 1-3), a writers’ magazine. Two 

analyses of this cover—as visual design and as 

graphic communication—clearly demonstrate this 
duality. 

The visual composition can be seen and 

evaluated almost as an abstract painting (fig. 1-4). 

A triangle and a rectangle are placed in a dynamic 

relationship to each other. Each has an internal, 

lighter form that creates a pull or tension within the 

larger form. The darker area of the rectangle 

duplicates the shape of the triangle and forms a 

relationship between them. The bold calligraphic 

line establishes a relationship to the triangle, which 

seems to pull the gesture toward it almost as though 

there is a magnetic attraction. Then the gesture 

moves away to form an angle that echoes the sides 

of the triangle. A line germinates from each shape. 

These lines of contrasting weight weave and pull 

through the space. They divide the white 

background into three open planes that move and 

flow with the rhythm of the lines. The lines seem 

alternately to attract and repel each other as they 

move through the space. The masthead above is 

stable, in contrast to the dynamic movement and 

energy of tilted shapes and flowing lines. Its 

placement parallels the horizontal edges of the 

page and unifies them with it. An active yet 

balanced composition is formed. 

A separate analysis approaches the same 

phenomenon as communication. The masthead 

tells us that this is Direction magazine, and the 

gestured script below it indicates that this is the first 

issue of volume 6, published in the spring of 1943. 

Because Direction was a magazine for writers, the 

triangular photograph of a pen point was interpreted 

by its readers as a symbol for writers. In the 1980s, 

the rectangular photograph of a smokestack would 

be interpreted as a symbol for industrial pollution, 

but in the early 1940s it was a symbol for heavy 

industry. The pen point draws an ink line through 

space to signify the writer’s output, and the 

smokestack produces a bold brush stroke 

representing smoke as a symbol for industrial 

production. Inside, Direction subscribers learned 

that a contest for writing by workers in war industry 

was to be held. The placement of the photographs 

and the contrast between the lines suggest tension, 

rather than order and unity, and imply that perhaps 

discomfort or a difficult adjustment exists for 

creative writers who are working within war industry. 

This magazine cover, produced more than four 

decades ago by a young designer not yet thirty, 

clearly demonstrates the important dual role of the 

graphic designer as message maker and form 

builder. 

Information and communication 

Information is knowledge about facts and events, 

and communication is the transfer of information 

between people. We live in a world of 

communication, constantly sending and receiving 

messages, gathering and disseminating 

information. With the development of twentieth- 

century communications technology, a theory of 

communications or information transmission has 

evolved. Its central premise is that information can 

be studied and measured very much like physical 

quantities such as mass and energy. Shannon and 

Weaver’s basic theory of communication1 is based 

on a general communications system (fig. 1-5) with 

the following components: 

An information source that produces the 

message or raw information to be transmitted 

A transmitter or encoder that transforms this 

information into a form, called a signal, that is 

suitable for the channel 

A channel upon which the encoded signal is 

transmitted to the receiving point. Distortion or 

interference, such as static in radio reception or 

“snow” in television, is called noise, represented on 

the diagram by the noise source. 

The receiver or decoder, which translates the 

received signal back into the original message or an 
approximation of it 

The recipient or destination, which receives the 

decoded message. 

Basic information theory is based on an 

elemental signal called a bit or binary digit, the 

smallest unit of information in a computer or other 

electronic communication system. A bit consists of 

one of the two units of the binary code, either one or 

zero. By reducing the communications process to 

this elementary level, Shannon and Weaver opened 

remarkable doors for the development of 

communications technology. Computers, video 

recorders, and cellular telephones are examples of 

technological systems that deliver information by 

digital technology. Basic information theory 

addresses the method of communication but not the 

content or purpose of communication; therefore, it is 

inadequate to explain communicative art forms 

including literature, music, or graphic design. 

Human communication can be subjective, 

expressive, and aesthetic, but basic information 

theory is cast in the cold, impersonal logic of the 

machine. The audience and the complex and rich 

nuances of graphic signals are aspects of graphic 

design that are beyond its scope. 

Information 
Source 

▼ 
Transmitter 
(Encoder) 

T 
Signal 
(in channel) 

^ Noise 
^ Source 

▼ 
Receiver 
(Decoder) 

▼ 
Recipient 
(Destination) 

1-5 
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The audience 

Complex symbol-making activity dates back at least 

300,000 years—the approximate date of the 

earliest known example of intentional use of 

symbolism in engraving—to an ox rib found in 

France that is marked with festooned double-arcs.2 

Early visual language includes: pictographs, 

elemental pictures representing objects; 

ideograms, which signify concepts or ideas rather 

than specific objects; and petroglyphs, which are 

carved into rock. Figure 1-6, a rubbing by Rob 

Carter from a petroglyph carved by Paiute Indians in 

Grand Wash Canyon, Utah, depicts pictographs of 

a standing man, a horseman, and a bison. 

Collectively, these pictographs signify the concept 

of a hunt, which moves into the realm of the 

ideogram. From these simple origins, cultures have 

evolved collective and complex systems of signs 

and symbols that enable its members to 

communicate. The ability of the audience to decode 

and understand a graphic design becomes a major 

limitation governing its form and content. Milton 

Glaser observed that “the reason new forms usually 

don’t emerge from the design activity ... is that 

design is in many ways a vernacular language. 

Design-related work assumes that the audience 

addressed has an a priori understanding of the 

vocabulary,” and it “conveys information based on 

the audience’s previous understanding.”3 The 

audience’s language and level of visual literacy, 

which means skill in comprehending and using 

visual forms, must be taken into account if the 

designer is to communicate successfully. 

A vocabulary develops through trial-and-error 

experience as a young child learns to talk, to 

understand the culture’s visual language system, 

such as our alphabet, and to read by using this sign 

system as a visual equivalent of verbal language. 

American college students who worked in health¬ 

care outreach programs in Nepal observed how the 

audience’s limited visual literacy prevented effective 

communication. Rural villagers were shown a three- 

foot-tall illustration of a fly in health-care 

t 

; ■ 'Jzu**'** 

presentations explaining how a fly deposits >' 

infectious bacteria on food. Flopes that the villagers 

would adopt recommended sanitation procedures 

were dashed when the villagers left the meetings 

chuckling that they did not need to worry. After all, 

their village had no giant three-foot flies, only little 

tiny ones.4 Culturally, the villagers had not learned 

to read pictures and did not comprehend the large 

illustration as an enlarged image of the common fly. ? 

The communicators were naive because they did _ * 

not know that the intended audience lacked the 

ability to decode the message. r 

Within each culture’s shared signs and 

experiences, each individual has a personal “reality - 

world” shaped by unique experiences and learning." 

This has been illustrated by the example of a man, 

woman, and child looking at the same street scene. 

Each perceives it in a slightly different way, 

consciously perceiving and understanding totally j 

different details of the whole.5 The woman might ' 

notice new dresses in the windows of a fashion 

boutique, while the child does not even notice this 

store but observes the antics of a small dog unseen 

by the woman. Two people reading the same 

magazine article glean totally different information. 

Individual experiences shape attitudes and 

perceptions and create a diverse and pluralistic 

society. Economic status, ethnic and religious 

background, social background, and age group all 

form tribes within our culture. Different tribes 

respond to different graphic approaches, and 

graphic style can even be an important means of 

tribal identification. Graphic approaches used on a 

Frank Sinatra recording would be totally 

inappropriate for the audience for a heavy metal 

rock recording, and vice versa. 

V 

1-6 
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The graphic signal 

An important attempt to develop a theory of graphic 

design as communication was made by Crawford 

Dunn, who defined three distinct modes of 

communicative signals and coined a name for 

each.6 
Alphasignal is the hard data or primary facts and 

figures of a communication. Alpha is the first letter 

of the Greek alphabet; it denotes that which is first 

or primary. Dunn believes that telephone directory 

listings, stock market quotations, and computer 

display data are all pure alphasignal. “Alphasignal, 

then we may say, carries the objective part of the 

message, without inflecting, without emphasizing, 

without editorializing, without reinforcing, without 

propagandizing, maximizing or minimizing—in 

short, without rhetoric.”7 Alphasignal is the content 

of the stated message. In figure 1-7 (top), the word 

stop represents the alphasignal of the traffic sign. 

Parasignal designates a mode of signal that 

travels alongside or at the side of the alphasignal to 

amplify and support it. On a stop sign, the red color 

and octagonal shape have become accepted 

through traditional usage as parasignals that 

support and enhance the alphasignal. Dunn points 

to the elegant script type and fine engraved printing 

used on wedding invitations as an example of 

parasignal, noting that alphasignal alone could be 

conveyed by typewriter output reproduced by a fast, 

inexpensive printing service. 

Infrasignal is information underlying or beneath 

the message that can betray the sender. Dunn uses 

an excuse note forged by a schoolboy who played 

hooky to define this term. “With effort, he negotiates 

the alphasignal of the correctly spelled words and— 

almost—manages the parasignal of his 

penmanship. A certain unmistakably puerile quality 

in his handwriting informs the teacher that the note 

is counterfeit.”8 If a planned community installed 

traffic signs as shown in figure 1-7 (bottom), 

motorists would know that they were not “official” 

traffic signs erected by the highway department and 

might even ignore them. The color is appropriate 

parasignal; however, the heart shape and script 

letterforms convey an entirely different meaning. 

Infrasignal should not be confused with noise, Dunn 

cautions, for noise is an environmental element or 

systemic defect that occurs after the message has 

left the sender and interferes with clear 
communication between the sender and receiver. 

Infrasignal is a mode of the signal that is conveyed 

by the sender along with the alphasignal and 

parasignal. 
Dunn’s theory is one useful approach to 

analyzing and understanding the complexity of 

graphic forms. Another approach is the philosophy 

of semiotics,9 which is a general theory of signs and 

sign-using behavior. 

Signs and their use 

A sign is a mark or language unit that stands for or 

denotes another thing. The plus sign for addition, 

the letter A for a specific spoken sound, the word 

apple, and a simple pictograph of an apple are all 

signs. A sign and its object have a simple 

connection. They form a pair, bonded by a direct 

one-to-one relationship. A three-way relationship 

exists between the signified, the signifier, and the 

interpreter. The signified is the thing that is 

represented (an apple). The signifier is the sign that 

represents it (the word apple or a pictograph of an 

apple). The interpreter is the person who perceives 

and interprets the sign. 

The interpretation of a sign is impacted by the 

context in which it is used, its relationships to other 

signs, and its environment. This is demonstrated by 

three uses of the same red circle. It is the sign of 

Japan: the country, the people, and their culture are 

all signified by this simple sign (fig. 1-8). 

In South Carolina, where a state law prevents 

liquor stores from erecting signs announcing their 

products, such stores are identified by large red 

circles or dots painted on the buildings (fig. 1-9). 
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After Prohibition ended in 1933, a woman in 

Charleston, South Carolina, was opening a liquor 

store and hired a painter to paint the building white. 

After he finished, they were looking at the freshly 

painted store. The woman stated that she thought it 

was ridiculous that the state would not allow her to 

erect a sign and wondered aloud if she could do 

anything to identify her business. At that moment, 

the painter lit a cigarette, looked at the red circle on 

his Lucky Strike package, and suggested that he 

could paint a big red circle on the building. Soon 

other stores copied this practice, and a symbolic 

convention was established. This episode reveals 

several truths about visual signs. They are often 

arbitrary, having their meaning assigned by a 

deliberate decision. Signs can convey their 

message to only those individuals who have 
learned the sign or the sign system. A person from 

the Orient visiting South Carolina might presume 

that the liquor store was a Japanese facility if he or 

she had not yet learned that big red circles signified 

the sale of alcoholic beverages there. 

The ability of words to direct the viewer toward 

the appropriate meaning of a sign or visual form is 

demonstrated by figure 1 -10, designed by the 

Russian constructivist El Lissitzky to illustrate a 

poem by Vladimir Mayakovsky. In this poem, 

entitled “An Extraordinary Adventure which Befell 

Vladimir Mayakovsky in a Summer Cottage,” the 

sun visits a desolate Mayakovsky in his cottage for 

tea and conversation one hot July afternoon. The 

large red circle signifies the visiting luminary. This 

layout is from the 1923 book For the Voice, noted 
for Lissitzky’s ground-breaking use of elementary 

geometric elements as illustrations. He assigned 

them meanings that expressed the subjects of 

Mayakovsky’s poems. 

1-9 
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Signs can be categorized by types, and one 

philosopher developed a complex system of sixty- 

six classes. Signs used in graphic communications 

normally fall within four basic categories. 

An icon resembles the thing it represents. A 

pictorial representation, a photograph, an 

architect’s model of a building, or a star chart are all 

icons, because they imitate or copy aspects of their 

subject. Figure 1-11 is an icon representing a bird. 

An index has a factual or causal connection that 

points toward its object. Wet streets are a sign that it 

has rained recently. Smoke signifies a fire. Figure 

1 -12 is an icon of a nest, but it is also an index 

signifying bird, because the viewer thinks of a bird 

upon seeing this image. 
A symbol has an arbitrary relationship between 

the signifier and the thing signified. The interpreter 

understands the symbol through previous 

knowledge and experience. Spoken or written 

words are symbols. In figure 1-13, the word bird 

functions as a symbol. Its designation is arbitrary, 

for there is no reason for this word to represent a 

bird instead of a vegetable or a fruit. 

A metasymbol is a symbol whose meaning 

transcends the tangible realm of simple one-to-one 

relationships. History, culture, and tradition all play 

a role in creating metasymbols, such as the dove 

with an olive branch as a symbol for peace (fig. 

1-14) For certain audiences, religious and magical 

signs and symbols take on these properties. The 

Christian cross and the Hindu mandala are graphic 

signals possessing this transcendental quality for 

followers of these religions. 

The interpreter brings this expanded meaning to 

the symbol, as is dramatically demonstrated by the 

swastika (fig. 1-15). This symbol has been found in 

ancient Europe, Asia, and America. In the ancient 

world it was called crux gammata because it is 

made up of four gammas, the third letter of the 

Greek alphabet. It is believed to have been a mystic 

symbol for the sun or fire and, by extension, life. 

During the early Christian era, it was marked on 

many tombs as a camouflaged version of the 

Christian cross. This form was chosen by the Nazi 

Party in Germany as its official insignia in 1935 

under the mistaken belief that it was an ancient 

Nordic symbol. The swastika’s symbolic meaning is 

now locked into a signification of Nazi Germany, 

Adolf Hitler, and the Holocaust. 

TheTimes They Are A'Changin' 

by Ma<sha Doty and Barbara Thomas 

1-16 

Graphic designers use signs and symbols as 

powerful vehicles for communication. Elemental 

forms can be combined to signify content. To 

illustrate the title of the article “The Times They Are 

A’Changin’,” Dietmar Winkler used a sequence of 

squares that contract, followed by semicircles that 

grow into full circles (fig. 1-16) to give visual form to 

a concept—change over a period of time. 

A letterform, the sign for a speech sound, can be 

adopted by a graphic designer to signify something 

else. Lorraine Louie designated the letter 0 as a 

sign for a magazine of new American writing, The 

Quarterly (fig. 1-17). The size, style, and position of 

the letterform are a constant, but its color, the other 

forms, and the numeral designating the issue 

number change with each issue. Readers of this 

periodical learn this designation rather quickly. 

1-15 
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Elemental signs can present messages with 

immediacy and impact. In a folder informing Holiday 

Inns, Inc., employees that their contributions to 

higher education would be matched by their 

employer (fig. 1-18), Jacklin Pinsler used a 

pictographic apple, which is a culturally conditioned 

sign for education (“An apple for the teacher. ..”), 

with an equal sign on the cover. The equal sign 

points toward the interior of the folder to prompt the 

reader to open it and discover that one apple equals 

two apples. This provocative equation inspires one 

to read further and learn about the process for 

multiplying contributions. 

Color can carry strong symbolic connotations. 

Enormous flexibility exists in the meaning of colors. 

Depending on its context and relationships with 

other signs, symbols, and images, the color red can 

connote love, anger, blood, revolution, danger, or 

Santa Claus. In figure 1 -18, it serves two functions. 

The red reinforces the signification of apples, and its 

striking contrast to the black background and white 

torn-edge contour creates strong visual impact. 

1-18 
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Lou Dorfsman exploits the fact that an X can play 

the dual roles of a letter in the word exhilarate and a 

symbol for a football player in a diagram to make a 

powerful graphic statement about football on 

television (fig. 1-19). 

In the trademark for Ace Chainlink Fence (fig. 

1 -20), Joseph Michael Essex drew the letter A with 

lines that resemble wire and linked them together to 
signify wire fencing. 

This Fall, the CBS Television Network will again chalk up the biggest attendance record in football. 

The same go-go-go spirit that first brought professional football home to a nationwide audience 

(the late National Football League Commissioner Bert Bell attributed the game’s phenomenal rise 

to this network's pioneering coverage) is also responsible for many other CBS Television Network 

sports firsts. First to give the nation a front row seat at international competitions through exclu¬ 

sive coverage of the I960 Winter and Summer Olympics. First to use video tape in sports, making 

it possible to rerun thoroughbred races, crucial golf rounds and scoring football plays as soon as 

they are over. First to televise the whole incredible range of sporting events from rugby to auto racing, 

from sky diving to figure skating-through the introduction of the weekly Sports Spectacular series. 

And throughout the year, this network continues to bring a hundred million television fans such 

major events of every season as the college bowl games, the Triple Crown, the UN Handicap, the 

PGA and Masters golf tournaments, and baseball's Major League Games of the Week. Sports play 

an exhilarating, exciting part in the powerful CBS Television Network |M| IITf 

lineup, which again this season has the balance, depth and quality to UUIVII I* AI EL 

1-19 
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MATT 

M U L L I Cfl N : 
0V0T0 Banners, Monuments, and the City 

an exhibition of work for public spaces 

Signs combine and acquire emblematic 

properties in William Longhauser’s exhibition 

announcement (fig. 1-21) for artist Matt Mullican, 

whose banners and monuments have elemental 

images such as targets. Mullican’s initials and a 

form from his work are used to create a strong 

black-and-white configuration. Making one M the 

white of the ground, and the other M the black of the 

target enabled Longhauser to build this image with 

visual contrasts of positive and negative shapes: 

white to black, open to closed, and incomplete to 

complete. 

An icon (a pictographic representation of the sun 

and its radiant energy) and a symbol (the word sun) 

are combined in the trademark designed by 

Kenneth Love and Richard Felton (fig. 1-22) for the 

Sun Company, Inc. 

The reader knows immediately that Nat Hentoff’s 

memoir entitled Boston Boy (fig. 1 -23) tells about 

the experience of growing up Jewish in Boston. 

Designer Janet Odgis combined a symbol (the word 

Boy) and a metasymbol (the Star of David) in such a 

way that the bookstore browser grasps the context 

of this book immediately. The symbol becomes the 

counterform or negative space in the letter O. 

For the Summit Consulting Group trademark (fig. 

1-24), Frank Armstrong synthesized the initial letter 

with a triangle, which becomes an icon for the 

summit of a mountain. 

For a public television station’s annual fund¬ 

raising auction, Dietmar Winkler drew upon the 

symbolic vocabulary for a motivating concept. The 

viewer may be very lucky, for sensible bidding may 

bring a bargain. This concept was accomplished by 

superimposing the numeral 2—the station’s 

channel number—over a four-leaf clover, which is a 

traditional symbol for good luck (fig. 1-25). These 

diverse examples show the potency of graphic 

signs and symbols when they are used inventively 

by designers to construct immediate and direct 
messages. 

1-21 
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Denotation and connotation 

Denotation is the direct meaning of a word, sign, or 

image. Connotation, a second level of meaning, is 

conveyed or suggested in addition to the 

denotation. The words politician and statesman 

both denote an elected or appointed person who is 

actively involved in governmental affairs; however, 

the connotation of each word is very different. 

Politician connotes a person interested in personal 

gain who promotes narrow interests, and statesman 

connotes an individual who is concerned about the 

long-term interests of all citizens. 

Images also carry powerful connotations. Figures 

1-26 and 1-27 are both advertisements with rather 

straightforward presentations. A headline is 

centered above a closely cropped portrait 

photograph denoting men of similar age. Each rests 

his chin on his fist and looks straight at the viewer. 

The connotations of each photograph are vastly 

different. 

In figure 1 -26 every visual aspect of the 

photograph connotes a steady, reliable individual 

worthy of trust as a financial advisor. The man is 

clean-shaven, and his hair is neatly cut and 

groomed. He is wearing a conservative business 

suit and holding a pair of horn-rimmed glasses. The 

clear, open lighting suggests a brightly illuminated 

business office. 

"I want to be your quarterback.” 
John Ebey 
Merrill Lynch Financial Consultant 

“My clients get more than the benefit of my knowledge. They get the 
knowledge and skill of a whole team of specialists. 

My role is to pull it all together, to fully understand your needs and 
help you choose the right investment strategy. 

“We’ll start by looking at your long range goals and deciding what 
degree of risk is appropriate. Then we’ll see where you stand on the basic 
financial needs-asset management, credit management, insurance and 
tax minimization.” 

John can put the right strategies into action for you because he has all 
the resources of Merrill Lynch on his side. 

Put a professional Financial Consultant like John Ebey, plus all of 
Merrill Lynch, to work for you. Call 1 800-637-7455, Ext. 9611 for your local 
Merrill Lynch office. 

Merrill Lynch 

1-26 



By contrast, Dennis Manarchy’s photograph (fig. 

1-27), art directed by Chris Baker, connotes a free- 

spirited rock-and-roll fan. The man is unshaven, and 

his hair looks shaggy and uncombed. He is wearing 

a towel around his neck, signifying an interest in 

physical fitness. The dark, mysterious lighting hides 

and obscures his face. 

These connotations did not occur by accident. 

The art director and photographer for each of these 

advertisements chose all of these aspects as 

deliberately as a newspaper reporter selects either 

politician or statesman to describe the subject of an 

article. 

Images convey both a perceptual message and a 

cultural message. The response to these two 

advertisements by a fifty-year-old person planning a 

retirement program who dislikes rock music and by 

a teenager or young adult who is an avid rock fan 

will be totally different. When confronted with an 

image of former president Richard Nixon (see figs. 

1 -36 to 1 -38), the viewer perceives an image 

denoting Nixon’s physical appearance. Also, the 

image prompts a conditioned response. Some 

people feel that he was hounded from office; others 

believe that he should have been impeached. The 

viewer’s attitudes and opinions about Mr. Nixon, the 

only president to resign from office, are inescapably 

bound to the image. 
i 

When I Became AMan 
I Didn't PlrtAwayMy Rock&Roll. 

It you think today’s rockers are stone broke, you’d better get out 
of the sixties. 

The rockers of the eighties are high on life, money and action.They 
take care of their bodies in designer sportswear at health clubs.They drive 
sports cars and take exotic vacations. 

WRXL ranks number one in Richmond in reaching 18-34 males who 
ind ulge themselves in personal vacations, stereoequipmentand foreign cars! 

So now you know where to get your share of the action. 

WRXL102FM 
AGenerationOf Rock&Roll. 

324') Basic Road. Richmond.Virginia 232283804) 282-9731 
•Source ArtNtron Spring 1985/Simmons 1984 Study of Media & MarkeLs/Mon-Kn bam-7pm/ \C>H Listening 

Sample 857 (Vacalions|/100l (Stereo Kqulpment & <.ars) 
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Typography 

Our civilization is based on the alphabet and 

numerals. These elementary marks have no 

semantic meaning but have been assigned roles as 

visual substitutes for speech sounds and arithmetic 

quantities. These simple signs have enabled people 

to build elaborate philosophies, sciences, and 

literatures, store this hard-won knowledge as writing 

or typography, and transcend time and place. 

Traditionally, the word typography meant the 

technical process of printing writing through the use 

of metal types with raised letterforms that could be 

inked and printed in a process not unlike a rubber 

stamp. In our electronic age, typography 

encompasses the transmission and communication 

of alphabetical and numerical information through a 

variety of means, including printing, video 

transmission, computer display, and electric signs. 

(In this book, a broad definition encompassing 

alphanumeric communications from gestured 

crayon writing to neon signs is used.) 

In discussing architecture, Ludwig Mies van der 

Rohe observed that “God is in the details.’’ The 

same is true of typography, an exact art of 

measurement and proportion, message and form. 

Typography involves complex visual relationships 

of scale and space. Letters become words, which 

combine to form sentences, paragraphs, and 

columns. Subtle spatial relationships are critical to 

legibility and readability. 

The designer structures typographic information 

by giving the units assigned roles, and the reader 

approaches typography with an intuitive 

understanding of these functions. This developed 

early in the history of printing, and major 

typographic roles can be found in the circa 1530 

German broadside proclaiming an indulgence (fig. 

1 -28). Typographic units perform the following 

functions on this early broadside: 

The headline or title is the most significant type in 

a page’s hierarchy of information. Dominant size 

and position immediately cue the reader that this is 

primary information, the entry point for the page or 

article. Research indicates that for every ten people 

who read the headline in a printed communication, 

only two read the text. 

A subtitle is distinguished from a title by smaller 

type size or weight, indicating secondary 

information that clarifies or elaborates its headline 

or title. 

Picture captions are the titles, explanations, or 

descriptions of images. Proximity to the image and 

type size should unmistakably announce its 

function. Research has shown that picture captions 

have from two to four times the readership of the 

text, making their importance even greater than the 

traditional role. 

Text (also running text or body copy) is usually 

the longest unit of typographic material on the 

printed page and the major source of written 

information. People who read the body copy are 

either seriously interested in the subject or 

prompted by the image or title to seek additional 

information. 

A heading is a type unit placed within the text and 

distinguished from it by contrast of size, weight, or 

spatial interval. Headings divide text into sections by 

content. They can break up the gray mass of 

text, make the text less overwhelming to the reader, 

and increase readership. 

The signature identifies a person or organization 

that wrote or published the material. In our culture 

we read from left to right and top to bottom; 

therefore, the logical location for a signature is the 

terminal point, the lower right-hand corner. This 

broadside is somewhat unusual because it bears a 

signature in that location: Wolffgang Kosch, 

Woodblock cutter. 
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The modern continuation of the role-assignment 

tradition in typography is demonstrated in the recipe 

section of a recent book, Vegetables, art directed by 

Kit Hinrichs (fig. 1 -29). The typographic system in 

the recipe chapter has eleven distinct roles. It has a 

section title and a brief introductory paragraph in 

large type that almost functions as a subtitle. In 

each recipe column, clearly separated from its 

neighbors by ruled lines, are: the recipe title; a 

medallion identifying the recipe’s ethnic origin and a 

numeral signifying the number of servings; a small 

italic notation of the serving yield; the ingredients 

list; a drop initial; directions; footnotes; and a page 

number, called a folio. The size, style, and color of 

the units were carefully selected by Hinrichs to 

create a clear optical separation. The consistency of 

these elements enables the reader to comprehend 

quickly the order that the designer has imposed 

upon the page. 

Drop initials are large initial letters dropped into 

the text. They have been shown to increase 

readership because they form a focal point at the 

start of the text to catch the reader’s eye and lead it 

into the copy. 

The heritage of typography has an underlying 

geometric structure. The ancient Greeks based 

their alphabet on elemental structures of the 

square, circle, and triangle and established two 

horizontal guidelines to propel the information 

forward with rhythmic order. The advent of 

typographic printing, with metal type locked into an 

iron chase, further reinforced a horizontal and 

vertical emphasis. In the twentieth century, the new 

visual languages of the modern art movements 

have combined with advanced technology to shatter 

the limitations of type size and the exclusive 

reliance upon a horizontal-vertical orientation. 

Typography’s dual lives as language 

communication and visual form are not 

simultaneous. Readers are conscious of type as 

message and virtually ignore the visual properties. 

However, the visual properties establish resonance 

and can invite or repel potential readers. The visual 

nature of typography is extraordinary for it can 

combine the time-space sequence and rhythm of 

music, the linear structure of language, and the 

dynamic space of painting. 

The traditional role of vegetables 

in American cooking has been to 

act as a side dish, an accompani¬ 

ment to the main course, which 

invariably has been some type 

of meat. With a little effort, a side 

dish can be a star on its own. 

SABA GHANNOUJ (Eggplant Dip) BEETS WITH SOUR CREAM 

Scnsts 8 

/ large globe eggplant 

/ tablespoon finely 
chopped onion * 

2 tablespoons fine ly 
chopped parsley 

2 tablespoons lemon juice 

3 tablespoons olive oil 

3 tablespoons toasted 

white sesame seeds, 
finely ground (optional) 

salt and black, pepper to 
taste 

cayenne pepper for 

garnish (optional) 

sesame seed crackers or 
Armenian bread Wash and roast the 

whole eggplant at 

400° F for about 

40 minutes, or until soft. * * 

Cool the eggplant slightly. 

Feel off the skin and dis¬ 

card. Squeeze out some of 

the liquid. Mash or blend 

the eggplant pulp with all 

other ingredients until 

mixture is smooth. Spoon 

onto a shallow dish and 

garnish with cayenne pep¬ 

per. Serve cold or at room 

temperature with sesame 

Sertm. 4 6 

2 pounds beets, washed 
and trimmed with l -inch 

stems 

2 tablespoons minced 
onion 

Vi cup sour cream 

/ fA teaspoons prepared 
horseradish 

Vs teaspoon salt 

f$ teaspoon freshly ground 

black popper 

snipped chives or 
chopped walnuts for 

garnish (optional) Boil the beets in lightly 

salted water to cover 

until tender. Voting 

beets will take 30 minutes 

to 1 hour; older beets will 

take 1 to 2 hours. Drain 

and place in cold water 

to cool. Peel and cut in 

Winch-thick slices. Mix 

together the beets and 

onion, and place in a 

serving bowl . Combine the 

sour cream, horseradish, 

salt, and pepper, and pour 

over the vegetables. Garnish 

with chives. 

seed crackers. 

CHINESE BROCCOLI WITH 
OYSTER SAUCE 

S«w*j 4 o 

| / fz pounds C hinese broccoli 
(also called Chinese 
k<de, or gai laan j, 

| uja&hed and cut apart 

j A cap vegetable oil 

I Z* teaspoon salt 

| / clove garlic, minced 

| V* cup oyster sauce* * Boil the broccoli in 

water to cover for 

2 minutes, and dram 

j well. Heat the oil very hot 

| in a large skillet or wok, 

| and add the salt and garlic 

| Stir-fry the garlic to a light 

| golden brown. Add the 

j broccoli and oyster sauce, 

j and stir-fry quickly, 

| just long enough to coat 

| and heat through. Serve 

I immediately. 

| * Chopped lx>k choy, mpya 

; cabbage, or ftaptmgm, or par 
l boiled hrm mli or cmlifiocw mop 
l be substituted. Danoto&ercwok, 

: * * Sold in bottles in Aston specialty 

| markets and many supermarkets. 

*1 to2 cloves garth:, finely 
minced, may be substituted. 

* * Eggplant may be masted 

on a hot charcoal grill or in 

the broiler. This udtl take less 

time and mil give this dip an 

interesting charred flavor. 

126 
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Images 

Images are pictures of all kinds, ranging from simple 

pictographs to illustrations and photographs. In the 

earliest printed books, images were simple linear 

woodcuts printed in black ink along with the type 

(see fig. 1-28). Contemporary image making spans 

a vast range of possibilities including all of the 

techniques of drawing; painting and illustration; 

photography, which can now be manipulated and 

combined through digital editing; and computer¬ 

generated imagery. Images can be a substitute 

reality, an artificial reality, or a new reality. An 

illustration of Buddha, Mohammed, or Christ 

demonstrates the power of images as substitution. 

Images of some religious leaders do not survive 

from their time: the illustrator’s conception becomes 

a substitute for a lost reality. Followers of these 

religions project spiritual significance upon these 

images. Fashion advertising photography presents 

an artificial reality: the makeup artist, the hair stylist, 

the photographer with his sophisticated camera and 

lighting techniques, and the retoucher all conspire 

to transcend normal human appearance and 

provide an idealized beauty that does not exist in 

life. 

From the simplest pictograph to realistic 

illustrations, drawn images are based on a visual 

syntax. This is the orderly and consistent 

arrangement of the individual parts (dots, lines, 

tones, shapes, edges) to give the image 

cohesiveness. Figures 1-30 to 1-35 demonstrate 

some of the imaging possibilities from simple 

notation to full tonal or color representation. 

Notation (fig. 1-30) is linear, reductive, and 

characterized by economy and brevity. It is the 

simplest level of image making, for the essence of 

the subject is captured by minimal graphic means. 

A pictograph (fig. 1-31) achieves its presence 

through the mass and weight of shape. The primary 

forms of the subject are reduced to elemental 

geometry, which becomes universal rather than 

specific. 

The silhouette (fig. 1-32) differs from the 

pictograph because it presents the specific shape of 

a subject instead of a universal prototype. 

A contour drawing (fig. 1-33), like notation, is a 

linear and conceptual image because imaginary 

outlines trace the edges or boundaries of forms in 

space. 

Line as tone (fig. 1-34) depends on the ability of 

the human brain to construct a gestalt from 

fragmented data. Black-and-white linear patterning 

is interpreted as the seamless tone of the image. 

Representation (fig. 1-35), whether tonal or in full 

color, attempts to replicate the natural appearance 

of the subject in specific light conditions. 

The graphic means used to present an image and 

its information level become important components 

of the communication. Although all of these images 

denote a bird, each one does so in a very different 

way and becomes a very different communication. 

The potential for graphic interpretation of any 

subject is infinite, limited only by the imaginative 

powers of artists. 

In figures 1-30 through 1-35 the level of 

perceptual information changed, but in figures 1-36 

to 1 -38 a different type of change in the information 

level occurs. The illustrator has altered the images 

to change the connotation. This sequence 

illustrates the psychological changes in Richard 

Nixon from the time that he won reelection, to the 

unraveling of the Watergate wiretapping and 

burglary, to the Congressional move toward 

impeachment. 

1-36 1-37 1-38 



The persuasive power of photography is based 

on our preconception that the photograph is a 

powerful vehicle for denotation: a record of reality 

that is recorded by a machine. Early photography 

with its long time exposures and resulting frozen 

subjects—as well as the photographs on 

contemporary drivers’ licenses—are brute 

denotation. The century-and-a-half history of 

photography can be interpreted as the evolution of 

connotative and aesthetic concerns, which are often 

related. As figures 1-26 and 1-27 revealed, 

photography has tremendous connotative power. 

Each photograph can reveal its subject as only a 

single frozen image, and yet each subject contains 

an unlimited number of potential images for 

photography.10 The photographer’s selection of 

viewpoint, lighting, distance, lens, depth of field, 

type of film, and other aspects combine to form the 

specific connotative qualities of the image. 

Little is known about how we “read” a 

photograph. Our ability to perceive and understand 

the world around us is projected onto the 

photographic image. We see the flat tones or colors 

of the photograph as translations from the physical 

world. In a black-and-white photograph taken on the 

porch of a weathered beach cottage (fig. 1-39), the 

contour edge separating the light tone of the sky 

from the darker band of gray beneath it allows us to 

interpret this gray plane as a sand dune, and we 

comprehend the presence of a vast atmospheric 

space between the porch and the sky. Our reading 

of this image is spontaneous and automatic, yet the 

reality of the photograph is a series of flat gray tones 

and textures. Individuals in primitive tribes have 

been shown black-and-white photographs, and they 

could not see the image. They merely perceived a 

flat sheet of paper with modulated gray tones on it. 
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Image transformation 

Graphic designers imbue images with expressive 

and communicative power by altering, 

exaggerating, and combining them to create a new 

conceptual reality. The computerized capability of 

electronic editing, retouching, and combining of 

images enables contemporary designers to 

transform images in ways undreamed of in the past. 

Image alteration. In a poster for a hospital’s 

culinary workshop (fig. 1-40), designed by Tom 

Poth and illustrated by Larry Mclntire, a traditional 

Swiss army knife is altered by replacing the blades 

with kitchen utensils. The multiple blades connote 

usefulness, and this concept is transferred to the 

workshop by association. 

Image exaggeration. The American Library 

Association commissioned illustrator Charles B. 

Falls to design the poster “Books Wanted for Our 

Men” (fig. 1 -41) during World War I. Falls 

emphasized this need and increased the graphic 

impact of his poster by exaggerating the size of the 

individual books and the height of the stack carried 

by the soldier. This exaggeration proved successful, 

for the campaign to solicit book donations met its 

objectives. 

Image combination. When images are 

combined, their content becomes additive. To 

express the theme “Britain Then and Now” (fig. 

1-42), Sibley/Peteet Design combined a traditional 

portrait of a British monarch—a linear engraving 

comprised of subtle complex detail—signifying 

then, with a brightly colored, contemporary, flat- 

shape portrait signifying now. The combined image 

carries concepts of old and new, past and present, 

then and now. 

BOOKS 
WANTED 
FOB. OUR. MEN 

»IN CAMP AND, 
OVER THERE’ 
take your gifts to 

The public library 
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Photomontage. This technique of combining 

photographic images to invent a new configuration 

was pioneered by the Berlin Dadaists as early as 

1918. It enables designers to express complex 

ideas in a rapid manner. To signify a lecture entitled 

“The Engineers’ Aesthetic and Architecture,” David 

Colley created a montage from two images that 

denote architecture (fig. 1-43). The Greek Ionic 

capital connotes the aesthetic element, and the 

geometric grid pattern of the high-rise windows of 

Mies van der Rohe’s Lake Shore Drive apartment 

buildings signifies engineering. 

In publicity for a play entitled The Gingham Dog 

that refers to the civil rights movement and Dr. 

Martin Luther King, Jr. (fig. 1-44), Colley juxtaposed 

period news photographs in a compelling montage. 

The portrait of Thomas Jefferson, placed on its side 

to signify that things are out of kilter, is a powerful 

addendum. 

■ 

and Architecture 
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Robert Mark 
Professor of Engineering and Architecture 
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Pepsitmeol of Art Hissory 
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The Gingham Dog 
a production of the play by Lanford Wilson February 3,6,9, and 10 at 8:00 pm 1983 the Station Theatre is at 223 North Broadway, Urbana 
directed by Kathy Jutif February 4,5,11, and 12 at 7:00 and 9:30 pm 

tickets 4.00 at Record Service in Champaign 
or at the door on nights of performance 
telephone 384-4000 for reservations 

a production of the Celebration Company 
at the Station Theatre in Urbana, Illinois 

partial production assistance furnished 
by the iliinois Arts Council 
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In a calendar page designed by Jeff Barnes and 

photographed by Christopher Hawker for Kieffer- 

Nolde, Inc., montage is used to create jolting scale 

changes that transform a small Lifesaver candy into 

a huge life buoy (fig. 1-45). This image was 

produced on a Scitex electronic image processor, 

which permits electronic retouching, combining, and 

altering of images. A laser scanner tracked across 

the original photographs, converting them into 

digital data. A powerful computer was used to 

resize, edit, and combine these images, which had 

been converted from photographs to computer 

graphics. In both still photography and video, 

advanced capabilities for image alteration are 

rapidly destroying our traditional faith in the 

photographic image as absolute truth. In the near 

future, photography may lose its validity as legal 

evidence. Deprived of its legitimacy as true fact, its 

claim to greater truth than illustration and painting 

will be destroyed. 

Kieffor-Nolde, Inc. 
Offset & Gravure 
Graphics 
160 East Illinois 
Chicago, IL $0611 
312-337-5500 
Toll Free 
1-800-621-8314 
In Cleveland 
216-344-9170 
In New York 
212-9S6-2420 
Call or write. 
Find out how this 
was produced. 
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Camera angle and viewpoint. Ordinary images 

can be transformed and presented to the viewer in a 

new way when the designer or photographer sees 

them in a new way. In a folder for Container 

Corporation of America providing information about 

composite cans (fig. 1-46), Jeff Barnes used wide- 

angle photography of two cans seemingly balanced 

on their bottom rims. This arresting and original 

treatment made conventional objects interesting. 

In another fresh and original approach to objects, 

Jeff Barnes commissioned Dennis Manarchy to 

photograph furniture tilted onto the floor (fig. 1 -47). 

When Barnes used these photographs in an 

advertising campaign for Interna Designs, he 

aligned the vertical axis of the objects with the 

vertical edge of the page, which gave the 
rectangular photographs a diagonal orientation to 

the page. The reader is arrested by the unexpected 

nature of these photographs and is challenged to 

decode the unusual properties. 

i 

Crentabiiify 

interna designs 

Composite Can Division 

Astragali) S«pCto3ltto \umm FotuaitaAits mmkmmm. 

tafcte resncssnis Hc'O llaMersfcsndtseMan 

from Start Capj^ete IW Space 6-188 
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jtostgnsSijy (tepetjbv EtUrafia Frau DsAngci»> U.S.A 
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Container Corporation 
of America 
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Cropping. Cutting off or removing unwanted 

parts of an image can greatly enhance the 

effectiveness of routine images. In a simple one- 

color announcement for a free weekly concert 

series (fig. 1 -48), Dietmar Winkler took an ordinary 

photograph of a flutist, converted it to a high- 

contrast image, and then rotated it so that the 

viewer appears to be hovering over her shoulder. 

This unique vantage point combines with the 

pattern of shapes to transform the ordinary into a 

more provocative experience for the viewer. 

The dynamic effect of cropping upon an image is 

evidenced by figure 1-49. In the top version, the 

racing horse is centered in the rectangle, which 

creates a static configuration. In the bottom 

rectangle, the horse is thrusting into the space. This 

unbalanced composition, combined with the area of 

open space in front of the horse, more effectively 

signifies energy and movement. 

1-48 
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Performances 

Teacher of Masterclasses 

Heller She »s one of the founding members and performers 

of Collage, contemporary music ensemble 

Her distinguishing vocal characteristics include 

and extended range, 

a high degree of pitch accuracy. 

an extended vocal technique, 

and a maiding of dramatic theatrical technique 

with vocal performance. 

An accomplished teacher, 

she began as assistant to Phylhs Curtin 

at the Berkshire Music Center in 1972. 

Presently, she is Assistant Professof of Voice 

at Yale University School of Music. 
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Graphic support elements 

Unlike type and images, graphic support elements 

are visual materials that do not carry specific 

messages but can make a major contribution to the 

effectiveness of a design. These elements include 

ruled lines, borders, ornaments, patterns, colors, 

shapes, and backgrounds. They can structure 

space and guide the reader’s eye through the 

design. Often they play an important role in creating 

resonance. The possibilities are limited only by the 

imagination of the designer. In a folder for soprano 

Joan Heller (fig. 1-50), Frank Armstrong used rules 

and bars to play several important roles: organizing 

the typography, structuring and balancing the 

space, and creating lively musical rhythms that are 

expressive of the content. 
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Language as a model for graphic design 

A language is a systematic means of 

communicating ideas or feelings through signs 

(sounds, visual gestures, or marks) having 

understood meaning. Our language is our principal 

communications system, and its grammar and 

rhetoric are the primary model for other forms of 

communication, including fine art and hybrid forms 

that combine pictorial and verbal information: film, 

video, computer graphics, and graphic design. 

Graphic design gains richness from the combination 

of multiple language and optical forms—words, 

pictures, signs, and colors—into complex 

communications. 

The art of rhetoric, as developed by the ancient 

Greeks, was a study of principles and rules for 

preparing and delivering speeches that were 

effective communication and persuasion. Although 

many of its ideas have limited application to modern 

graphic design, its classification of the figures of 

speech from everyday language and literature is 

useful because visual symbols and images are 

often used in the same way. In a presentation at the 

1975 Icograda conference, Claude Cossette said, 

“If we define rhetoric as the science of figures of 

speech capable of convincing by means of an 

image, one can imagine that makers of functional 

images would latch on to this art. ...” 11 Hanno 

Ehses uses principles of rhetoric to analyze graphic 

design. He writes: “Broadly defined, rhetoric is the 

art that deals with the use of spoken or written 

discourse. Its object is eloquence, which is defined 

as effective speech. According to Aristotle, its 

concern is with ‘discovering all the available means 

of persuasion in any given situation’ either to inform 

(rational appeal), to delight and win over (ethical 

appeal) or to move (emotional appeal) an 

audience.” 12 Designers should not ignore the 

vocabulary of rhetoric simply because it uses 

unfamiliar terms and very precise definitions of 

similar concepts, for rhetoric actually defines many 

communications techniques used daily by graphic 

designers to solve problems. 

Figures of speech that show a relationship or 

resemblance are most important and have graphic 

parallels in visual communications. Perhaps the 

simplest of these is the simile, which is a 

comparison or parallel between two unlike things. 

These sentences contain similes: “The grade on the 

term paper was like a slap in the face”; and “His 

heart is as hard as a rock.” A visual simile was 
created in an announcement for an exhibition of 

sculpture by Alberto Giacometti. Dietmar Winkler 

configured typography (fig. 1-51) to look like one of 

Giacometti’s sculptures (fig. 1-52) by replicating the 

tall, thin, upward movement. Giacometti’s name is 

made to look like one of his sculptures. 

A metaphor also points out resemblance, but 

does so by substitution. “A ship moves through the 

ocean like a plow through the field” is a simile. "The 

ship plows the sea” is a metaphor. In a book jacket 

for William Faulkner’s Light in August (fig. 1-53) 

designed by R. D. Scudellari, the shade pull 

becomes a metaphor for a noose and, by extension, 

death. This design works on two levels of 

understanding. The rain-splashed detail of a 

window in late afternoon creates a pervading 

resonance and mood, and the nooselike form 

signifies impending doom. 

LIGHT 
IN AUGUST 
WILLIAM 
FAULKNER 
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Personification is the representation of inanimate 

objects or abstractions by a human image; for 

example, Cupid signifies love. Anthropomorphism 

is attributing human traits, thoughts, action, and 

speech to animals or even inanimate objects. John 

Tenniel’s illustration of the White Rabbit from 

Alice’s Adventures in Wonderland (fig. 1-54) 

demonstrates this concept. 

Metonymy is using the name of one thing to stand 

for another, related thing. When a newscaster 

states that “the White House said today,” we know 

that he means “the president’s spokesman said 

today.” The White House is a metonym for the 

president and his staff. In the poster published by 

the Twentieth Century Bookstore in Tel Aviv, Israel 

(fig. 1-55), headlined “Independence Day,” 

Yehudah Raviv photographed an Israeli flag and a 

Palestinian flag tied together by a large knot. These 

intertwined flags become metonyms that stand for 

the Israelis and the Palestinians, signifying the 

peaceful coexistence of the two peoples. Daniel J. 

Walsh of Liberation Graphics observes that May 

fifteenth is celebrated by the Israelis as their 

Independence Day, and the Palestinians observe it 

as the Day of Disaster, the day they lost their land to 
the Israelis.13 

' l\\ » 
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Synecdoche is the use of a part to represent the 

whole, or vice versa. It achieves a powerful effect in 

a booklet explaining the movement problems of 

handicapped people (fig. 1-56), designed by Frank 

Armstrong and photographed by Thomas Wedell. A 

detail of the hands of a person teaching a 

handicapped person to open a jar represent two 

people—helper and handicapped—and their 

relationship. 

The essence of a pun, observes Eli Kince, is the 

“phenomena that one symbol can have two or more 

meanings, or that two or more symbols can have 

similar or identical images but different meanings.”14 

It is the use of words in a way that suggests different 

meanings or plays upon similar sounds or spellings. 

A man approached Dr. Samuel Johnson, the 

great literary figure of eighteenth-century London, in 

a restaurant and taunted, “Dr. Johnson, make us a 

pun!” 

Dr. Johnson retorted, “Upon what subject?” 

“Er, upon the king!” snapped his challenger. 

To gales of laughter from his companions, Dr. 

Johnson roared, “The king is no subject.” 

The man walked away believing that Dr. Johnson 

had failed his challenge, not realizing that Dr. 

Johnson had only required eight words and two 

brief sentences to deliver two puns. 

Puns can be visual, verbal, or a combination of 

both. Joseph Michael Essex created a visual pun— 

a photograph of a child’s blocks—in the design of 

stationery for Ira Block (fig. 1-57). 

When teaching us how to do <1 new skill. 
the following techniques can be helpful: 

Begin by trying to describe the whole motion dearly, 

and then match the words with the specific movements. 

Help us do the motion. 

Use your hands and take us through the movement. 

Do this fry warning us before you touch ns. 

by touching us firmly and by keeping your hand in cometi 
throughout the whole movement. 

Out movements should be at the: 
your hands only serve as guides for out movements. 

Aiiow us to pt.nrue th< skiff with your assistance 
and then independent iv. 

dive «s. feedback and encoumgefttyM. 

fry different approaches and listen to our feedback. 
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IRA BLOCK PHOTOGRAPHY, Ltd. 215 West 20th Street New York, NY 10011 212.242.2728 
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A verbal pun—the similarity between the perfume 

Chanel No. 5 and the public television station’s 

channel number 2—was used by Chris Pullman to 

create an arresting advertisement (fig. 1-58). This is 

also an example of parody, which is a work imitating 

the style of some other work, often with humorous 

or satirical intent. 

The poster designed by Jim Jacobs Studio for 

nontraditional productions of classic plays achieves 

remarkable impact through a visual-verbal pun (fig. 

1-59). Entitled “Uncommon Shakespeare” to 

express nontraditional productions, the illustration 

of William Shakespeare is made uncommon by his 

twentieth-century clothing. 

UNCOMMON 
N°NTftADlTI°NAl. PKPDUCTI°NS °> CLASSIC PLAYS' 
November iz i980-jan< iakyansi. Dallas public library. 
1954 C°\\MHRCL.TPRRACH K°°M. FOURTH l.LVF.L * + ♦' 

; V. ’ G ■$ CON rWHUTf •• > TOTHI5 V v<'t> : ON ,v.v ’■ i<;AN SHAK.rSHF.AKt i lit AW 
. .<. )■ n-c’ .. ; 4 u-., .• 5 ‘ «. . ' ■ ’i>r-' 4 

••SI .4 „ K. ■ VI SOI i ':iV. KS O I)''-.' t\AS 4-\> s M'.IK-->i' .-i ■ ■ \. 
4 V . •. V. $>• .<{ y,> ■ . v SiAV 'V<. N • •« 4 

'>• ■■•'■'■! V '.N V . \<>< V.OV. , v • ■. C|I A« s •■.,■•• ■ ■ \.\i ’ ; ' 
Miv'i \r’. ONTARIO. CANADA ♦ * ♦ FUNDED !N PAR 
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ROAD. 

Drink and drive, and you may lose somelhing on the way home from the party. 

Hyperbole is exaggeration for the sake of 

emphasis. Charles B. Falls’s poster entitled "Books 

Wanted for Our Men” (see fig. 1 -41), discussed 

earlier, achieves hyperbole by exaggerating the 

image. One soldier would be unlikely to read or 

carry that many books; however, it emphasizes the 

need. 
The opposite of hyperbole is litotes, which is an 

understatement using a negative as a way to 

express an affirmative, such as saying “He is not a 

bad photographer” to mean that he is a good 

photographer. This can be very effective in visual 

communications, as evidenced in figure 1-60. Art 

director Helmut Krone and writer Julian Koenig 

described the car with a one-word headline, 

“Lemon,” the most negative thing you can say 

about an automobile. It implies defective 

manufacturing. The text explains that this particular 

vehicle did not pass inspection due to a blemish on 

the glove compartment chrome strip, so it was not 

shipped until this minor defect was corrected. A 

negative understatement becomes the entry point 

to tout outstanding quality control, inspection, and 

attention to detail. 

Antithesis is the sharp contrast between two 

opposing ideas or thoughts to intensify their 

difference. “The revolution promised freedom but 

brought slavery” is more intense than “The 

revolution brought slavery.” Antithesis, through the 

sharp contrast between freedom and slavery, 

increases its emotional fervor. Antithesis is used in 

a poster directed toward high school students to 

warn of the hazards of drunk driving (fig. 1 -61). 

Taking one last drink before departing—“Having 

one for the road”—contrasts sharply with a 

photograph depicting the loss of a leg in a traffic 

accident. Art director Tom Roth and copywriter 

Steve Trygg created this poster in a national 

competition sponsored by Reader’s Digest. 

Irony is a deliberate contrast, presenting the 

opposite of what would be expected. The situation 

would be ironic, for example, if a fire truck caught 

fire and burned. For a highly critical Atlantic article 

about American naval strategy, Art Director Judy 

Garlan commissioned Theo Rudnak to illustrate 

mighty naval warships as sitting ducks (fig. 1-62). 

The cover signifies the irony of naval power that 

might not be effective in wartime. 

An allegory is a symbolic representation. A literal 

device or character is used as a symbol for an idea 

or principle. The Statue of Liberty is an allegorical 

figure for freedom. The United States is signified by 

the allegorical figure, Uncle Sam. In a poster for the 

Colorado Music Festival (fig. 1-63), Barry Zaid 

symbolized the pastoral joy of music by the 

allegorical figure Pan, ancient Greek god of forests 

and shepherds who created the first reed pipe, 

playing music high on an idyllic mountain. 1-61 
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Jeremy Campbell observes: “One important 

property of language is that, while its symbols may 

be used to bring about physical results in the ‘real’ 

world of substance, they need not be used for that 

purpose. Symbols can be decoupled from physical 

reality to a greater or lesser extent. Words are not 

deeds, though they often lead to deeds. Symbols 

can be manipulated more freely than substance, 

and they can be manipulated to form new 

statements and expressions which are only 

tentative, playful, figurative. Symbols are at liberty 

to be a little irresponsible and experimental.” 15 This 

potent latitude can be used to entertain and enrich, 

or it can become deceptive and misleading. As 

conveyors of information with the power to form and 

connote it, graphic designers have an ethical 

responsibility to the audience and should not 

knowingly create or manipulate signs and symbols 

to falsely distort truth. 

Graphic design is an expressive and creative 

activity, and each problem has many possible 

solutions. This chapter has discussed the elements 

of graphic design: signs, symbols, type, images, 

and support elements. Theories about forms and 

how they communicate, including Crawford Dunn’s 

theory about the modes of graphic signals, the 

semiotic investigation of signs and their 

connotations and denotations, and the use of 

rhetoric to categorize certain types of 

communicative images are all useful to a deeper 

understanding of visual communications. 

The purpose of graphic design is to convey 

thoughts, ideas, and feelings between people. Its 

elements are the common visual and verbal 

currency of its culture, understood and used in daily 

life. Signs, symbols, and images are called forth to 

meet human needs. The peace symbol, shown here 

in the window of a vacant building awaiting the 

wrecking ball (fig. 1-64), was designed by Gerald 

Holton three decades ago as a public symbol 

representing a deeply held viewpoint about life-and- 

death issues of war and peace. In addition to 

organizing graphic materials into a communicative 

gestalt, graphic designers sometimes invent new 

signs and symbols that define human experience 

and give meaning to our existence. 

1-64 
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Chapter Two: The Union of 
Word and Picture 

i 

2-1 

When graphic designers bring word and image 

together to create visual-verbal messages, two 

problems must be resolved. First, visual 

organization is a problem, for two totally unlike 

systems of communication—language signs and 

pictorial images—must be merged into a cohesive 

whole. This ordering of space is discussed in 

chapter 3. The second problem involves message 

making: How can these two unlike communication 

systems come together to reinforce and extend one 

another? 

The interaction of word and picture 

Traditionally, the word was dominant and images 

were used to illustrate or interpret the text. Although 

word-dominant relationships can still be found, 

graphics whose imagery merely depicts persons or 

events from the text are in a distinct minority. The 

twentieth century, with its fast pace and intense 

information environment, has radically altered this 

convention. In an important historical reversal, text 

often becomes a supporting message used to 

connote and sharpen the image. Roland Barthes 

observed: “Formerly, the image illustrated the text 

(made it clearer); today, the text loads the image, 

burdening it with a culture, a moral, an imagination.”1 

Text can be a powerful vehicle to alter the 

meaning of an image or to connote and interpret it 

for us. This power of words is demonstrated in 

graphics for a conference entitled “Success and 

Failure” (fig. 2-1), designed by Michael Bierut, 

Vignelli Associates, and photographed by Reven T. 

C. Wurman. When this graphic is turned so that the 

word success reads correctly, the thumb points 

upward in an affirmative gesture. When this graphic 

is turned so that the word failure is oriented 

correctly, the downward-pointing thumb becomes a 

negative sign. Bierut used language to “load the 

image” with a specific meaning. The words life and 

death could have been used with this image in a 

communication about capital punishment or 

gladiator fights in ancient Rome, or this image could 

be oriented with the thumb pointing toward the left 

to illustrate an article about the dangers of 

hitchhiking. These alternate examples demonstrate 

the complexity and ambiguity of even a simple 

image and the ability of words to direct the viewer 

toward an interpretation. Type has a more specific 

meaning than an image has; therefore, type can 

bind an image to a specific meaning. When type 

directs the viewer toward a specific meaning, 

individual freedom to form an interpretation is 

diminished. 

The connotative power of words was 

demonstrated in the newspaper headline from a 

London tabloid—“They were near to death, their 

faces prove it”—accompanying a photograph of 

Queen Elizabeth and Prince Philip leaving an 

airplane.2 At the moment the photograph was taken, 

however, the couple was unaware that they had 

narrowly escaped a life-threatening accident. 

Because the readers did not know this, they 

immediately interpreted the facial expressions as 

directed by the headline writer. 
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This connotative power is not limited to the ability 

of words to connote images, for words can connote 

other words; images can connote other images 

reproduced in proximity; and images can connote 

words. The last can be seen clearly in the cover for 

the 65th Art Directors Annual (fig. 2-2) designed by 

Bob Gill and photographed by Marty Jacobs. In 

contrast to the celebratory or visionary images 

frequently found on creative yearbooks, Gill 

fabricated an image that implies that art directors’ 

annual competitive exhibitions are “cutthroat, back- 

stabbing” affairs. 

Comparison of the covers for hardcover and 

paperback editions of James William Gibson’s book 

The Perfect War—which analyzes America’s 

involvement in the Vietnam War—reveals the 

connotative interrelation. The jacket design by Andy 

Carpenter for the hardcover edition carried the 

subtitle “Technowar in Vietnam” and an image of 

soldiers using high-tech equipment to descend to 

the battlefield (fig. 2-3). The subtitle and image 

suggest that the book is about advanced military 

equipment used in Vietnam. The paperback edition 

designed by Adriane Stark (figure 2-4) changed the 

65th 
Art 
Directors 
Annual 

2-2 



subtitle to “The War We Couldn’t Lose and How We 

Did.” It montages two images: a map of Vietnam 

with pictographs of aircraft superimposed and a 

young Vietnamese man holding a wounded child. 

Subtitle and imagery pull this book’s meaning and 

content in a totally different direction to suggest that 

the author might reveal why the United States could 

not achieve victory in spite of tremendous 

technological power. Juxtaposition of the man and 

child with a prosaic technical map suggests the 

agony of civilians trapped by impersonal political 

and military forces. 

When shown these two covers and asked to 

interpret them, a reader noted that the hardcover 

version was “about all the new technological 

weapons used in the war.” The same person said of 

the paperback version, “The irony of the title is 

reinforced. How can there be a perfect war? 

Nobody wins. It makes me think of what we did to 

destroy life.” 

The old adage states: “You can’t tell a book by its 

cover.” What actually happens when you look at a 

book jacket? Its cover design directs you toward an 

interpretation. 

Headlines, titles, captions, and text each have a 

different relationship to an image. A headline or a 

title is often on an equal level with the image. If they 

say the same thing, visual-verbal redundancy 

results, which can reinforce the message. A record 

jacket bearing a photograph of the performer and 

the performer’s name in large type is visual-verbal 

redundancy. Headlines and titles often interact with 

images to clarify, modify, or extend their meanings. 

Captions are seen as subordinate to images and 

providing information to describe, label, or identify 

the image. The relationship of images to the running 

text often fills the traditional role, with the image 

being perceived as an elaboration or visual 

description of events, things, or people in the text. 

BFECT 
WAR 
TECHNOWAR 

VIETNAM 
JAMES 

WILLIAM 
GIBSON 
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The juxtaposition of type and image 

The clear separation of type and image, as this text 

column is separated from the images on this 

double-page spread, is the conventional visual 

relationship. Separating the elements permits each 

one to communicate without interference. 

Designers often juxtapose or combine type and 

image in new and unexpected ways, which can * 

intensify their communicative power. 

Frequent use is made of type that surprints or 

overprints an image and type that reverses or drops 

out from the image. These techniques are used in 

the booklet “Our Movement Problems,” designed 

by Frank Armstrong and photographed by Thomas 

Wedell (fig. 2-5), to create a strong visual hierarchy 

and effective communication. The size, position, 

and value contrast of the overprinted headline 

combine to make it a dominant element. The reader 

immediately comprehends the overflowing milk 

glass as a direct result of a handicapped person’s 

movement problems. A cause-and-effect 

relationship is established between type and image. 

The text type is reversed out, and Armstrong has 

carefully placed it over the simple darker areas of 

the photograph. Overprinted and reversed type 

must be planned carefully. Adequate contrast 

between the image background and the type is 

critical, because poor legibility can result when the 

contrast is insufficient or the background is so 

complex that it interferes with the type. 

From the time of the medieval manuscripts, 

artists and designers have shown great innovation 

in combining letters with images. These 1890s 

illustrated initials from the English periodical The 

Studio (fig. 2-6) demonstrate that letterforms can 

contain images, be formed by images, or be created 

by an image that takes the shape of a letter. In a 

contemporary logo for a book exhibition (fig. 2-7), 

William Longhauser transformed letterforms into 

signs relating to printing production, including a 

cylindrical press, spiral binding, wire binding, a 

layout sketch, and an indication for a diecut. 

A 
◄ 2-6 

Recent production books • Opening 5 - 7 P.M. Friday, 
by leading Philadelphia October 13, 1978 
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printmakers and illustrators Gallery Hours 
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Broad and Spruce Streets 
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Dietmar Winkler’s typographic homage to 

Giacometti (see figure 1 -51 in chapter 1) is an 

example of the letterforms in a word combining to 

become a simile for an image. 

An image or object can become the “page” upon 

which words are applied, as occurs in R. D. 

Scudellari’s cover for The Collected Plays of 

Brecht, Volume 5 (fig. 2-8). The reverse can also 

occur, for type can become the “page” or 

background environment for an image (fig. 2-9). 

Bradbury Thompson used the repeated 

Mademoiselle masthead to form a textural 

typographic pattern behind a model on this 

magazine’s cover. 

February 1950 35 cent* 

The magazine for »m# 

TIm> maeazinc for i-lu. 
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An even more complex integration of type and 

image occurs in an editorial layout from Ramparts 

magazine, designed and illustrated by Dugald 

Stermer (fig. 2-10). The article discusses relations 

between the United States and Native American 

Indian tribes. Stermer set the text of George 

Washington’s message to the Passamaquodia 

Indians in Times Roman type that fills the page. 

Type overlaps a black line illustration of George 

Washington. It reverses out as white against the 

black image, prints in blue ink over his face and 

jabot, and prints in red ink in the background. 

In a logo designed for the Legname/Bermann film 

production company (fig. 2-11), designer Craig 

Frazier used bold condensed sans serif letterforms 

to transform the names of the principals of the firm 

into film sprockets. The shadow cast by the rear- 

illuminated piece of film has light-struck spots 

created by light coming through the letter-shaped 

sprockets. This denotes their transparency. 

2-11 
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On a Stravinsky album cover (fig. 2-12), Richard 

Mantel let large Modern-style typography play the 

dominant role and then used the baseline of the 

type as an implied stage floor upon which the 

characters from the performance stand. U becomes 

a doorway, and Y and O become windows. This 

places some characters behind the letterforms, 

which creates a livelier spatial configuration. 

Words within images 

Pictorial space can contain letterforms and words 

as elements within it. Words become the image on a 

cover for Ms. magazine designed by Bea Feitler 

and photographed by Mel Dixon (fig. 2-13). An 

editorial message is executed as a neon sign and 

then photographed to capture the luminous glow 

radiating against the black background. 

2-13 
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A newspaper headline functions as an advertising 

headline for the Columbia Broadcasting System. 

Designed by Lou Dorfsman and photographed by 

Sol Mednick (fig. 2-14), this advertisement contains 

an authentic “1927 newspaper story about CBS’ 

first broadcast from the old Metropolitan Opera 

House. ... On September 27,1966, exactly 39 

years after that first broadcast,” Dorfsman “ran this 

ad congratulating the Metropolitan Opera on its new 

move to its new home at Lincoln Center.”3' 

We have a more than passing in¬ 
terest in the transformation of the 
grand old lady of Thirty-ninth Street 
i nto the debutante of Li ncol n Center. 
For while the Metropolitan Opera in¬ 
augurates its new home we will be 
celebrating an anniversary. 

CBS went on the air 39 years ago, 
on September 18,1927, and the Met 
was with us on our opening night 
as we presented the first broadcast 
of an American opera, "The King's 
Henchman,” by Deems Taylor. 

In the years since then CBS has 
brought America the voices of virtu¬ 
ally every great star from the world 
of song. We have helped to foster 
public interest in fine music gen¬ 
erally through millions of records 
and thousands of hours of radio and 
television broadcasts. Down the 
years CBS has commissioned over 
300 works by the world’s foremost 
composers. And, in developing the 
Long-Playing® record which can re¬ 
produce an entire opera on two or 
three discs, we have transformed 
the very nature of recorded music. 

They have been busy and reward¬ 
ing years since that opening night. 
And now there is another opening: 
the Metropolitan Opera at Lincoln 
Center. It is with special joy that we 
salute a great musical institution in 
its beautiful new home. Bravissimo! 

COLUMBIA 
BROADCASTING 

SYSTEM 
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In an illustration entitled “Street Inspirations” (fig. 

2-15), James McMullan integrated words signifying 

the sounds of a city into the pictorial space. The 

honk of a horn, “tatat” of workmen, music of a street 

musician, howl of a dog, and a woman’s voice are 

all articulated graphically. The sidewalk and wall 

reverberate with city noises and street slang. 

The fusion of type and image 

The painters of the early twentieth-century futurist 

movement in Italy believed that “the different 

aspects of vision could be combined in one ‘process 

of interpenetration—simultaneity-fusion.’ ”4 

Simultaneity means fusing unlike forms so that they 

exist or occur at the same time. Borrowing a visual 

technique from their contemporaries, the cubist 

painters in Paris, futurist artists also used it to mean 

fusing more than one view of an object into one 

image. This concept has been useful to graphic 

designers in building a visual communication. 

Image as letter. Through the process of 

substitution, an image can play the role of a 

letterform in a word. In an editorial design for the 

story “Once Upon a Treasure Hunt” (fig. 2-16), 

Herb Lubalin superimposed a large headline over a 

photograph of a beach scene. The blades of two 

shovels substitute for the letter U in the words 

treasure and hunt. The headline was printed in 

metallic gold, which is a symbolic index pointing 

toward the objective of a treasure hunt. 

Letterforms can be constructed from images. In a 

direct mail folder announcing the grand opening of a 

new third floor at a Neiman-Marcus department 

store (fig. 2-17), Sibley/Peteet Design used 

silhouette illustrations to spell the word third: the T is 

a waiter in the new restaurant; the H is a bridal 

couple signifying the bridal salon; the / is a figure 

representing the lingerie shop; the R stands for the 

section for children’s clothing, toys and shoes; and 

the D is a shopper in the new gallery area. 
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Letter as image. Letterforms can be altered and 

manipulated to become simultaneously an image 

and a letter. In figure 2-18, a logo designed for 

Eastside Tennis Club by Diana Graham, the S 

forms are contained in a circle, producing icons 

representing tennis balls. In these geometrically 

constructed sans serif letterforms, the round forms 

are perfect circles, which are critical to the 

successful blend of S and tennis ball. 

Simultaneity also occurs in the Knapp Shoes 

trademark (fig. 2-19) designed by Tom Geismar. 

The terminal strokes of the letter K sprout feet, 

which signify the product. The letterform is 

personified by these feet and becomes a metaphor 

for a walking person. 

Word as image. In human communication, 

alphabet characters are the atoms, and words are 

the molecules—the smallest unit of spoken and 

written communication with a meaning other than 

signifying a sound. By altering and manipulating the 

visual form of a word or its substrate, graphic 

designers expand and extend its meaning. 

Diana Graham’s logo design for the Backdoor Art 

Gallery (fig. 2-20) expresses meaning figuratively 

by reversing the first part of the word, causing it to 

read backwards. The exaggerated legs of the K and 

Ft introduce a symmetrical quality and bring a 

cohesiveness to the configuration. 

The trademark for George J. Ball, Inc. (fig. 2-21), 

growers and distributors of seeds and plants, was 

designed by Ivan Chermayeff. It signifies the client 

on three levels: The word Ball—printed in green 

ink—is the company name; the red circles over the 

lower case Is are signs for balls; and 

simultaneously, the red circles over green stems 

signify flowers, which are one of the client’s major 

products. 
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The rock group Chicago’s logo has a warm 

vernacular form, executed in thick script letters with 

Victorian swashes in the tradition of sports teams 

and orange crate labels. In a long series of record 

albums designed by John Berg, some of which are 

shown in figures 2-22 to 2-30, the logo has been 

applied to varied substrates, and its physical form 

has been executed in numerous techniques. The 

word becomes an object and an icon, taking on a 

physical life as an emblem for this band. James 

William Guercio wrote about this group: “The 

printed word can never aspire to document a truly 

musical experience, so if you must call them 

something, speak of the city where all save one 

were born; where all of them were schooled and 

bred, and where all of this incredible music went 

down barely noticed; call them CHICAGO.”5 

A visual simile—the corresponding whirls of the 

logo and a fingerprint—provides the basis for the 

graphic concept (fig. 2-22; art by Nick Fasciano). 

The rustic texture of weathered wood becomes 

the substrate, and the logo is incised with wood¬ 

carving tools. A strong dimensional and tactile 

quality results (fig. 2-23; art by Nick Fasciano). 

Leatherwork on cowhide includes historical 

imagery from the city of Chicago, such as the great 

fire and the stockades. This cover is printed as a 

brown halftone over a tan background and 

embossed to create remarkable fidelity to the 

original (fig. 2-24; art by Nick Fasciano). 

Embroidery technique duplicates the ambiance of 

an athletic team’s uniform patch. The similarity 

between the logo and many sports team logos 

enhances this relationship (fig. 2-25; art by Nick 

Fasciano). 

A collage of steel-engraved ornaments printed in 

blue ink on gray paper evokes the character of stock 

certificates. The photograph is shot with a vertical¬ 

line screen to create a compatible engraved quality 

(fig. 2-26; art by Nick Fasciano). 
The rock group poses as sign painters executing 

their logo on a wall to the dismay of a resident and 

policeman (fig. 2-27; photograph by Reid Miles). 

The logo is applied to an antique map of the 

Chicago area, which continues across the back 

cover (fig. 2-28; original map by John Bartholomew 

& Son, Ltd.). 
A candy wrapper is torn away to reveal the logo in 

relief on a bar of chocolate (fig. 2-29; art by Nick 

Fasciano). 
The word becomes a tangible, three-dimensional 

object. It was cut from aluminum and photographed 

in front of a sheet of brushed aluminum (fig. 2-30; 

art by Nick Fasciano). 

Text type as image. Setting text type in a shape 

that becomes a sign or icon has fascinated 

compositors and designers through the centuries. 

The February 27,1834, cover of the French journal 

Le Charivari (fig. 2-31) parodied King Louis Philippe 

by depicting his pear-shaped head in the 

exaggerated shape of that fruit. Another level of 

meaning is operative as well, because the French 

term for pear, la poire, is also used as a slang term 

for simpleton or dunce. 

11 /»•«»* 1634- tiekjiimt aniw'c 0* S8 - 

Ce Cbarioori, 
JOURNAL PCBLIANT CHAQUE JOUR UN NOUVEAU DESSIN. 

Nous donnons ci-dessous, conformemcut 4 la volonte de nosjuges, le dispositif ct 1’arrct du jugemeut en dernier ressoit qui 
a frappe le Charivari. Le jugement de nos derniers juges est absolumcnt pareil 4 celui de nos seconds jugcs , lequel elait lul- 
memc la reproduction de celui de nos premiers juges. Tant il est vrai quc les beaux espi its se renconlrcnt. Comme ce juge¬ 
ment, tout spirituel qu’il soit, risquerait d’offi ir peu d’agremeut A nos lecteurs, nous avons t:\che dc compenser du rnoins par 
la forme, ce qu'il pourrait y avoir d’un peu absurde au fond. 

! 
Louis- 

Philippe,roi 
des FranjaiSjA 

tous presens et 
a venir salut. La 

cour d’assises du 
departement de Sei- 

ne-et-Oise, s^ant a Ver¬ 
sailles, a rendu l’arret sui- 

vant.—La cour, etc.— Con¬ 
siderant que l’opposition est 

regultere , — Rejoit Cruchet op- 
posant 4 l’arr£t par defaut du 20 

mars dernier. — Faisant droit sur 
son opposition, et statuant par arret 

nouveau. — Considerant que la question 
de compte rendu ne pourrnit etre examinee 

par la cour sans remetlre en question la com¬ 
petence irrevocable ment fix ce par l'arret dc la 

cour d’asises dc Sein e-et-Oise du dix aout dernier 
et celui de la cour de cassation le l9octobre suivant. 

— Considerant d’ail leurs, que les articlesincrimin^s re- 
latant les interrogatoir es des prevenus et et les depositions 

des temoins entendus dans les audiences de la cour d’assises 
de la Seine , des onze et douze mars dernier , renfennant ainsi , un veri¬ 

table compte - rendu de ces audiences. — Considerant que de la compa¬ 
rison des deux articles incrimines avec le proces - verbal dresse par les mem-, 

bres de la cour d'assises dc la Seine le dix-neuf mars dernier, il resulte que le compte 
qu’ils contiennent, des audiences de laditc courdesonze et douze mars dernier, dans le 

proces, coucernant Bergeron et Benoist est infidele, qu'en effet les interrogatoires des ac¬ 
cuses, les depositions des temoins, les paroles pro non cees par le president ct par le procureur- 

general y sont pour la plupart tronquee et denatu res, qu e ineine on y prete au president, au procu- 
reur-general eta plusieurs des temoins des paroles qui n’ont pas reellement ete proferees. — Considc- 

rant que ces infidelites ont pour motif de jeter le ridi cul e soit 6ur l’accusation, soit sur le president, et que 
d’ailleurs les deux articles dont il s'agit sont reuiplies de reflexioaset de qualifications offensantes pour le presi¬ 

dent et le procureur-gencral ; d’ou il suit que le compte-rendu l’a ete de mauvaise foi, et qu'il est injurieux pour le 
president et le procureur-general. — Considerant que Cruchet a dc son aveu signe lesdits articles comme gerant respon- 
sable.—Declare Cruchet coupable d’avoir, dans le journal le Charivari, dont il est gerant, imprime, vendu et distribuc,rendu 

dc mauvaise foi un compte non seulement infidtle des audiences de la cour d'assises de la Seine des 11 etl2 mars dernier, mais 
encore injurieux pour le president et le procureur-gene ral,cequi constitue le delit prevu par les articles 7,16, 
de la loi du 25 mars 1822; 26 de laloi du26 mai 1819; 11 dela loidu9 juin 1810, et 14 de la loi du 18 juillet 
1828, lus 4 l’audience par lc president. — Faisant application de ces dispositions de lois. — Condamne Isidore Mathias 
Cruchet, cn un mois d’emprisonnement et en 5,000 fr. d’amende. —Interdit pendant un an aux editeurs du journal dit 

lc Charivari de rendre coinpte des debats judiciaires. — Condamne ledit Cruchet aux frais du proces. — Ordonne en exe¬ 
cution dudit article 26 de la loi du 26 mai I8I9 la destruction desdils numcros du journal le Charivari, qui pour- 
raient ctre ulterieurement saisis. — Ordonne quc dans le mois, 4 parlir de ce jour, le gerant du journal le Chari¬ 
vari, sera tenu d'inserer dans l’une des feuilles dudit jourual qui parallront, un extrait contenant les motifs et le 

dispositif da present arret. — Ordonne que le present arret sera execute 4 la diligence du procureur du roi, 
conform^ment a la loi. — Fait et juge 4 Versailles en audience publique au Palais-de-Juslice le lundi 9 de- 

cetnbre 1833 en presence de M. Salerai, procureur du roi, par MM. Antoine AimeMarie Lefebvre, con- 
sciller a la cour royaye de Paris, president de la cour d’assises, Louis 

Claude Mirofle, vice-president du tribunal de premiere instance de l’arrondissement de Ver¬ 
sailles, et Arnonld Teissier, juge au meme tribunal composant la cour d'assises du de- 

partement de Seine-et-Oise, * qui ont signe avec Jeau Ma¬ 
rie Fontaine, commis greffier assistant. — En foi de quoi la minute du 

present arret a ete signee par le president et le commis greffier 
ainsi signe Lefebyre Mirofle, Tessier et Fontaine. 
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Type as environmental image 
As figure 2-30 demonstrated, typographic forms 

can become dimensional objects with concrete 

physical form. Letterforms and words can depart 
from the two-dimensional information environment 

to join the three-dimensional world. Michael 

Manwaring’s precast concrete sign for the India 

Basin Industrial Park (fig. 2-32) achieves 
monumentality through scale and mass, becoming 

sign, sculpture, and artifact. Manwaring relates that 

after the sign was installed, he ran his hands over 

and through the letterforms and experienced the 

organic forms of letters as objects. 

2-32 
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In a poster by Michael Bierut of Vignelli 

Associates (fig. 2-33), a two-dimensional drawing 

creates the illusion of a three-dimensional 

environment. A graphic sign (the dollar mark) is 

combined with an interior floor plan to express the 

subject, a series of seminars for interior designers 

about the business aspects of that profession. 

/. 
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A different spatial concept is found in the Charles 

Ives record jacket designed by Virginia Team and 

Nick Fasciano (fig. 2-34). Letterforms become 

voids, sinking into the substrate. Their inner 

surfaces contain images, signs, and color shapes 

evoking Ives’s Americana themes. 

Objective type and image 

When type and image are used objectively, they 

have strong denotative properties and are relatively 

free of personal bias or strong connotative qualities. 

The designer uses rudimentary elements of 

communication to convey meaning. A simple 

additive process occurs as these communicative 

signals are placed in proximity to one another. 

Letter plus image. The American Association of 

Artificial Intelligence (AAAI) announced its annual 

conference, “Artificial Intelligence. Mind and 

machine—the ultimate imagination” (fig. 2-35), with 

a poster. Designer Craig Frazier placed a large 

letterform A, printed in metallic silver ink and 

embossed with a repetitive pattern of evenly spaced 

circles, adjacent to an engraved image of an eye. In 

concert, these forms signify artificial intelligence 

with immediacy and impact. They are a study in 

contrast: geometric to organic; machine form to 

human form; sign to picture; and initial alphabet to 

rebus. A rebus is a representation of words or 

syllables by pictures of objects whose names 

resemble the intended words or syllables in sound; 

for example, a picture of an eye equals the sound 
aye equals the letter I. 

Word plus image. The power of images to 

extend and intensify the meaning of a word is 

demonstrated by the series of informational sheets 
for the insurance firm Neuenburger 

Versicherungen6 by Swiss designer Siegfried 

Odermatt (figs. 2-36 to 2-41). The copy line 

translates, “Between you and adversity, put The 
Neuenburger Insurance.” 

Wasser (Water). The water from an overflowing 

faucet is amplified by the underwater distortion of 
the word (fig. 2-36). 

Unfall (Accident). The shift in an x-ray of a broken 

bone is emphasized by the corresponding shift in 
the type (fig. 2-37). 

Feuer (Fire). A high-contrast photograph of the 

charred remains of burned wood denotes fire 

damage; the color of the type connotes fire 

(fig. 2-38). 

Auto (Automobile). The wrecked automobile 

slams into jumbled and smashed type (fig. 2-39). 

Glas (Glass). Sharp edges convey danger and 

damage. The shards cut through the letterforms, but 

Odermatt has carefully left enough of each letter to 
permit accurate decoding (fig. 2-40). 

Vol (Burglary). Most of the images in this series 

are icons, but the fingerprint is an index that points 
toward the burglar (fig. 2-41). 
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Entre vous et Padversite - mettez 

La Neuchateloise Assurances 

Tout detenteur de v6hicule a moteur est tenu legalement de 
souscrire une assurance de la responsabilite civile. Cette assu¬ 
rance garantit aussi la defense du detenteur contre les pretentions 
injustifiees. L'assurance Casco complet ou partiel et celle des 
Occupants d'automobiles sont les complements indispensables 
a l'assurance de la responsabilite civile. L'assurance Casco 
complet couvre tous les degats au vehicule du detenteur, y com- 
pris la perte. L'assurance Casco partiel estlimite au vol, a 
I'incendie, aux brisdes glaces, et aux forces de la nature. Les 
occupants d'automobiles sont assures contre les accidents, 
sans tenir compte de la responsabilite. Les proches parents du 
detenteur, exclus de l'assurance de la responsabilite civile, sont 

couverls par cette assurance. 

Fur diesen Fall - die 

Neuenburger Versicherungen 

Scherben bringen Gluck, sagt der Volksmund; meistens aber 
kosten sie eine Menge Geld! Das Glas spielt im modernen 
Geschaft, in der modernen Wohnung eine immer grossere Rolle, 
womit naturlich auch die Gefahr des Glasbruches standig zu- 
nimmt. Die Glasversicherung deckt Bruchschaden an Gebaude- 
und Mobiliar-Verglasungen. 

Entre vous et Padversite - mettez 

La Neuchateloise Assurances 

La plus belle empreinte digitale ne garantit pas 1‘arrestati.on du 
voleur et la restitution des choses subtilisees. La seule protection 
efficace contre la perte due a un vol est une bonne assurance. 
L’assurance couvre les dommages dont auraient h souffrir votre 
patrimoine ou les locaux que vous habitez, par suite d'un vol avec 
effraction; vous pouvez l'6tendre au cas de vol simple et de vol 
de bicyclettes. 
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Visual-verbal synergy 

Visual-verbal synergy is the cooperative action of 

words and pictures used together to create a 

meaning that is greater than the individual 

signification of the parts. This concept was 

advocated by copywriter Bill Bernbach of the Doyle 

Dane Bernbach advertising agency. This agency’s 

Volkswagen campaign is a classic example of the 

technique. Figure 2-42, created by Art Director 

Helmut Krone, Copywriter Rita Seldon, and 

Photographer Wingate Pinge, demonstrates this 

principle. Without the image, the headline is 

incomplete, for the statement, “It was the only thing 

to do after the mule died,” calls for clarification and 

completion. What was the only thing to do after the 

mule died? The photograph provides resolution— 

purchase a Volkswagen. 

Without words informing the reader about the 

mule dying, the photograph is perceived as merely 

a snapshot of a rural couple with their house and 

car. Each individual reader could project personal 

interpretations onto it based on their background 

and experience. The headline, as discussed earlier, 

binds the image to a specific meaning. (Figure 1 -60 

in chapter 1 is from the same advertising campaign. 

It achieves its litotes or understatement through 

visual-verbal synergy.) 

Three years back, the Hinsleys of 
Dora, Missouri, had a tough decision to 
make. 

To buy a new mule. 
Or invest in a used bug. 
They weighed the two possibilities. 
First there was the problem of the bit¬ 

ter Ozark winters. Tough on a warm¬ 
blooded mule. Not so tough on an air¬ 
cooled VW. 

Then, what about the eating habits of 
the two contenders? Hay vs. gasoline. 

AsMr. Hinsley puts it: "I get over eighty 
miles out of a dollar's worth of gas and I 
get where I want to go a lot quicker." 

Then there's the road leading to their 
cabin. Many a mule pulling a wagon and 
many a conventional automobile has 
spent many an hour stuck in the mud. 

As for shelter, a mule needs a barn. A 

bug doesn't. "It just sets out there all c 
and the paint job looks near as good 
the day we got it." 

Finally, there was maintenance 
think about. When a mule breaks dov 
there's only one thing to do: Shoot it. 

But if and when their b 
breaks down, the Hinsle 

1 have a Volkswagen dea 
only two gallons away. 

"It was the only thing to do after the mule died” 
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Visual-verbal synergy can be charged with 

powerful emotional impact. Figure 2-43, a poster to 

warn high school students about the potential 

dangers of drunk driving, rationalizes that “Not 

everyone who drives drunk dies.” The larger-than- 

life photograph of a teenager with a horribly scarred 

face is in shocking contrast to the headline. This 

poster, selected in the national competition 

sponsored by Reader’s Digest, is by the creative 

team of Art Director Sal DeVito and Copywriter 

Jamie Seltzer. 

WHO DRIVES DRUNK 

Before you drive drunk or get into a car with someone who’s 
been drinking, remember this. You could live to regret it. 
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Visual-verbal synergy isn’t limited to advertising. 

A poster announcing a traveling exhibition from New 

York City (fig. 2-44), designed by Jann Church and 

photographed by John Lawler, announces: “The 

Big Apple Opens in Orange County.” The indefinite 

headline is given more specific meaning by the 

photograph. The opening of a parcel containing a 

framed photograph of an apple decodes the 

headline. Reading word and picture together, we 

learn that ah exhibition from New York City will be 

opening in Orange County. 

Type or image alone 

Effective and complete graphic communications 

can be created by type without images or by images 

without type. On the jacket designed by Lou 

Dorfsman for a book about the first moon landing 

(fig. 2-45), a color photograph of the first moonwalk 

was tipped onto gray paper embossed with the 

crater-textured surface of the moon. Typographic 

explanation is unnecessary, for the imagery 

immediately communicates the subject of the book. 

The opposite strategy was used by Herb Lubalin 

in an early newspaper advertisement for a 

clearance sale (fig. 2-46). In contrast to the 

crowded space of a newspaper, Lubalin used 

brackets to show what will be left after the clearance 

sale—absolutely nothing. In a sense, the absence 

of imagery functions the way images normally do. 

Although the combination of word and image has 

tremendous potential for interaction and synergy, 

these two examples demonstrate their ability to 

convey potent messages when used individually. 

This chapter has examined the relationships that 

can exist between type and image as they enhance 

the message and generate unexpected visual 

combinations. The written word and pictures are 

totally different means of communication. By 

transforming and integrating letters, words, and 

images, graphic designers expand and extend our 

language possibilities. 
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Chapter Three: Graphic Space 

I 

-1- Thoroughly understanding graphic space requires 

considering the characteristics of the spatial field 

and the nature of human vision. Every graphic 

design occurs in an area of space that is usually a 

flat two-dimensional plane bounded by the four 

edges of a sheet of paper or other substrate, such 

-— — — — — as the film, video, or computer image. The designer 

organizes the visual and verbal components of the 

message upon this surface and composes unlike 

elements into an ordered unity. The horizontal and 

vertical edges of the page determine the area and 

are the design’s first four lines, containing and 

_|___ controlling the composition. Forms can either align 

3-1 with the edges to create stability and order or be 

composed in opposition to the edges to create an 

energetic forcefulness. 

Every graphic surface has a horizontal axis and a 

vertical axis. The geometric center where these two 

axes cross is potentially a powerful focal point. The 

optical center, which is the point that appears to be 

the center to the human eye, is slightly above the 

geometric center, which is the center arrived at by 

measurement (fig. 3-1). 

The human factor 

People have a strong horizontal and vertical 

orientation (fig. 3-2) that is innate to our very nature 

and experience. The force of gravity—a vertical pull 

toward the earth’s center—and a person’s vertical 

upright posture in opposition to it create a vertical 

orientation. The horizon line is seen as horizontal 

because our human scale and height are so small 

relative to the size of the earth that the curvature of 

the earth is flattened. Our architecture, furniture 

design, and city planning all reinforce the horizontal 

and vertical orientation. 

The way human vision works is important to the 

experience of graphic communications. The human 

eye focuses sharply upon a very small area. Focus 

upon a word in the middle of a line of text and notice 

how quickly the words on either side lose their 

definition. Toward the end of the line of type, the 

words become indistinct gray blurs. This drop in 

sharpness is acute: At two-and-one-half degrees 

from the point of greatest sharpness, visual acuity 

decreases fifty percent; at forty-five degrees from 

the point of greatest sharpness, the acuity has fallen 

to two-and-one-half percent.1 

Our vision becomes indistinct and fades at its 

periphery. Hold your arms outstretched to the side 

so that they cannot be seen, and then, while slowly 

moving them forward, observe your difficulty in 

determining exactly when and where you become 

aware of them. They appear indistinct until they 

begin to move in front of the body. 

Our eyes are constantly in rapid motion as they 

scan, shift, and select. Although graphic space is 

usually fixed and two-dimensional, it should not be 

thought of as being static, for eye movement 

generates energy and motion as it traces a kinetic 

linear path upon the surface. A static line of type is 

transformed into a dynamic continuum of verbal 

meaning and visual rhythm by the reader’s eye. 

Despite the breaks in the continuity of our visual 

awareness as our eyes dart from focal point to focal 

point, we usually consider our vision to be a 

seamless continuum. 

Another visual phenomenon that affects design is 

the afterimage. After looking at a pattern of bright 

color and then looking at a white surface, we see 

the complementary color of the bright pattern. 

Intense value or color contrast creates a sensation 

of flickering. The perception of the brilliance, 

lightness, or darkness of an area is not absolute 

because it is influenced and determined by the color 

and value of surrounding or adjacent areas. Under 

dim illumination, colors and value contrasts dim and 

fade into nothingness. 

Objects appear smaller in the distance, and 

parallel lines appear to become closer and merge 

as they move away from us in space. Atmospheric 

perspective, the tendency of atmosphere to make 

objects appear cooler in color and lighter in value as 

they become more distant from our vantage point, 

alters our perception. All of these visual phenomena 

have an impact upon the experience of information 

in graphic space. 
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By habit and custom going back to the ancient 

Greeks, written and typographic communications in 

Western cultures have a sequence of horizontal 

lines moving from the upper left-hand corner to the 

lower right-hand corner. This movement is our basic 

orientation toward graphic space (fig. 3-3). 

People seek order and clarity in environments 

and communication. Anthropologist Edmund 

Carpenter observes: “Man is the great pattern¬ 

maker and pattern perceiver. No matter how 

primitive his situation, no matter how tormented, he 

cannot live in a world of chaos. Everywhere he 

imposes form.”2 The audience’s need for order 

must be addressed and satisfied by the graphic 

designer through his or her approach to spatial 

organization. 

Form relationships in graphic space 

Forms establish relationships to one another in 

space through identifiable principles. These 

principles are used by the designer to turn disparate 

elements into a cohesive whole. 

Alignment. When forms, their edges, or their 

central axes align with one another, relationships 

and connections between them are established 

(fig. 3-4). 

Continuation. Forms generate eye movement 

on a page. Linear elements, such as a line of type, 

generate an eye movement that continues beyond 

the end of the line—just as a boat continues slowly 

forward in the water after the motor is cut off— 

unless it is deflected by another focal point. 

Continuance can create alignments and 

relationships (fig. 3-5). 
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Proximity. Forms that are located close to each 

other in graphic space form a relationship to each 

other. In figure 3-6, the two numbers in the top 

diagram form a relationship due to their proximity; 

however, when other numbers are introduced with 

closer proximity to the first two numbers, new 

relationships are formed. The interval of space 

between the first two numbers—which connected 

and joined them in the first diagram—now 

separates them. 

A designer has successfully employed the 

principle of proximity when the reader instinctively 

reads the correct caption for each illustration on a 

page. If the reader becomes confused about which 

caption goes with which illustration, the designer 

has failed to take this principle into account. 

Correspondence. When forms have 

corresponding visual properties, such as similar 

size, shape, color, tone, texture, or direction, they 

develop a relationship or correspondence. In figure 

3-7, the three geometric forms in the top 

diagram are very different and are seen as three 

dissonant, unrelated forms. In the bottom 

diagram, similar properties of alignment, size, tone, 

and texture permit the viewer to perceive them in a 

meaningful relationship. Like properties attract and 

unify forms in graphic space, and different 

properties conflict and repel. 

3-7 
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Completion. When elements have sufficient 

relationships through alignment, continuation, 

proximity, and/or correspondence, a person sees 

them as a complete form or unified whole. The dots 

in figure 1 -1 became an H through the ability of the 

human eye to perceive implied relationships. The 

logo for The National Campaign Against Toxic 

Hazards (fig. 3-8), designed by the author, is 

composed of twenty separate linear elements. Their 

similar properties (direction, tone, shape) and 

alignment enable the viewer to perceive not twenty 

bars, but a circular configuration. The thick-and-thin 

areas of the bars are combined by the viewer, who 

perceives the traditional index signifying poison 

emerging from the circle. 

Audience participation can become a factor in the 

communications process when the designer 

provides incomplete information, allowing the 

viewer to participate by deciphering the message. In 

Dietmar Winkler’s poster for a brass ensemble 

concert (fig. 3-9), the viewer combines the left and 

top edges of a typographic configuration with a stark 

white line to form the silhouette of a brass horn. 

Perhaps some viewers will not be able to perceive 

the image at first glance. The text and the brass 

color of the type are cues that assist the viewer in 

completing the image. 

THE OPENING OF THE FIFTH SEASON OF THE MIT CHAPEL 
THURSDAY NOON HOUR CONCERTS 

WITH MUSIC FOR BRASS 
INSTRUMENTS 

PERFORMED BY THE 
CAMBRIDGE SYMPHONIC / 

BRASS ENSEMBLE / 
THURSDAY / 

NOON / 
MIT CHAPEL / 
OCTO- / 
BER 15 / 

AT / 
12:10 / 

3-9 



Symmetry and asymmetry 

The word symmetry has two meanings. Its general 

use denotes well-proportioned and balanced parts, 

with a beauty resulting from the ordering of the parts 

to form a whole. More specifically, it means the 

similarity of form or arrangement on either side of a 

dividing line or plane. The symmetry found in 

nature, including the symmetrical character of the 

human body and face, is a powerful impetus for 

symmetry in art and design. Bilateral symmetry is 

the placement of equal form and weight on both 

sides of a dividing line. The size, shape and 

position of elements correspond (fig. 3-10). Early 

printers used bilateral symmetry as an organizing 

principle to bring order and unity to the printed page 

(see fig. 1-28), and many advertising art directors 

favor it to produce a symmetrical sequence of 

image, headline, and body copy (see figs. 1-60, 

1-61,2-42, and 2-43) 
On the book jacket for Vegetables (fig. 3-11), 

photographed by Tom Tracy and designed by Kit 

Hinrichs, D. J. Hyde, and Lenore Bartz, strong 

bilateral symmetry is present. The composition of 

the photograph has light-valued vegetables 

bleeding off the page above and below the central 

complex and extending the symmetrical axis. 

Other forms of symmetry are found in design and 

nature. In radial symmetry, the elements radiate 

from a central axis or point, as in a sunburst pattern 

(see fig. 1-22, whose sunburst illustrates radial 

symmetry, which has an asymmetrical relationship 

with the word). Rotational symmetry occurs when 

the elements rotate around a central point and 

divide the 360-degree circle into equal portions, 

such as a five-pointed star with each point 

occupying seventy-two degrees of the circle. 

Ornamental or crystallographic symmetry involves 

the dense packing of similar forms in space. The 

hexagonal pattern of tiles on a bathroom floor is an 

example of ornamental or crystallographic 

symmetry on a two-dimensional plane, and the 

complex process of crystal formation in nature is an 

occurrence in three-dimensional space. 

3-10 
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The modern art and design movements of the 

early twentieth century rebelled against symmetrical 

balance and embraced asymmetry, which 

traditionally meant the lack of proportion between 

the parts of the whole, or the lack of symmetry. 

Asymmetry has been redefined as dynamic 

equilibrium or the creation of order and balance 

between unlike or unequal things. The order and 

dynamic that can be achieved through asymmetric 

balancing of unlike elements is seen in two Boston 

Globe Magazine covers designed by Ronn 

Campisi. In figure 3-12, a typographic list of people 

that Alfred Eisenstaedt has photographed is 

positioned on the left, balanced by a small 

photograph of Eisenstaedt on the right. Horizontal 

rules define the space and give structure to the 

page. 

WITNESS TO OUR 
TIME: Alfred Eisenstaedt has 
photographed Hitler meeting 
Mussolini, Thomas Mann, 
Joseph Goebbels, Gunter Grass, 
Hedy Lamarr, Rainer Werner 
Fassbinder, the Great 
Depression, Leni Riefenstahl, 
John F. Kennedy, Sophia Loren, 
George Bernard Shaw, Igor 
Stravinsky, Vladimir Horowjtz, 
Joseph Stalin, Hiroshima, 
Yehudi Menuhin, Bing Crosby, 
Joan Crawford, Fred Astaire, 
Marilyn Monroe, Thllulah 
Bankhead, Katharine Hepburn, 
Lyndon Baines Johnson, Henry 
Kissinger, Marlon Brando, 
Charlie Chaplin, Richard 
Nixon, Nikita Khrushchev, 
Winston Churchill, W. H. 
Auden, Robert Frost, T. S. 
Eliot, Charles Lindbergh, 
Harry Truman, Franklin 
Delano Roosevelt, Ernest 
Hemingway, Bertrand Russell, 
Ronald Reagan’s ranch, V-J 
Day, Albert Einstein, Alec 
Guinness, the eyes of Edward 
Teller, Sinclair Lewis, James 
Cagney, General Douglas 
MacArthur, Jomo Kenyatta, 
Fidel Castro, Clare Boothe 
Luce, Harold Macmillan, 
Mikhail Baryshnikov, the Blue 
Nile Falls in Ethiopia, Rachel 
Carson, Salvador Dali, Judy 
Garland, Judge Learned Hand, 
Dwight D- Eisenhower, 
General Hideki Tojo, Shirley 
Temple, Clement Attlee, Queen 
Elizabeth II, Thornton Wilder, 
Nelson Rockefeller, Walt 

C. Marshall, Dame Edith 
Evans, Andrew Wyeth, Paul 
Dudley White, Edw ard R. 
Murrow, Leonard Bernstein, 
Dag Hammarskjold, Adlai 
Stevenson, Arthur Rubinstein. 
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In figure 3-13, the photograph of author Jean 

Stafford is placed in the lower right and balanced 

against the typography on the upper left. The 

vertical line of dots to the left of the display type is a 

critical compositional element, for it relates the 

informal typographic complex to the vertical edges 

of the page and the photograph. The axes of the 

lower typographic lines shift toward the right, as if 

the photograph has a magnetic pull of energy, and 

create a diagonal movement that echoes the 

diagonal lines of the book. 
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“Symmetry signifies rest and binding,” observes 

Dagobert Frey, and asymmetry signifies “motion 

and loosening, the one order and law, the other 

arbitrariness and accident, the one formal rigidity 

and constraint, the other life, play and freedom.”3 

A decision to use symmetrical or asymmetrical 

composition should grow out of the subject matter 

and design intent, for both can be effective 

approaches to graphic space. 

Comparison of Lance Hidy’s poster (fig. 3-14) for 

the Hewlett Library with a calendar page (fig. 3-15) 

for Kieffer-Nolde, Inc., designed by Jeff Barnes and 

photographed by Dennis Manarchy, demonstrates 

how powerful symmetrical and asymmetrical spatial 

organization can be. Hidy uses absolute bilateral 

symmetry to suspend a moment in time, creating a 

dignified commemorative about the naming 

ceremony for a theological library. Barnes uses 

dynamic asymmetry to express the energetic forces 

of nature during springtime and evoke the winds of 

March and sprouting of springtime flowers. Hidy 

effectively uses absolute bilateral symmetry to 

achieve monumental order, and Barnes achieves 

unquelled energy with asymmetrical elements in 

dynamic equilibrium. 
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Modular relationships 

A module is a basic elementary unit that can be 

combined and repeated to become the basis for the 

whole. The physical world with its molecular and 

crystal structure, all life with its cellular structure, 

and much art and design are based on modular 

relationships. The most frequent use of modular 

structure in graphic design is the use of a modular 

grid of horizontal and vertical linear divisions. A grid 

structure can take many forms: a regular sequence 

of squares or rectangles; a format of columns for 

publications design; and complex modular 

relationships that allow for diverse typographic 

treatments and a large variety of image sizes and 

shapes. 

A visual program is a system of parameters used 

consistently to unify a series or sequence of 

designs. Grid structure, consistent use of type sizes 

and styles, placement of page numbers, and a color 

plan are factors that might be included. Russian 

constructivist designers of the 1920s made 

important contributions to the development of visual 

programs. The trilingual 1925 book, The Isms of Art, 

designed by El Lissitzky, is a milestone in the use of 

a modular grid structure and mathematical 

measurement to bring order to complex visual 

material. Lissitzky carefully planned a visual 

program that gives order and consistent graphic 

properties. This book is organized into two sections: 

an eleven-page typographic section, followed by a 

forty-eight-page pictorial portfolio presenting major 

European art movements from 1914 until 1924. 

Lissitzky executed his layouts on graph paper, 

which imposed the order of modular structure into 

his work. He specified sans serif type, for he and 

other members of the modern movement believed 
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that it best expressed the rationalism of the 

scientific and technological era. Pictorial portfolio 

pages are anchored by heavy black rules in their top 

outside corners, adjacent to the name of the 

movement. Page numbers align with the outside 

vertical grid line. Visual continuity and immediate 

identification result, for readers quickly learn to look 

at the outside top corner for this information. By 

stripping away their backgrounds to silhouette many 

of the photographs, Lissitzky gives them a strong 

“object quality.” Picture numbers are large, which 

makes them concrete forms in the design 

organization. These numbers are composed in 

counterpoint to the illustrations. Lissitzky makes 

generous use of white space as an important 

compositional element. 

Figure 3-16 reproduces major typographic pages 

above their geometric structure, which Lissitzky 

emphasized by subdividing the space with black 

rules. The title page has horizontal bars to create a 

three-part grid structure for the trilingual text. The 

contents pages are divided with a central horizontal 

or vertical bar. 

The text pages have a three-column vertical grid 

containing German, French, and English versions. 

The two sets of horizontal bars in the top portion of 

page VIII are important to Lissitzky’s program for 

the pictorial portfolio. The highest set establishes 

the top of the live area and aligns with the titles 

placed on each portfolio page. The lower set 

establishes a flow line. This horizontal grid line is 

used consistently in many pages, bringing 

continuity to the format. Figure 3-17 superimposes 

the grid structures used in the typographic pages. I 

think that Lissitzky used this grid system from the 

typographic pages to bring order and structure to 

the illustrated portfolio. 

VI 

DIE kOnstler les artistes the artists 

«• ATELIER VON LISSITZKY **'•• «• PICASSO PABLO <SP) 
42 R.dnertrlbUn. » 60 38 

MALEWITSCM KASIMIR (R) 
43 m POPOWA UUBOW T (R) 

45 23 RICHTER HANS <D) 

MAN RAY (A) 63 Abelrakter Film 2 

46 moo.1 7 ROOTSCHENKO ALEXANDER (R) 

MARC FRANZ + (0) 64 Llnlenkonstruktlon 38 

47 Heltere Formen 47 ROSANOWA OLGA t (R) 

MITURITSCM NIKOLAJ (R) 65 Suprem.tl.mo. 24 

48 Rtumllche M.lerel 28 RUSSOLO LUIGI (1) 

MOHOLY-NAGY LASLO (0) 
49 Sehwerz-welO-greue Brechung 32 SCHLEMMER OSKAR (0) 

MOLZAHN JOHANNES (0) 
50 Ober dee Weltgebdude 3» SCHWITTERS KURT (0) 

MONDRIAN PIET (H) 68 Atelier ” 

51 ’2 69 Mer.blld 11 

52 Kompo.ltlon 12 SEGAL ARTUR (RM) 

53 ’2 70 Blld 34 

MURAYAMA T. (J) SEVERINI GINO <l) 

54 Mer.ple.tlk '1 71 Boulev.rd 43 

OBMOCHU (R) TATLIN WLAOIMIR (R) 
55 Konetruktlvlsten-Auestellung Moikiu 4 72 3 

OZENFANT (F) 73 KoM.rr.lle> 3 

56 Pori.mo. 'S TAEUBER SOPHIE (SZ) (0) 

PERI (U) 74 Marionette 20 

57 Reom-M.l.r.l 33 UNOWISS (R) 

PICABIA FRANCIS (F) 75 Alellerarbelt 22 

58 18 VANTONGERLOO GEORGES (H) 

59 Lee yeux cheude '# 76 Pl.ellk 1« 

VII 

DIE ISMEN LES ISMES THE ISMS 

ABSTRAKTER FILM 2 
KONSTRUKTIVISMUS 3-5 
VERISMUS 6-7 
PROUN 8-9 
KOMPRESSIONISMUS 
MERZ 

10 

NEO-PLASTIZISMUS 12-14 
PURISMUS 15 
DADA 16-20 
SIMUITANISMUS 21 
SUPREMATISM US 22-25 
METAPHYSIKER 26-27 
A8STRAKTIVISMUS 28-35 
KUBISMUS 36-41 
FUTURISMUS 42-45 
EXPRESSION ISM US 46-47 

CHIRICO: 1 V“IOr' P'8S"0, 
EGGELING: I Qb8r . Abjtf8kten Film... 

GLEIZES: Kublsmus. <>...«».met 
GROSZ: AufsHtie. to.„u<h, 

TRISTAN TZARA: 7 manifest®* dada 

KANDINSKY: Ober das Geistige in der Kunst <o««i«h> 

MALEWITSCH: Supremetismus (neue 
MONORIAN: Le Nto-Plasticisme. cr,. 

Reallsmus der Materei). <.«•»•« ' 

OZENFANT.JEANNERET: Aprds le Cv 
SCHWITTERS: Men No. 10 

bismc i i 

3-17 



82 

Figures 3-18 through 3-21 show double-page 

spreads from the portfolio with the grid 
superimposed on the lower reproduction. In page 

after page, the alignment of images to the grid is 

unmistakable. Lissitzky was flexible in his attitude 

toward the system. He would optically adjust 

images within the grid and even violate it to create a 

more balanced or dynamic layout. 

Figure 3-18 illustrates pages 2 and 3. On page 2, 

an organic photomontage of a filmmaker, actress, 

and equipment is aligned in the first column, and 

two angles created by strips of film are placed in the 

second two columns. On page 3, the large halftone 

image is two columns wide and the smaller one is 

one column wide. Lissitzky moved them to the right 

to create a connection between the large 

photograph and the title and bar and to produce a 

more balanced page and spread. 
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One observes that the alignments between the 

grid, type, and images are not always perfect, and 

some images are sized wrong. The Isms of Art was 

printed by letterpress, and the printer assembled 

type and halftone blocks on the press bed according 

to Lissitzky’s layouts. Subtle size errors when 

shooting the negatives to make the halftone blocks 

and in aligning and placing type, bar rules, and the 

blocks on the press bed were inevitable considering 

the exactitude that Lissitzky sought from 1920s 

letterpress printing technology. 

Pages 12 and 13 present the work of Mondrian 

(fig. 3-19). The large painting is two columns wide, 

the small painting is one column wide, and the 

silhouette photograph is optically adjusted, with the 

arm and coattail extending just beyond the grid line. 

If Lissitzky had aligned the left edge of the coat with 

the left edge of the painting, it would have appeared 

to be too far to the right. Cohesion is achieved by 

the movement of forms in space, as indicated on the 

lower reproduction. The figure numbers play an 

important role as connecting forms. 

12 

I 

13 

NEO-PLASTIZISMUS n£o-plasticisme 
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On page 14, the diamond-shaped painting is about 

two columns wide, as is the top painting on the 

opposite page (fig. 3-20). Lissitzky made an optical 

adjustment by allowing the top corner of the 

diamond shape to thrust up above the top edge of 

the opposite painting; otherwise, the diamond 

shape would have appeared too low on the page. 

On page 14, the balance and relationship between 

the painting and the sculpture are carefully 

considered, as is the relationship of the dark vertical 

form in the painting to the sculpture. 

14 15 

NEO-PLASTIZISMUS PURISMUS 
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On page 22, Lissitzky sized and positioned the 

two paintings on the grid and placed the photograph 

of Malevich in a balanced relationship with them 

(fig. 3-21). Page 23 is typical of pages that 

reproduce just one painting: Lissitzky centered the 

images, taking care to use the grid to create 

alignments with material on the opposite page. Here 

the top horizontal edges of two Malevich paintings 

are placed on the flow line. This relationship unifies 
the double-page spread. 

The importance of El Lissitzky to twentieth- 

century graphic design led typographer Jan 

Tschichold to write in 1965 that there is a new 

“generation that has never heard of him, and yet 

stands on his shoulders.”4 He was truly one of the 

great innovators of graphic design, for his 

pioneering work in applying grid structure to visual 

organization was just one of his many important 

contributions. 
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3-22 

While El Lissitzky’s approach to the grid allowed 

for a degree of flexibility, the Swiss architect, 

painter, and designer Max Bill placed emphasis 

upon absolute mathematical order in many of his 

graphic designs. In the series of Moderne 

Schweizer Architektur (Modern Swiss 

Architecture) folios from the early 1940s, the 

placement of photographs and typography 

conforms to a rigid modular system (fig. 3-22). The 

first grid was used for the photographic pages with 

two columns for photographs. The left-hand column 

can contain three photographs that are eight units5 

square, and the second column can hold three 

horizontal photographs that are twelve units wide by 

eight units high. This grid accommodates both 

square format and 35 mm format photographs. The 

horizontal margins are two units deep, and the 

vertical margins are one unit wide. The second 

grid—used for the text pages printed on the back of 

the photographic pages—is a mirror image of the 

first: the wider column is on the left. 

Figure 3-23 is a typical typographic page in this 

trilingual publication intended primarily for a 

German audience. The German text is set in a 

larger point size on the wider column, and the 

English and French translations are set in smaller 

type in the narrower column. Switzerland is 

multilingual, so formats with a controlled 

typographic structure were vital and the 

development of grid formats was hastened. 

Wherever possible, Bill aligned the top of type 

columns with the horizontal grid lines to relate text 

pages to the photographic pages. 

Bill’s grid format can accommodate from one to 

six photographs. The two-unit horizontal margin 

below the photographs provides space for captions. 

A ruled line, two units from the bottom of the page, 
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is above the building’s name which aligns with the 

left margin, and the architect’s name aligns with the 

grid line for the left edge of the larger photographs 

and their captions. The six photographs in figure 

3-24 fill the grid. The intervals of white space 

created by unfilled grid sections (fig. 3-25) infuse 
variety into the folios. 

Large images are placed on the grid structure by 

joining several modules into one rectangle (fig. 

3-26). The white space in this layout provides relief 

for the viewer by rendering the page open and 

spacious. It separates the images from their 

environment just as a mat isolates artwork from its 

environment. The placement of the church steeple 

(on the left in the top photograph, and on the right in 

the lower photograph) produces a satisfying 

asymmetrical balance. If the bottom photograph 

had been placed to the left, or if the designer had 

switched the size and position of the two 

photographs, this balance would have been 

disrupted. 

In response to the subject matter, a systematic 

departure from the primary grid structure is 

permitted. In figure 3-27 the top horizontal 

photograph is twelve units deep, and the two 

smaller photographs are placed four—instead of 

two—units above the hairline rule. This produces 

better balance on the page. Moving down the page, 

the mathematical division of space is satisfying. The 

top photograph equals twelve units; the open space 

equals six units; the lower photograph equals eight 

units; and the margin below them equals four units 

for a 12 : 6 :8 :4 ratio. The vertical edges conform 

to the grid, and alterations are consistently made in 

two-unit increments. As a consequence, these 

pages are fully compatible with the overall program. 
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Order and clarity are achieved by a grid structure. 

Attention is focused, not upon the designer’s 

manipulation of space, but upon the content. Over 

two hundred photographic pages in these folios 

were designed over several years. The grid 

structure brings efficiency to the process, for the 

designer organizes material on each page within 

established spatial and typographic parameters. 

Without this graphic program, the designer would 

have to develop a design plan for each page. Much 

time would be consumed, and the pages would be 

inconsistent. Bill achieved tremendous variety 

within this format. Four other examples from scores 

of page layouts are diagramed in figure 3-28. 

Even the most rigorous grid is no substitute for 

the designer’s sensitive eye for balance. The grid 

provides a framework, but the designer still must 

make careful decisions about the size and 

placement of the elements and their relationship to 

one another. 

By changing the parameters of the grid, 

designers can alter the visual properties of the 

page. By using a very narrow vertical grid with 

twelve 5-pica-wide columns on a tabloid page, John 

DeMao creates lively and unusual page layouts (fig. 

3-29). Typographic units and photographs are one 

to six columns wide. As the pages were designed, 

horizontal alignments began to form. The result is 

informal and dynamic, using the grid as a point of 

departure. Torn-edged collage elements and initial 

letters further express the energetic dissonance of 

modern dance, turning a grid-derived page into a 

field of tension, as discussed below. 
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Dance and Choreography 

Majors in this department prepare to become performers, choreographers, 

teachers, or participants in the many fields related to dance. 

The department 

has a 

professionally 

active faculty of 

five full time 

and ten part- 

time members 

A Visiting Artist 

also joins the 

faculty each 

semester 

Dance majors 

have 

opportuni¬ 

ties to study 

with many 

other guest 

teachers and 

lecturers in the 

weekly meeting 

of Dance 

Workshop 

1 

A daily modern technique class is part of the 

core curriculum. Ballet is studied concurrently 

with modern technique, but the choreographic 

emphasis of the program is on modern 

techniques. By the junior year, students 

choose either performance or choreography as 

an emphasis area. The senior project is a 

public presentation in either the performance 

or the choreographic area. 

Included in the curriculum are technique courses in modern, 

ballet, folk, ethnic. \azz. and tap. improvisation, teaching 

methods, choreography, production, dance history, and music 

for dancers The active production calendar of VCUDANCECO. 

the performing organization of the department, provides many 

practical experiences in performing, choreographing, and 

staging 

The Department is 

housed in a newly 
renovated building with 

eight fine studios, one of 
which is equipped as a 
performance space. 

Other campus performances are given in 
the Music Recital Hall and in the new 
Concert Hall. Off-campus performances 
are given in the Empire Theatre. 

Dogwood Dell Amphitheatre and public 
schools in and outside of the Richmond 

area. The VCUDANCECO calendar for 
1 983-84 will include two major 
collaborative productions with the 
Department of Music, one of which is to 

be televised. 

Admission to the major program is by 

audition, and consideration is given to the 

applicant's previous training and performing 

experience. The Department also offers a 

minor in dance, and most of the dance 

courses are open to non-majors as well as 

majors. The Evening College curriculum 

offers T'ai Chi and Improvisation as well as 

dance technique courses. 
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This' time line1' section of (he Best Prod 

uc(5 Employee Annual Report describes 

in Words ond images a removable year 
in (ho history of our company. Within (he 

sponof one fiscal year February 1982 

lo January 1983—Best dearly doubled 

its number of showrooms ond employees. 

Today I he catalog showroom indus¬ 

try's biggest retailer employsmoie than 

17,000 people tn 27 states, has yearly 

soles of $ 1,6 billion and Operates 189 

showrooms under eight different names: 

fiasco. Host, Dolgins, Groat Western, 

Jafeo, laBelle'j, Milier Sales and Rogers. 

Until recent years, through the dedi¬ 

cation and hard work of its employees, 

Best had been able »o increase profits 

ond career opportunities by rapidly 
opening new showrooms bearing the 

Best name. But changing economic 

fortes—including high micros! roles ond 

sluggish sales-called for changing that 

strategy: The Best solution was to 

acquire existing chains of showrooms 

from other retoilers. 

1982: the Year of Acquisition 

In September, Best acquiredModem 

Merchandising, the 75-showroom chain 

based in Minnetonka, Minn. It was the 

most important merger in the history of 

the catalog showroom industry and 

dominated headlines In industry publi¬ 

cations for several months. 

More than 7,000 employees became 

port of the Best family as a result of the 
acquisition, wor king in showrooms and 

regional offices throughout the West 

ond mid-West under the Dolgin s, Great 

Western, Jafeo, LaBello's, Miller Sales 

and Rogers names. The acquisition was 

0 perfect geographic fit for Best, which 

has directed its oxpansion along the East 
Coast, iri Texas and in California. 

The Modern merger wos preceded 

by the acquisition in July of fiasco, a 19- 

showroom chain located in the Phila¬ 

delphia, Pittsburgh and Cleveland 

areas. While some of these showrooms 

were closed and others continued to 

operate under the fiasco name, most 

were converted to Best showrooms 

bearing the Best logo. Showrooms in the 

Modern network continue to operole 

under the six names known to customers 

in their various markets, 
The Besl-Modem-Basco union 

brought together employees with a his¬ 

tory qf collaboration: Creative Mer 

chandising and Publishing Co., o subsid¬ 

iary of Modern ond now of Best, hos 
published the Best catalog since 1959 

and had printed the fiasco catalog from 

1961 until this yeor. Founded by Harold 

Roitenberg, who serves as Creative s 

chairmon and is also on the Best board 

of directors, Creative was the founda¬ 

tion upon which Roitenberg built Mod¬ 

ern, largely by acquiring other show¬ 

room chains. 

Late in 1982, President Andrew M. 

lewis announced plans to consolidate 

the corporate structures of Best ond 

Modern with the goal of creating a new 

organization combining the strengths of 

the two. Employees in all locations 

maintained a high level of customer ser ¬ 

vice during this transition period, which 

continues into 1983. 

Now Showrooms 

Although overshadowed by the eventful 

Modern acquisition, Best openedsix 

new showrooms in fiscal 1982, signaling 

the company’s continued interest in 

Sunbelt locations and experiments in 

showroom design. In El Paso, Texas, and 

Pinole, Calif., 67,000-square-loot show- 

roomswerc opened and in Sandusky, 

Ohio, Best opened its first suburban mall 

solos center,a 30,000-square-foot show¬ 

room whore all merchandise is dis¬ 

played under glass. 

Also opening this yeor were three 

showrooms in the West; two under the 

LaBelle'sname, one in Farmington, 

N.M., and one in Sail Lake City,- and a 

Jafeo in Eugene, Ore 

In January 1983, Best opened a new 

central dlsIributTon center in New 

Haven, Ind., a 200,000-square-foot facil¬ 

ity designed to servo 18 showrooms in 

the East and mid-West and to replace 

the CDC at Chicago. Also in fiscal 1982, 

construction began on another CDC. 

located in Los Vegas, Nev., now serving 

the company's West Coast showrooms. 

Extensive renovation* in the com¬ 

pany's four Dallas-areo showrooms 

brought a new look for customers there. 

and thanks to the flexibili 

employees, were accom; 

closing for business. 

Improvod Service 

While historic changes v 

place in the company's c 

turo, important showroo 

lions increased the quali 

service. Point ol order/' 

POO, was introduced in 

showrooms. This compui 

tory system—which enal 

lo determine prices, sloe 

alternative merchandise 
much like the progrossivi 

tom in place at Basco at 

acquisition. 

In 1983, POO is schec 

installed in 66 more Best 

where it will reduce wait 

lomers ond help buyers 

needs of individual shov 

; 

F & b v a r y M a r c h A p M a 

Dr. Frank S. Royot, o member 
ofth* Belt board of director*, 
i» nomad on* of lb* " 100 Moil 
Influential Black American*" 
by Ebony mogotin*. 

The Be*I Product* Foundation 
Kelp* ettobfidi a job intemdtip 
program for troubled udofei • 
cent* through the Settlement 
Club Home in Auttm. Tann 

Novefht D, Mum it, (i data 
entry operator ot Aihlond. 
Vo. bon* of 149 0**1 employ, 
eel receiving own'd* for 
perfect attendance. 

Bett f*m n TV commercial i 
Span*tit for the ftomlu 

Bet! bring* oir condition, 
bock toil*mertliondit* i 

A fled Product* Foundation 
donation to the Anobeim. 
Cold. Rod Cro** help* victim* 
of tl*e wortt fir* In Ibot city1* 

Central return* nreci* or* 
nYttaBed company- wide lo 
tlreomtme the reform proco**. 

The company open* it* f*nt 
Outn Bow itore in Richmond, 
Vo, telling microcomputer* 
for tit* home ond office 

Beit ncqtwK* Atl*by\o 
Richmond Vo -bawd eight- 
•tore chon wiling brand 
name women * clothing ot 

Pornt of Older, O comparer.red 
inventory tytttni it lotted in 
wveiol ihowroomh It* *uccet*. 
M ttkil lead* to plan* tea 
company.wide adoption 

lot* Anderton (tow* for FVop/e 
me. go line wearing j* web'y 
putchawd by Bun Reynold* 
Iron* the Beet thowroontu* 
Tyton't Comer. Vd 

Th* nort*«»of I/of more 
than 1 f.000 B«*l employee* 
hove been hidden on thi* 
rim*Rne Mowmanycon 
you find? 

Be*l Chairman Sydrtey 
le wi» ond Executive Vtc* 
Rretident France* A. Lewi* 
conduct the onnual ttock • 
holder*' meeting In the 
obience of Provident 
Andrew M, lew**, who t* in 
Minnetonka, Minn, (or the 
final negotiation* leading lo 
the MadernMercItonditing 
ocgOfiihorv 

Oommr.c toll garni* make 
their debut in telecled 
•howroorm. 

Montclair, Calif, thowroom 
monoger Steve Shrrnler ond 
ho wife O wynne celebrate 
rheir ISth wedding anraver 
tory with doughle'Mektwi 
adopted with the help of the 
Company1* adoption mint ■ 

Hoyet A. R>*4 of Atltland, Vo, 
retire* from Bert for a life of 
gardening and deep wu 
fulling. 

The 19-ihowioom Bawochae* 
I* acquired; lome diowroorm 
ore rimed wfrh tpeaaf tale*. 

J.mmy Connor» do feat* Bjorn 
Borg in the Betl Summer Chal¬ 
lenge t earth tovmornent in 
Richmond, Vo.. R/eddent 
Andrew M. le wh pretent* tt*e 
trophy. 

j V*» Bett urwt up a deal wilt* Singer 
- * to become the flrtt rentier 

outdde a Singer fronebne to 
«*8 live jiopakir tewing 
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The grid approach is particularly useful when a 

large number of images and typographic units must 

be organized in a graphic space. In a one-year 

timeline for Best Products, designers Rob Carter 

and Tim Priddy used a vertical grid to divide the 

space into chronological zones representing twelve 

months (fig. 3-30). The grid structure is followed 

closely by the typography, but it is violated in the 

lower area where a lively composition of images 

moving at angles to one another is in contrast to the 
more structured upper portion. 

rpyf3f(0!U4dopk:ll 

?sf showrooms in 1982 >s 

mnorui. Now returned 
Tom oil deportments » 

obesk, ytvi!iC(soles rotin- 

nolo sell merchandise. 

peratiom 

which 

‘aodarn being adopted 

!d arc the IMPACT 

^proved Methods, Per- 

peamnce, Communico 
Ivkifk^-mnshawrooms 

and the SPIRIT! 

Irving the Public with 

Iponse, Interest and 

►hiihowroorm under the 

at Western, Jofco, 

hr Soles end Royers names, 

id SPIRIT! are designed to 

^<'g.'^'.:.,-Anbfher new business venture in the 

specialty retailing division was the 

5,00 eigiit-store 

M womans cfothi/ig diam also bused in 

^^^chmdnd. Tint campony's philosophy of 

^|;ietlmg|>rondnameclothingat discount 

pg prices made ftp natural partner for Best. 

|| I Another store was added to the chain in 

11982 and more stores ore planned far 

| )983. Data Bose and Ashby s each hove 

yndbsiKrwn headquarters m Richmond. 

; In tha Community 
,':i In 1982 Best continued .tscivic involve- 

i f ment in dozens of communities from 

, .:C6a$t fbtocst; Through the Best Prod- 

employees by the thousands signed ut 
>.’for peyroli deductions for the Untied 

Way, wfiich supports 37,000 human ser 
.v vice agencies 

'i ’ <j Ofhw esampUn of the company s 
- ■ y ;'Ciyicinvoiventcrit v;er e fund-raising 

*Wefi?s for choaties winch J*fr« tied to 
X j showroomopcnmai.-n£lPeso. Texas, 

arid Pinole, Cdlif > and the foundations 
*,,1tmeV donation to the victims of the 

!Apdifire;;pAnoheim,Cai;i, .. 

thot City sfiistory. Also under the ous 
mens of the foundation employ 

■ : , doubled theircontobufiom to fheii 
favorite chorines, through Jf.eMmcii.-.-ti 

Funds ProQtam imptoyt.es a»<- eligible 

offer o yeor with Best todoooh at koM 

? S.2S fp afavorite non profit organizer 

Sheir tiohotiotw matched 

NewPfoducts 
Best pmployw; across the country hod 

some n<*w categories of merchandise to 

seO m 1982 as Singer sewing machines 

i :;d^|dcp^TO|?iJ goods were added to 
: showfoottts, 8i;t the top sellers of the 

' yew {effected tiiegrowiny customer 

computer system and if* Texas fnstru- 

: meats Ti99/4A<ompyter were among 
tf;e top-10 sellers of 1982, 

The Future 

As ihehsealyear drew to a close. Best 

annoutvcc-d pfctni to place additional 

; cmphddshn jewelry wiit« to take 

advautayebl theh.gt!fc» profit margin 
: generpledby th-of depot tment N«w 

• display cdsfc^y produc ts and udv(*t Using 

will off be directed of oth acting more 

'/Cpslpmes s ta the Best ^weiry > aunt er, 

, and <\ new Jewelry srpinirigprogt am 

prompts new copcmw opportunities for 

ambition? employees 

•<. Alsoannounced late in Itu? yftor was the 

company s intention to modify its 

: regional structure (a better respond to 

: J iocoi markets prod to publish separate 

; 1983-84 catalogs under the Best und 

^'Oasgirai.Citeaj jafeo, 

toBnlfe s, Milter Soles and Rogers 

nqnwi 

While at year and the notice is 

:y cctdioy showroom retoihir was unde* • 

sTJ&MJg -Change, {hu moiyafltttto, bigger 

aH:< b-diir;; It -;•! : 

{unify thon eve; lor ils il iou< 

etvipkiyees s- hu w lif r OfrSfiV 

, a.nefwoi k of $bbwfai>(ns. warf.-kxno'- 

CDC’candregirsno! offsets. to fjrovido 

. eycaflent service to millions of $1 toppers 
, drbm roust to<r-ciu 
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Container Corporation of America Annual Report 1967 

3-31 

The discipline and limitations of the grid should 

not be seen as a creative straitjacket, for designers 

using it can achieve flexibility and originality. In a 

Container Corporation of America Annual Report 

(fig. 3-31), John Massey used a modular grid of 

almost two hundred half-inch squares to contain 

twelve color photographs of CCA employees. 

Careful placement enabled Massey to relate forms, 

colors, and tones so that the photographs blend into 

each other along some edges but have abrupt linear 

edges and corners at other junctions. This graphic 

vitality combines with the variety of sizes and the 

dynamic diagonal edges of the overall configuration 

to create a cohesive and intriguing cover. 

Multiple-image design 

Composing type and images on a grid is but one 

method for designing complex, multiple-image 

layouts. Any structural principle can be adopted and 

used as an organizing theme. In a double-page 

design presenting “Things to Do and See” (fig. 

3-32), Don Trousdell has used a rhythmic 

alignment of vertical images as a unifying principle 

by making the vertical axes of the images parallel. 

From the myriad possible images to signify each of 

ten activities, Trousdell carefully selected vertical 

ones: a baseball bat for the Cooperstown Baseball 

Museum, an ear of corn for the Farmer’s Market, an 

ostrich for the zoo, a doll for antique collecting. 

Typography is related to the images by carefully 

aligning type units with an illustration’s left edge or a 

prominent feature such as the fish’s mouth or by 

aligning the central axes of type and image. 

Other potential themes might have been the 

selection of objects that fit within square spaces (a 

baseball glove, a basket of strawberries, a profile of 

an elephant, a squat antique chair), horizontal 

spaces, or circular spaces. The designer’s 

imagination is the only limitation constraining the 

invention of an organizational schema and 

appropriate images. 
Establishing a dominant image is another 

effective method to structure complex pages. Figure 

3-33, a double-page spread from a Nature 

Company catalog designed by Kit Hinrichs and 

Natalie Kitamura, has no discernible grid. Images 

are presented in a variety of sizes, some are 

silhouetted, and four of them overlap the deep navy 

blue borders. Type units are varied. Some are set 

flush left and ragged right, some are flush right and 

ragged left, and others wrap around the 

photograph. Order is achieved in spite of the 

complexity of ten images and lengthy captions 

because a major focal point is created by the 

dominant African antelope mask. The other images 

form relationships with this large image and the 

borders. Through the principle of proximity, each 

unit of type forms a clear relationship with its image. 
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Field of tension 

Another approach to organizing graphic space is to 

transform it into a dynamic field of tension. This 

effect is achieved by creating taut relationships 

between the elements of the design and between 

the elements and the edges of the rectangle. Often, 

diagonal movements and countermovements and 

forms that bleed and run off the page are used to 

create this spatial dynamic. Extreme contrasts of 

size and scale can play an important role in creating 
this tension. 

Piet Zwart of the Netherlands, who like Lissitzky 

was a pioneering graphic designer of the 1920s, 

mastered this spatial concept. In pages 26 and 27 

from his 1928 catalog for the NKF cableworks (fig. 

3-34), four photographs and a cross-section 

diagram are combined on the left-hand page with 

dynamic scale and spatial contrasts. A red arrow 

slashing across the page runs from the cable on a 

large industrial crane to a cross-sectional 

photograph of the cable. This arrow echoes the 

diagonal movement of type on the right-hand page, 

where a dynamic composition of red and black type 

moving at angles and open white spaces provides a 

lively contrast to the complexity of the montage 

page. 

Printed in red and black on tan paper, the “New 

Dutch Graphics” poster by Cheryl A. Brzezinski (fig. 

3-35) uses a variety of complex graphic techniques 

and relationships to transform the space into a 

dynamic field of tension. The space is divided into 
tan and black zones, but 

intense division because the stacked letterforms at 

the top (the N and /) pull weight into the light area, 

while the tan D, gray E, and tan word GRAPHICS 

pull light into the black area. In the lower half of the 

poster, the largest tulip performs a similar spatial 

reversal. It is split into a duotone photograph 

against the tan, and a stark line drawing against the 

black background. 
Windmills and tulips, traditional images signifying 

Holland, are used in repetition to energize the 

space. Three windmills become dynamic forms, 

their axes shifted in diagonal counterpoint to the 

vertical format. A rotational pattern of arrows and 

dotted lines signifies the wind and the rotary action 

of the windmill blades and activates the top portion 

of the space. Although the windmills are printed in 

the same screen tints, the one on the right appears 

lighter by its contrast with the black background. 

The row of five tulips thrusting upward from the 

bottom are executed in different graphic techniques: 

a black line drawing, a pink halftone, a red line 

drawing, a soft duotone, another black line drawing, 

and a pink linear image against a red shape. 

Transparency and overlapping serve to unify these 

dissonant images. They attract one another due to 

the similar subject matter and organic floral forms, 

but repel each other because of the contrasting 

color, value, and technique. Brzezinski provides the 

viewer with a complex, multilayered experience. 
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The Boston Globe Magazine cover designed by 

Ronn Campisi and illustrated by Gene Greif (fig. 

3-36) has a dominant image, the photograph of 

George Frazier, which is placed in a lively tension 

with the second most prominent image, a portion of 

a page whose wavelike lower edge signifies smoke 

from the cigarette. A series of carefully planned 

relationships brings unity to this design with an open 

structure. The typewriter creates a movement from 

the head, to the major display typography, to the top 

of the page. The ruled line above the secondary 

display typography becomes a connector from the 

cigarette to the photograph of Richard Nixon. The 

poison pen image creates a linear movement from 

the horizontal base to the lower corner of the 

Richard Nixon photograph. Images bleed off each 

of the four sides of the design, creating a lateral 

expansion. 

In an advertisement for the Granfalloon furniture 

store designed by Jeff Barnes and photographed by 

Robert Keeling (fig. 3-37), graphic support 

elements transform the magazine page into a field 

of tension. The photograph of the white furniture 

against a black floor emphasizes the furniture 

design and material and is shifted at an angle to the 

page. Rules with rounded terminals contain the 
typography. Dot patterns echo the pattern of circular 

holes in the metal furniture. One sequence forms a 

drop shadow; another overlaps the photograph. The 

dot patterns pull weight into the white areas of the 

page. Their three different size and scale 

relationships create a sequence of overlapping 

planes that imply depth. Barnes has achieved unity 

by aligning the dot patterns and bars with the axes 

of the photograph and through the repetition of 

circles and arcs in the photograph, its curved 

corners, and the graphic support elements. 

3-37 
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Repetition and rhythm 
Repetition is repeating identical or similar forms in a 

consistent spatial relationship and creating an 

overall pattern of equal weight. Contrast occurs 

when unlike elements are introduced into the 

repetitive sequence. Rhythm is repeating similar 

elements with a variety of forms or spatial intervals 

and creating variety in repetition. It possesses the 

ebb and flow of recurring elements in space. Alfred 

North Whitehead observed that “the essence of 

rhythm is the fusion of sameness and novelty; so 

that the whole never loses the essential unity of the 

pattern, while the parts exhibit the contrast arising 

from the novelty of their detail. A mere recurrence 

kills rhythm as surely as does a mere confusion of 

differences. A crystal lacks rhythm from excessive 

pattern, while a fog is unrhythmic in that it exhibits a 

patternless confusion of detail.”6 

Whitehead’s “essence of rhythm” is found in a 

poster presenting Chihuly Indian glass cylinders 

(fig. 3-38), designed by Malcolm Grear and 

photographed by Gene Dwiggins. Careful 

organization of the artifacts into four rows against a 

black background enabled Grear to create a lively 

and satisfying rhythm. Identifying captions are 

reversed out of the background at a forty-five- 

degree angle, creating a secondary rhythm in lilting 

counterpoint to the horizontal rows of vertical 

objects. 

3-38 
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Visual continuity 

Single-surface visual communications, such as a 

poster or book jacket, are independent entities, but 

multiple-surface graphic designs introduce the 

additional problems of continuity and visual flow. A 

sense of belonging, of being part of the larger 

whole, should be expressed by pages in a 

publication, book jackets in a series, and packages 

for a family of products. At the same time, each 

design should have its unique identity, for too much 

sameness or redundancy becomes boring. The 

designer develops strategies to link the sequence 

by determining what will be alike and what will be 

different. Visual characteristics (for example, size, 

position, color) of typography and images can be 

repeated to create continuity. Grid structure, 

repetition, rhythm, and alignment that occur on the 

two-dimensional surface now occur in time and 

space as many pages or a series of designs are 

experienced by the viewer. 

According to one of his former assistants, Leo 

Lionni once observed that if the pages in a 

publication design were not unified, the designer 

could just go back through and draw a mustache on 

all the men in the photographs to create visual 

continuity.7 The underlying principle advocated by 

Lionni is that any element or graphic quality 

recurring within a sequence of pages or designs 

becomes a unifying force that generates visual 

continuity. 
The cover and inside spread for a direct mail 

folder, designed by Jacklin Pinsler for Adesso 

(figures 3-39 and 3-40), demonstrate this principle. 

The angled headline repeats itself, and the 

rectangular photograph in the interior of the folder 

repeats the size, position, and angle of the pitcher in 

the cover photograph. The red bar in the upper 

right-hand corner of the cover appears at the fold 

inside. Two units of text type in the interior relate to 

the size, measure, and position of the cover text 

type. 

These unifying factors are complemented by 

variation. The cover headline is white reversed from 

black and the inside headline is black on the white 

page. A new element—a red bar running along the 

left-hand edge—is introduced on the interior 

spread. An appropriate balance between continuity 

and diversity is created between this folder’s cover 

and interior. 

3-39 
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Hello, 

Yes, Uh huh. 

Yes. Why? Oh. 

I don't think so. 

No. I'* very sorry. 

Yes. I understand. 

No. Believe me. 

It can't be done. 

It can't be done. 

Sorry. 

3-41 



101 

The kinetic experience of turning the page can be 

used to present a sequence of events, contrast 

images, or develop concepts. Sequential right-hand 

page advertisements illustrate the dilemma of a 

customer who is “hanging by a thread” because a 

supplier cannot meet a need (fig. 3-41). The reader 

turns the page to learn that the customer has found 

a sturdy rope (fig. 3-42), a metaphor for the support 

that is being offered. 

Hello • 

Yeah, took. 

Yeah. Listen to this: 

they can do that. 

That* s what they do. 

1 don *t know. That’s 

just what they do, 

Yeah. Thanks. I know. 

Thanks. Sure. Anytime. 

Kieffer-Nolde* s Kieffer-Molde,Inc 

Electronic Pre-Press Offset £ Gravure 

I magi ng System Graphics 

160 East Illinois 

Chicago, II 60611 

312-337-5500 

Or Toll Free 

1-800-621-8314 

In Cleveland 

216-344-9170 

Call or write for 

our conipl imentary 

color calendar. 
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Rhythmic continuity in the time-space experience 

of the viewer paging through an extended design 

sequence is called visual flow. In a promotional 

brochure presenting American flag artifacts (fig. 

3-43), Kit Hinrichs achieved visual flow through the 

repetition of layout ideas. Double-page spreads 

filled with a large image alternate with spreads 

having a full-page image opposite a page with 

centered typography, a small image, and generous 

white space. Some of these layouts have the full- 

page image on the left and others have it on the 

right. This rhythm is broken twice: One layout 

depicts three cigar band flags; the center spread 

mirror-images two postcards with typography 

centered above and below and then folds out to 

reveal a multiple-image layout. The repetition of the 

Stars and Stripes motif is a unifying device, the 

ultimate example of Lionni’s mustache paradigm. 

Whereas visual flow describes the continuity 

within a multiple-page visual communication, serial 

design involves a series of independent but related 

items. In effective serial design, the designer 

establishes parameters that define a spatial 

structure, typographic system, and color scheme. 

These parameters must be tight enough to insure 

immediate identity with the series but flexible 

enough to allow variation and identification of the 

individual designs within the series. 

3-43 
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For the Vintage Contemporaries extended series 

of fictional works (fig. 3-44), Lorraine Louie 

developed a format that allows the viewer to 

recognize immediately that each volume belongs to 

the series but permits the flexibility necessary to 

accommodate differences. Each jacket contains the 

same elements: the title, author’s name, an 

illustration, a critical quotation about the book, and 

the series logo and signature. The format 

developed by Louie (fig. 3-45) is based upon a 

geometric division of space into rectangular zones 

keyed to a vertical grid line to the left of the center, 

consistent typographic treatment, and a sequence 

of carefully planned alignments. 

On each cover, the author’s name appears in all 

capitals, set in a variation of Kabel Bold, with the 

first and last names letterspaced to align left and 

right. It is reversed from a colored rectangle in the 

upper right-hand corner. The title appears below 

this rectangle, set in all-capital Kabel Bold and 

printed in color with a gray screen-tint drop shadow. 

The title is also letterspaced to flush left and right, 

aligning with the edge of the illustration on the left 

and the author’s name on the right. The 

letterspacing of the authors’ names and the titles 

becomes exaggerated when very short words 

appear, but legibility is not significantly diminished. 

Three sizes of type are used for titles in the series. 

Books with one-line titles have the largest size, and 

books with three-line titles have the smallest size. A 

rectangle composed of small dots is keyed to the 

lower left corner of the top rectangle and runs 

behind the title and illustration. This form is critical to 

the composition, for it becomes a visual connector 

unifying the three major elements. In the bottom 

space, a critical comment and logo align with the 

major vertical grid line. 

Flexibility is needed because some titles only 

contain one word and others contain two, three, or 

four words and must be set as two or three lines. 

Louie adjusts the depth of the title area and the 

illustration to accommodate this variation. Another 

subtle adjustment from the standard format is 

required on some covers because the quotations at 

the bottom of the page vary from two to eight lines. 

The illustrations are surreal and iconographic, 

suggesting a theme or location rather than depicting 

a narrative event from the story. Because most 

have a single major object or animal in an 

environment, good impact in the point-of-purchase 

environment is achieved. In figure 3-44, illustrations 

in the top two rows are by Rick Lovell, and the photo 

illustrations in the bottom row are by Marc Tauss. 
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Planes in space 

When planes or forms are placed in front of or 

behind one another, the forward forms can appear 

opaque or transparent. When the frontal forms are 

opaque, they overlap the ones behind them and 

create a sense of depth. On the murder-mystery 

book jacket for The Artful Egg (fig. 3-46), designed 

by Louise Fili and illustrated by Robert Goldstrom, 

the space is constructed by overlapping planes. The 

relationship between the rectangles of the 

envelope, typographic area, sunlit walls, and rug 
create a taut relationship. We peer over the 

postman’s shoulder as the victim’s body is 

discovered, partially obscured from us by the 

postman’s envelopes. 
In the cover for Divide the Night (fig. 3-47), 

designed by Louise Fili and illustrated by Susannah 

Kelly, we look down from a high vantage point at the 

perspective of a night street scene. The horizontal 

and vertical axes of the widely letterspaced type 

align with the perspective of the illustrations, 

creating a remarkable unity. The smaller size of the 

author’s name, along with its proximity to the 

sidewalk, places it on the ground plane, while the 

title appears to hover above the scene. 
The phenomenon of overlapping planes opens 

unexpected possibilities when, instead of 

overlapping one another, the planes or forms 

interpenetrate and create an illusion of 

transparency. In the magazine cover illustration for 

“The Vanishing Nurse: Why She Has Become an 

Endangered Species” (fig. 3-48), designed and 

illustrated by Dugald Stermer, the transparency of 

the figure reveals the masthead behind her to 

become a graphic statement illustrating the title. 

There is no typography on this cover: Stermer often 

letters the words in the same pencil and watercolor 

technique used for the image. 
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A very different graphic quality occurs when the 

head of Mussolini intersects the name in the book 

jacket designed by Carin Goldberg (fig. 3-49). The 

letters turn blood red, echoing the red in the bottom 

half of the diagonally divided red and orange 

background. Goldberg has created a tight relational 

composition of overlapping planes: The orange 

quotation from a review overlaps the portrait, which 

overlaps the background planes. An ambiguous 

relationship between type and image exists, for it is 

unclear whether the word Mussolini is in front of the 

head, behind the head, or fused with the head. This 

intensifies the emotional power of the design, as 

does the fierce stare of the dictator, whose 

illuminated right eye becomes a strong focal point 

as a result of its central position and strong value 

contrast. 

Two vastly different types of imagery are 

combined in Dietmar Winkler’s poster for a Bach 

concert (fig. 3-50). A traditional portrait of the 

composer is overlapped by a precise geometric 

configuration of arcs organized on a grid structure. 

This pattern is a graphic interpretation of the almost 

mathematical structure of Bach’s compositions. 

Transparent printing inks permit the portrait to be 

seen through the red and blue arcs, which change 

color where they overprint the darker tone of the 

figurative image. This poster signifies Bach, the 

man, and the intrinsic qualities of his music. The 

display type is based on Fraktur types of the 

sixteenth century,8 which have baroque curvilinear 

flourishes and were still widely used in Germany 

during Bach’s era. The alignment of the four units of 

display type with the vertical edges of the geometric 

pattern creates unity between these graphically 

disparate elements. 
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Scale and visual hierarchy 
The size of an element within the graphic space and 

its size relationship to other elements in the design 

are significant perceptual and communicative 

factors. A recent magazine advertisement 

presented an automobile that appeared to be a 

midsize vehicle, but in the showroom it proved to be 

a small compact. The people photographed with the 

automobile were unusually short, conveying 

through scale contrast an impression of a larger 

vehicle. 
Figure 3-51 demonstrates a range of scale 

relationships between a typographic element and 

an image. In this sequence of nine variations, the 

image size decreases by about ten-percent 

increments while the type size increases by ten- 

percent increments. An important consideration in 

the development of scale relationships is the 

establishment of a visual hierarchy, which means a 

group of visual elements arranged according to 

emphasis. In this sequence, the image is dominant 

in the first composition, and the type is clearly 

dominant in the final compositions. Other factors 

influencing visual hierarchy include value, color, 

position, and proximity. Elements become focal 

points in the design. Attention to their relative 

position in the visual hierarchy enables the designer 

to guide the viewer’s eye as it scans the space. 

f^j Uli 
rob^jfi 

roM^lll robing robinl® 

robin robin robin 
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The following three designs demonstrate very 

different solutions to the problem of scale 

relationships. In Ronn Campisi’s Boston Globe 

Magazine cover “Prized Fighting” (fig. 3-52), the 

article begins on the cover. Large text type occupies 

about fifty percent of the total area. However, the 

title—reversed from an intense red area—is the 

dominant element. The photograph remains a 

powerful element in spite of its small size. 

BY ALAN LELCHUK 

WHEN I was a boy of 8 
in Brooklyn, my father started taking 
me to the prizefights at Eastern 
Parkway Arena, a half-hour walk from 
our apartment My father, a Russian 
immigrant and Leninist elitist, had 
become a fan of boxing through his 
friendship with a 0 young boxer who 
lived across the nv street on 

Middleweight legend Rocky Grasiano KOs Johnny Greco 
iii the tim'd round of their May 1951 fight. 
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A giant running shoe dominates the visual 

hierarchy in a poster for a running and fitness day 

(fig. 3-53) designed by Rob Carter and Tim Priddy. 

The low, “worm’s eye” vantage point, the tight 

cropping of the shoe, and the small size of the 

silhouette runners all intensify the graphic impact of 

the image. The correspondence between the 

curvilinear shoelaces and body text unifies these 

unlike elements. 

Competition for ascendency in the visual 

hierarchy can create a dynamic tension between 

elements. On the book jacket for The Enigma of 

Arrival, designed by Lorraine Louie (fig. 3-54), 

competition exists between the author’s name and 

the de Chirico painting. The name has dominant 

scale, but the painting has dominant color and value 

contrast. The importance of elements as part of the 

message should determine their hierarchical 

relationships. For example, the cover of a new book 

by a well-known author should emphasize the 

author’s name rather than the not-yet-known title. 

Graphic support elements play a vital role in the 

overall spatial structure of this design. A green 

rectangle of graded texture behind the title unifies it 

and, through alignment, relates the title to the two 

brown ruled lines on the left and the yellow building 

in the painting. The gray tone fading in from the 

bottom of the page further animates the space. The 

ruled lines play an important structural role and 

contribute rhythm and unity to the overall design. 
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Bold condensed display type combines through 

alignment with an illustration to form the dominant 

configuration in the Saturday Evening Post editorial 

spread designed by Herb Lubalin (fig. 3-55). The 

text type between the words AND and RUN is 
printed in red to connect them, creating a horizontal 

thrust across the pages that bleeds on both sides. 

John Falter’s illustration of a victim’s hand on the 

pavement suggests the terrible violence of the 

accident. The principle of synecdoche, using a part 

to represent the whole, is found here. 

Motion and implied motion 
The interpretation of movement and motion on a 

two-dimensional surface has been a preoccupation 

of twentieth-century visual thinking from the early 

years of the century. Artists confronted the speed of 

motor cars and airplanes and cinematography’s 

I0NE MOMENT 
■Of PilC 

■THE DRIVER 

HUNTED KILLER 

Twenty-eight day# after the woman died, Walter Prwt, special inv«rs- 

tigator for the Traffic Division, squatted on his heels in a big parking l 

lot and ran his fingertips lightly along the front-right fender of the 

car which had killed her. It was a blue and gray four-door sedan, three 

years old. in the lower price range. 
The repair job had probably been done in haste and panie. Hut it had 

been competent!) done. The blue paint was an almost perfect match. | 

Some of it had got on the chronic stripping aud had been vvijn-d off. j 

but not perfectly. The chrome headlight ring was a replaeement, with j 

noneof the minute pits and rust flecks of the ring on the left headlight, j 

He reached up into the fender well and brushed his finger* along the | 

area where the undereoating had been flattened when tin* fender had 

b<*en hammered out. 
He stood up and looked toward the big tns»mniee-eomi>any office 

building, large windows and aluminum panels glinting in the morning 

sun. and wondered where Mr. Wade Addam* was. which window was 

his. A vus- president, high up, looking down upon the world. 

It had been a long bunt. Walter Dost had examined many auto 

mobiles. The killing had oeeum-d on a rainy Tuesday morning in 

September at 9:30, in the 1200 bhwk of Harding Avenue. It was an old 

street of big elms and frame houses. It ran north and south. Hesidents 

Walter Post that the driver, assuming the young 

woman would gtmUltttfi across, had swerved to the right to go 

behind her. When *he had turned back, the driver had hit the 

brakes. There were wet leave* on the smooth asphalt. The ear 

bad skidded. Mary Items was struck and thrown an estimated 

twenty feet through the air, lauding Htose to the curb. The ear 

had swayed out of its skid and then accelerated. 

The child had not seen the driver of the car. She said it was 

a tude car, a gray or blue, not * big ear and not shiny new. 

Almost too late site realised she should look at the license 

number. Hut hy then it wusko far away that .<dse could only tell 

that it was not an license and that it ended, m her 

wools, "in two fat numbers. Not sharp nu miters like ones and 

sevens ami fours Fat ones, like sixes ami eights ami nines 

Mary Bern* lived for nearly seventy hours with serious 

brain injuries. ugly contusion* and abrasion* and a fractured 

hip. She lived long enough for significant broth's to form, indi¬ 

cating from their xliape and placement that the vehicle had 

struck her a glancing blow on the right hip and thiglt, the curve 

of the bumper striking her right leg ju*t Mow the knee. The 

fragments ttf glass from the Jens of the shattered scaled-beam 

Invnllamp indicated throe possible makes of automobile. No 

shellac or enamel was recovered from her clothing. It wa* lie- 

lieved that, owing to the glancing impact, the vehicle had not 

been seriously damaged. She did not regain eottmoosne** 

Is*fore death. 

For flic first two week* of the investigation Walter Post had 

the assistance uf sufficient manpower to cover all places where 

With hi* list of address**, he continued tie* 

slow proves* of Elimination. He could not eliminate 

the darker or brighter colors until be was certain 

fitr entire ear had not been repainted, lie worked 

with a feeling of w,-ary urgency, suspecting the 

killer Would feel tudre at ease on.-*- the death «tr 

was traded jtj He first weight He aeeoiapiWe-d 

hjs other duties in an acceptable mamur. 

At nine on this bright October tenth a Friday, 

just twenty-eight daysitod a few hour* after Alary 

f'erri* hud died, fie had cheeked the resnbun-e of a 

Mr. Watt*' Addam*. It waaa tungtoid impressive 

haiiv oft a wide carve of Saylor Lane. A slim, 

dark woman of about forty answered the door 

She won- slacks and a sweater Her features were 

too strong for prv-tt»K-*», and her manner and e*. 

press ion were pleasant and confident. 

He smiled and soul. "I just want to take 

up a few momenta of your time. Are you Mr*. 

Addams V 

' Ye*, hut really, if you're selling something. I 

just ” 

Ho took out his itotohook, '' This i* a survey 

financed by t he automotive indust ry People think 

wy re trying to odi cars, but we're not. Tbt* i* a 

survey abottf how ear* are used,'' 

Sim laughed "I van fell you one thmg There 

in the »te\v suburban areas south of ilia pity wsw.1 Harding Avttnuo in 

prpfprt'iMt* t<» Wright Boulpvjtril when tiny drove to the renter <»f tin* 

city. Harding Avenue had been resurfaml a year ago. Then? were 

few traffic light*. The jK-ople who lived on Harding Avenue had 

complained about fast traffic Ik-fore Mary Benin was killed. 

Mr. and Mrs. Steve Berris and their two small children had lived at 

1237 Harding Avenue. lie was the assistant manager of a sujier- 

market. On that rainy morning she had put on her plastio rain cape to 

hurry aero** the street, apparently to see a neighbor on some errand, 

It was evident she lutd not inteiKtal to Ik* gone long, as her two small 

children wen? left untended. The only witness was a thirleem-year-oM 

girl, walking from her home to the bus stop. 

Through careful and repeated interrogations of that girl after she 

had quieted down, authorities wen* able to determine that the street 

had been momentarily empty of traffic, that tin* death ear bad been 

proceeding toward the center of town at a high rate of that 

Mary Berm had started to cross from right to left in front of the ear, 

hurrying. Apparently, when she realisiod she had misjudged the sjieed 

and distance of tin* car, she had turned and tried to scamper back to 

the protection of the curb. 

repair* could have been made. The new&p«pm co-operated. 

Kveryoue i« the metropolitan ares urged to took fur the 

death ear. But, asm so many other instance!*, the car seethed id- 

disappear without a true*- Walter Post was family left alette 

to continue the investigation, in addition to hi* oUier dinie*. 

And. this time., he devoted more time to H than fee plaaiicd. 

it *eem*-d wore pemontl. This was nut a ease of one walking 

drunk lurching into the night path of. » driving drttuk This 

was » ease of a young, pretty housewife—very pretty, #<-enrd 

ing t» the picture »f her he M4 s^-'~-mnr1*i.ly 5aj»«sd;-©«t #. 

rainy Tuesday by *oa5ebody who had been i« a hurry, seme 

body too callous to stop and elever enough to hide He hod. 

talked t» the broken husband ami seen the small, puzzled kid*, 

and heard the child witness say, "It made a terrible noise. A 

kind of—thick noise And then she jusi went Dying in the atr, 

all loose in the air. And the ear tried to go away so fast the 

wheel* were apuming. ” 

Walter Post would awaken in the night and think abont 

Mary Berri* and feel a familiar Auger. This was few work, and 

be knew the cost of it and realised bis own emotional involve¬ 
ment made film better at what he did. But this was a very small 

comfort in the hitter mood of the wakeful night And he knew 

t here would is- no joy w aotvdhg the ease because ho wunfif find 

at Ihs- eiu! of his scorch not some nwmster, some .symbol of evil, 

hat merely atiotIter victim, a tmntomg human animal. 

His wife Carolyn endured this tins' of hi* invtdvement a* 

*i»e hint those which had goac l*Tnre. knowing the cause of his 

remoteness, lus brutal velieilnto of »'|f «Kdgne<t work hour* 

Until thi* time of compulsion wa* endml, she and the children 

would live with—and rarely *ee—a weary man who kept pu«!o 

ing himself to the limit of hi* energy, who returned and ate and 

slept and went out again. 

Operating on the ossnmpfion that the killer was a resident 

of the suburban areas south of the city, be had driven the area 

until he tow able to bfoefc uf? one large section where. If you 

wanted t« drive down into the center of the city, Harding 

A venue was the moat efficient roots to take. With the eo-opera. 

tton of the clerks at the State Bureau of Motor Vehicle Heyr*- 

trot km, he KMttpiled a diwsMmtgingly long list of all Medium 

atnl luw.priml sedans from one to four years ohl r*<gisterv«i in 

tin* name of persons living in hi* chosen area, when, ihe license 

aren't enough car* »» this family My husband 

drives to work. We h«ve a «;«j, eighleeg, m. hi-: 

last year of high school, and a daughter, fourt-en. 

who t>--d* a tot of taxi service. To- lag <■«<■ *\ m for 

repa ir*, and today my bu^atsd- btok the Htth ear 

to work Sei you <-rn how easpjy she !'»(?<' t» 

If ttory's mark* are goal at midyear. Wade is 

going to vf-x turn a ear of hi* Own. ‘ 

"Could I have the make and year and moilel 

ami cotor of virur two f e.r-.., Mrs Addon;*'?" 

•She gave hint >'he uitoruisimo <m the hig ear 

S?*f And then *51/ i-!4 hint the make of ihe 

smaller ear uud soul." h % three year* obi. A four 

ik>or«'dhK IHu* aud 

• \Vh» usually drives «, Mr*. Addam* T" 

'ft ssupto"4'’! to V mine, but ray b.«*fea.«d -s«d 

Clary ito% ? alf dr iw it. l to always t fa mo who 

has it when it run* out of ga». I mrcer can remem 

her to take * look at the gauge ” 

“ What doe* your hudontd do. Mr*. Addam*? ' 
"He's a vke president at Surety Insurance." 

"How bnig has your Isn been driving?** 

"Since it was fi'gat Don't they all? A junior 

Itourtw when he wa* sixteen, and his scuior lks?n*e 

hist duly wht'ii he turned eighteen. It makes me 

b«l whateau you fof&Mxy to really tpiite 

s reliable Wy. I shudder to think of wh«t will 

bhitjwn when Nancy van drive. .She’s a scatter- 

twain. All you can do to doj»e«r| on those voting 

tydtoow, l gtttw*. ■' 

He clewed hi* notebook, "Thank.* a tot, Mrs. 

Addanrs. Htyitttiful place you have here.” 

"Thank yob." Sdie witrt *t hint "I gum the 

automobile people are in « t rying to decide 

vs h»*t tier to Wikfee big cars or l into ear*. ” 

"If* a jwoblem. he said "Thank* for yonr 

eo-ttjwrattou,'" 

He luol plsnned t« vfeMt tvewni<wre regtotratwwi* 

in that iBamediato ari'a. But he had a hur*eh about 

the Aihtama's car. f>t>vimt*ly Mr*. Addam* toxin t 

t*wn driving. He bad *ee« too matsy of the gnilt v 

number*ended in «l. ?W, m, #*, %,fid,<t ami fid. He hojavl one* react. They had been living in torpor When 

h** would not haw to exjiand it Jo include thmw and five*, Q«e*tioneiI, they brtdio qu*vk5y and eotnplcttoy 

which could also have given that itapreswton of "fnlwm." in Any unesuona always bmtgbt on the unmtotak 

*pi«o of the child witnewf* belief ttoit the number* were not able guilt reaction* of the amateur criminal 

three* or five*. So he had driven back into the city, shown hi* 

credential* t*» Ho* guard »> ti> 

exisithvc jwrkinv: area of !fa 

.*nr»nee Company and inspec 

gray .«r with th- liens.- that 

He walked slowly tow* to 

and s;-«.s;S Is-sfito it, thinking;. 

In- thirties, dark, big-tomed. 

thongfit fuL -«»o‘s wig rniittii 

age t<> the Addam*f <*«;d4 T- 

Hut to* was certain be had {■>• 

The ,.!d man or t he hoy had <1 

ably tfi- !*oy. The pyfiii-.- «! 

ojierw-d ustil the fifi,ee»jh. 

He thoughr of Hie big .job 

house and the pleaviot. «itrat 

it was, gei«g to blow tip ttoit 

yost stuck a to«»h nailer it. It v 

hut wit sw tcSifh. one hundp 

Steve Itorrto w»* amlergutng. 

He went over ht* f*>:ds and 

The Add**,**, lived tss tfesngi 

Hording Avetsue m tfi>- fast p 

The ear had been damaged no 

pr—isely tfi- way he totil gue 

to- It toted the limited dexerij 

He went into the tog bush 

fomatioa eentcr m the 

to the tw»4fth-t?oor rceeptto 

her hi* name, *aid he did no 

jKxtntaien? but did »ot ear* 

laissR'-ss. She ras*ed a *kept 

phoucsl Addaros's seemary a 

to wait « few minutes.. He 

vbaH amid «a e&eient hB.*! 

whew a ifmr ofa-m-d, ho uonfi 

terms; druuc of tolwdatiag # 

Twenty minute* Safer a 

qusefeSy into the receptions t 

in h» mbWIe fwrt»e*. a trim 

with heavy g!av«-v. a uereou 

it wcaSherml golfing tan, V? 

he oppruaebed, 

’'Air Hast’ I'm Wside A 

span- a few minute* ’' 

' You might want to rnoto 

« few miiiutts, >Ir Addam* 

’1 do« t fallow you, " 
' When and how did yos 

fr<Kg-right fender of your o 

in the lot?" 

v\<ya«s* itaml rHaatla* 
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kinetic movement in time and space. One approach 

is symbolic. For example, the speed lines drawn 

behind a car or plane in comic books, which signify 

the disturbed atmosphere where the moving object 

has just passed, are an index of speed and motion. 

Photography’s remarkable ability to provide a 

record of motion is demonstrated in another page 

from the booklet “Understanding Our Movement 

Problems” (fig. 3-56), designed by Frank 

Armstrong and photographed by Thomas Wedell. A 

double exposure effectively conveys a human 

action. Other photographic methods for expressing 

movement on a two-dimensional surface include 

multiple printing of an image, blurred motion by time 

exposure, and multiple stop-action sequences 

created by using strobe lights to stop motion in a 

series of exposures on one piece of film. 
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A sequence of still images can imply that 

movement has occurred. In a poster designed by 

Jann Church and photographed by Walter Urie (fig. 

3-57), the opening of an exhibition is signified by 

the progressive turning of pages through a series of 

four photographs. The viewer perceives these four 

images as a sequence; the camera captured four 

moments in time. 

Unity through correspondence 

Similar visual properties create relationships that 

can unify words and images into a whole. Color can 

be a potent force for unifying typography and 

images. On the book jacket for Preserving the West 

(fig. 3-58), designers Louise Fili and David Tran 

keyed the colors of the typography and its 

background to the colors in Lowell Georgia’s sunset 

photograph of Mission San Xavier del Bac, Arizona. 

The dark brown headline type echoes the dark 

brown windows and mountains, the putty-colored 

type reflects the earth tones of the clouds and 

architecture, and the tan background is keyed to the 

sky. The glowing blue drop shadows of the title 

reflect the vibrant patches of blue sky. They used a 

similar treatment in the cover design for Preserving 

New England (fig. 3-59). The blue title typography 

echoes the deep blue sky in Ellis Herwig’s night 

photograph of a Ngw England lighthouse. The 

smaller red type repeats the glowing red reflections 

from the light, and the pink background 

reverberates with the warm glow of the subtle pink 

tones reflected in the light tower and on the 

buildings. The yellow drop shadows under the blue 

headline type glow with the same vibrancy as the 

window lights. The designers responded to the color 

of the photographs and used the same palette 

typographically to capitalize on the dynamic 

contrasts of warm and cool colors. 

Lettering and image are unified in Dugald 

Stermer’s cover for Once in Europa (fig. 3-60) 

through correspondence of multiple qualities: the 

texture of the pencil technique used to render both 

the image and lettering; the subtle red and blue 

applied to the lettering, which echoes the blue 

feathers and red breast of the bird; and the diagonal 

movement of the axis of the lettering, which 

corresponds to the diagonal axis of the bird’s body. 

RANDOLPH DELAKANTY AND E. ANDREW NUKINNCY 

PRESERVING 
THE WEST 

William T. F x a Z 
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JANE HOLTZ KAY 
Willi P A u I i k k CitASf H a * x » i t 

PRESERVING 
NEW ENGLAND 
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J N T « O « u ( T I O N B V David C I I I ESP 1 E 
NATIONAL TRUST FOR HISTORIC PRESERVATION 
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AZALEA 

Master 
of Science in 
Historic 
Preservation 

The Azalea Ball logo designed by Woody Pirtle 

(fig. 3-61) uses a consistent graphic element, a 

single-weight line, to draw stencil letterforms, a logo 

combining a stylized icon of an azalea blossom with 

the letter A, and ruled lines structuring and dividing 

the space. 
Visual elements within an image can correspond 

to shapes and forms in the surrounding space to 

create unity. In a poster for an educational program 

in historic preservation (fig. 3-62), designer Willi 

Kunz uses an exquisite James B. Abbott 

photograph of an architectural detail. Shapes and 

edges within a complex gray-green form 

correspond to similar elements within the 

photograph: wavy lines, incised horizontal stripes, 

and round forms. The rectangles in the photograph 

are echoed in the stair-step edge of the gray-green 

form and black bars in the left corners of the poster. 

Typography aligns with horizontal and vertical lines 

in the photograph, which establish a grid for the 
poster. 

Organizing graphic space into a cohesive totality 

is a complex process. The vitality of contrast must 

be weighed against the unity of correspondence. 

Decisions about symmetrical versus asymmetrical 

organization, establishing a grid system, or creating 

a field of tension with forms in dynamic equilibrium 

should evolve from the designer’s analysis of 

content and message, for communication and 

composition should be viewed as an organic and 

inseparable whole. 

3-62 



Chapter Four: 
Graphic Resonance 

The importance of resonance in graphic 

communications parallels its importance in speech 

communication. The body language, tone of voice, 

facial expressions, and the like that accompany 

talking have been rated by one researcher as 

carrying sixty-five to seventy percent of the social 

significance of a conversation or verbal 

presentation.1 About these nonverbal signs, 

another observes, “Vigor of voice, timbre, stress, 

pauses and speech velocity, facial expression, the 

gestures and physical bearing . . . are . . . signs 

accompanying speech, which can, but need not, be 

isolated, and are comprehended by the name 

‘paralinguistic component.’ ”2 

The power of verbal resonance was 

demonstrated in the 1980 television debate 

between presidential candidates Jimmy Carter and 

Ronald Reagan. This joint appearance was 

followed by a pronounced shift in the polls and then 

Reagan’s landslide victory. Many observers 

credited Reagan’s expression and delivery, rather 

than any policies or proposed solutions to national 

problems, as the crucial elements for victory. 

In a famous television commercial for the 

Wendy’s restaurant chain, Clara Feller demanded, 

“Where’s the beef?” This simple line became a 

national catch phrase and increased Wendy’s 

revenues by thirty-two percent. The line had been 

used in an earlier commercial with little notice or 

effect. The balding, middle-aged gentleman in the 

first commerical projected the image of a critical 

complainer; in contrast, Peller came off as an 

underdog, an indignant grandmother concerned 

about getting a fair deal. 
Only limited attention has been given to the vital 

importance of the accompanying gestures, 

intonations, and expressions in speech 

communication, just as little attention has been 

given to visual resonance in graphic 

communications. These qualities are critical to 

successful message transmission, but their 

expressive and ambiguous nature makes 

explaining and defining them hard. Scientific 

information theory enables us to transmit data from 

a space probe cruising by Saturn, but it cannot 

explain the expression and resonance of human 

dialogue. 

The nature of graphic resonance 

In Chapter One, graphic resonance was defined as 

a term borrowed from music. It means a 

reverberation or echo, a subtle quality of tone or 

timbre. A violin prized for its resonance creates 

music with a richness of tone that heightens the 

expressiveness of sound. Graphic designers bring a 

resonance to visual communications through the 

interaction of the connotative qualities of type and 

images and the expressive power of the visual 

vocabulary, that is, color, shape, texture, and the 

interrelations between forms in space. Mass 

communication is given an aesthetic dimension that 

transcends the dry conveyance of information, 

intensifies the message, and enriches the 

experience of the audience. 

The aesthetics of signs and messages often 

determines their effectiveness because the 

aesthetic dimension can create receptivity in an 

audience jaded by the overcommunication of 

contemporary society. From a marketing 

standpoint, the decision to purchase commodities, 

including grocery store products, records, books, 

and computer software, is often prompted by an 

individual’s response to graphic resonance. Other 

factors are involved, as anyone will testify who has 

ever decided between purchasing premium-priced 

shampoo in a beautiful package and an identical 

product, priced lower but in a mundane package. 



Every visual nuance and every decision made by 

the designer contributes to the overall resonance of 

the design. Typeface selection, scale and cropping 

of images, the denotative and connotative 

properties, color, and spatial organization all play 

roles. Figures 4-1 through 4-9 provide an 

elementary demonstration of the role of resonance 

in effective graphic communications. 
Figures 4-1 through 4-3 are identical except for 

the copy line. Each example has the ordinary 

photograph of a man above a copy line set in a 

commonly used typeface. The typography defines 

the image by giving us information about the man. 

The spatial organization is simple bilateral 

symmetry. The level of resonance is very low. 

In the middle row of designs, the lighting, clothing, 

environment, and facial expressions change. Each 

image now has connotations relating to and 

enforcing its copy line. Figure 4-4 has dramatic 

lighting that generates an aura of prominence. The 

model’s expression is dignified. His noble bearing 

and conservative suit connote this man as a 

noteworthy public official. 

Figure 4-5 has the bland, flat lighting of 

straightforward mugshots typified by drivers’ 

licenses and police files. The model’s expression is 

blank and unfeeling. The gray shirt, identification 

number, and height stripes in the background 

convey an impression that the man was in custody 

when this photograph was taken. 

Figure 4-6 is illuminated with natural outdoor 

light. The model’s expression is relaxed and happy. 

The lakeside environment, clothing, and fish amplify 

the copy line. 

In the final row of designs, the type style, size, 

and weight are changed to more appropriately 

express the content. The spatial organization and 

the relationship of type to image are different in 

each example and contribute to the resonant 

qualities of each design. The supporting elements 

that have been added in two of the designs further 

differentiate the communications. 

Figure 4-7 becomes an almost cliche example of 

the political poster. A bold sans serif typeface is 

used for its reach and graphic impact on small 

outdoor posters and bumper stickers. Although the 

actual area of the photograph is decreased 

somewhat, its impact and importance are increased 

by the large scale and close cropping on the face. 

Figure 4-8 actually has decreased graphic 

resonance. The photograph is smaller. Because 

condensed, all-capital, sans serif type is often seen 

in bureaucratic communications, it has a convincing 

authenticity. Bland symmetrical composition implies 

that this communication was assembled by a 

government print shop with limited concern for 

design organization. The small type identifying this 

as Bulletin J-4327 adds to the impression of a law 

enforcement “wanted” announcement. 

Figure 4-9 has an expansive, outdoor quality, 

produced by the open landscape that bleeds on all 

four sides. Bold slab serif type is used in varying 

sizes to create a dense rectangle. Its size and 

weight lend a quality of importance and immediacy. 

The fish image and its measurement lines add 

another level of visual information about the subject. 

These very simple visual communications— 
printed in one color and containing only a 

photograph and copy line—demonstrate how the 

resonant properties of image, typestyle, scale, 

elemental support elements, and spatial relations 

add strength and intensity to the message. In more 

complex graphic designs, the addition of color, 

elaborate support elements, and multiple levels of 

meaning further intensify resonance. 
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Typographic resonance 

Typographic resonance is generated by the cultural, 

stylistic, and connotative properties that typefaces 

possess in addition to their function as alphabet 

signs. A typeface gains these resonant qualities 

through historical tradition, associations relating to 

its typical use, and its optical properties. In 1902, 

German designer and architect Peter Behrens 

observed that “next to architecture, [typography 

gives] quite the most characteristic picture of a 

period, and the strongest testimonial of the spiritual 

progress of development of a period.”3 Behrens 

compared reading written or typeset material to 

observing the flight of a bird or gallop of a horse. 

One perceives the motion as a rhythmic whole 

instead of focusing on each detail. The motion of a 

horse and a bird are very different phenomena that 

produce very different perceptual and emotional 

responses in the viewer. Likewise, typeface designs 

span a broad range of expression. 

Before the widespread use of photodisplay 

typesetting in the 1960s, the exorbitant cost of 

introducing new typefaces and making them 

available in many sizes of hand-set metal display 

type slowed the introduction of new designs. The 

explosion in typeface designs over the past three 

decades stems from more than just the remarkable 

cost-effectiveness of introducing fonts for 

photographic and digital typesetting or the 

entrepreneurial instincts of equipment 

manufacturers intent upon marketing new fonts. 

Typeface designers’ fascination with the resonance 

and expression of letterforms and the interest of 

graphic designers in achieving resonance through 

typeface selection are powerful factors. From 

classical beauty to outrageous novelty, the 

extraordinary range of typographic variations 

available today provides a virtually unlimited range 

of possibilities. This abundance is a two-edged 

sword. It provides the designer with unfettered 

opportunities for achieving resonance and 

expression; however, the vast type library includes 

both refinements and mediocre versions of classic 

typefaces, and many novelty fonts lack order or 

cohesive design. These fonts seek attention 

through flamboyant shapes and garish texture. As 

many weeds grow in the typographic garden, a 

strong personal sense of typographic excellence is 

required. 

The relationship between typeface form and 

semantic content is demonstrated in a series of 

exercises (figs. 4-10 though 4-15). Word 

combinations are set in typefaces selected to 

connote their meanings. 

In figure 4-10, stroke weight conveys a sense of 

lightness and boldness, emphasizing a whisper and 

a shout. Contrast between the two typefaces plays 

an important role, for resonance is relative to 

context and juxtaposition. For example, if the size 

and style used here for shout had been used for 

whisper, and foot-high letters were used for shout, 

this size and weight would appear small and subtle. 

To mumble is to garble words by speaking in a 

low, indistinct manner, and the spasmodic repetition 

of vocal sounds is a stutter (fig. 4-11). The use of a 

word that imitates natural sounds or whose sound 

suggests its meaning is called onomatopoeia. This 

same principle can apply to the visual appearance 

of a word. 
In figure 4-12, sharp diagonal points cover 

criticize with visual barbs. Praise is presented in a 

dignified and restrained manner, and flatter is 

embellished with a visual sugar coating. 

In figure 4-13, sweet talk is set in an elegant florid 

script, straight talk is in a medium-weight sans serif 

type without ornament or flourish, and double talk is 

executed in a novelty face whose dual characters 

defy spatial logic. 

Figure 4-14 is more subtle. Explain is set in 

Flelvetica Medium, a clear, articulate sans serif 

typeface. Teach is set in Century Schoolbook, a 

type that has been widely used in elementary 

textbooks because of its outstanding legibility and 
character differentiation. 

Synonyms for brag include strut, swagger, flaunt, 

and flourish. These properties are all suggested by 

the plump vernacular script used for this word in 

figure 4-15. Exaggerate is executed in a typeface 

whose capital swashes are outlandish, making 

them appear added to the letters instead of being 

part of the form. 

Figure 4-14 is the antithesis of figure 4-15. The 

former uses time-honored typefaces whose clarity 

and legibility express positive human activities 

directed toward others, and the latter uses 

outlandish typefaces to express flamboyance. 

Designer Louise Fili (see figs. 4-32, 4-35, and 

4-48) observes that as she designs a book jacket, 

the book “cries out for a typeface that will give it the 

right tone. ... I’m the detective that tries to find it, 

and very often, it’s a face that doesn’t even exist.” 

Some of the measures Fili will take in searching for 

the face that has the appropriate resonance are: 

having the job set in a typeface related to the forms 

she wants, then altering them radically; resurrecting 

old faces by having characters missing from the 

specimen relettered; or even making up a new 

typeface and having it hand-lettered.4 
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A letter denotes only one thing—its sound—until 

its connotative power is extended and intensified by 

the designer. Tom Geismar transformed a capital E 

into a symbol for energy in the booklet cover for 

“The Truth about Energy” (fig. 4-16). A bold italic 

sans serif letterform was realigned so that its stem 

became vertical; then it was cut diagonally and its 

parts were shifted. This treatment creates a kinetic 

angularity that connotes lightning and power. 

Overlapping warm colors—black, brown, red, and 

yellow—gain intensity through their contrast with 

the cool blue background. 
The meaning of a word can be expressed through 

imaginative execution. Graphic resonance can 

reinforce the existing meaning of a word, or it can 

generate an ambiance for a word used as a trade 

name. The masthead for the Munich tabloid 

Revolution (fig. 4-17), published briefly during the 

World War I era, is executed with the vigorous brush 

calligraphy of street graffiti. This spirit of raw energy 

is also found in Richard Seewald’s expressionistic 

woodcut depicting a line of soldiers firing upon 

demonstrators in the streets. 

In an annual report cover designed by George 

Tscherny and photographed by John Naso (fig. 

4-18), the company logotype for Burlington 

Industries—a company that manufactures cloth and 

fabrics—was woven into fabric, then photographed. 

Texture, color, and folds that move in space all 

become parasignals, relating the word Burlington to 

its products. 
A new word for a new retail store, Chiasso (fig. 

4-19), provided designer Jeff Barnes with an 

opportunity to express the store’s varied and unique 

products and convey the possibility of a wild and 

unconventional shopping experience. Unity is 

achieved in the face of tremendous dissonance 

because the horizontal axis of each letterform is 

optically centered on an implied line. The 

correspondence of stroke weights, between the H 

and O and the C and A, for example, lends further 

unity. 

4-19 
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When Bob Gill was commissioned to design a title 

for a television situation comedy about a dumb 

secretary entitled “Private Secretary” (fig. 4-20), he 

“redefined the problem, emphasizing that part of the 

problem which communicated something which 

was unique: How can an image which says one 

thing (private secretary) also say something else 

(that she is stupid) without actually saying it?”5 Gill 

achieved resonance through a direct logic that is 

elegant in its simplicity. The most appropriate way 

to signify private secretary is to type it, and the best 

way to suggest that she is incompetent is by making 
blatant errors. 

Gill’s attitude toward letterforms argues for the 

potential value of the entire spectrum of letterforms 

found in the environment, including vernacular 

signs, drafting lettering sets, low-resolution 

computer graphics, and eccentric handwriting. In a 

similar vein, the late Herb Lubalin plumbed all levels 

of contemporary expression for appropriate 

solutions. For a 1961 article about baseball 

manager Casey Stengel, Lubalin paraphrased the 

black metal squares with white letters and numerals 

used to display scores and other information at ball 

parks (fig. 4-21). 
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An intuitive selection process is critical to the 

search for typographic resonance. Selection of a 

typeface, its size, color, and weight, and its 

relationship to images and support elements all 

contribute to the resonance of the design. Editorial 

designs for The Boston Globe Magazine by Ronn 

Campisi show this clearly. In figure 4-22, a lengthy 

sentence about American mercenaries joining 

terrorists in Libya functions as the title. Campisi 

selected a bold, condensed, modern-style typeface 

and filled the page with this statement to create a 
heavy, almost ominous feeling. Form 

correspondence between the type and the arches in 

the photograph is a unifying factor. Both are vertical 

black forms, and the arcs of the rounded letterforms 

relate to the arcs of the arches. Both have 

contrasting thick and thin elements. The initial T, the 

ruled line around the photograph, and the bar with 

letterspaced sans serif type reversed from it are all 

printed in red ink. These red areas become focal 

points that create graphic tension analogous to the 

tense subject. The eight vertical green lines play an 

important spatial role in relating the heavy central 

complex to the edges of the page and 

corresponding to the vertical stress of the 

condensed type and the arches. 
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On Boston 
Light 

1 Morth America’s oldest lighthouse, 
on Little Brewster Island, has withstood time, tides, 

and acts of war. It remains one of the few stations 
where lightkeepers have not been replaced 

j by machines. 
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Resonance and the Chinese boxes 

“On Boston Light” (fig. 4-23), a cover designed by 

Campisi featuring an article about America’s oldest 

lighthouse, has a remarkable openness; this layout 

is as clear and crisp as the lighthouse by the sea on 

a sunny spring day. A slightly condensed, highly 

legible font from the Century family reverberates 

with the same clarity and honesty found in the 

subject. Scale and spatial relationships between the 
color photograph, the title, and the subtitle are 

carefully resolved to create an asymmetrical 

repose. Focal points of color—the bright red roof, 

red O, and yellow spot of light behind the initial N— 

form a dynamic triangular relationship. The axial 

movement of elements shifts to the left, then to the 

right. The dotted line forms a subtle vertical that 
unifies and stabilizes the elements. 

Resonance is created by the generous, open 

white space. This openness becomes a metaphor 

for the open coastal spaces. One can argue that 

many readers of the Sunday magazine supplement 

did not consciously understand this metaphor. 

Resonance provides deeper levels of 

comprehension. The visually illiterate reader who 

never observes the design of doorknobs and 

instead only responds to their function as door 

openers may glance at the lighthouse picture, scan 

the type, and only touch the surface of Campisi’s 

design. Other readers, with varying degrees of 

receptivity to the visual world, respond more deeply 

to the resonance of type, color, space, and scale. A 

more perceptive reader might enjoy the relationship 

of the red O to the red roofs and the relationship of 

its circular shape to the yellow circle behind the N 

and further perceive this yellow circle as a sign for 

the lighthouse spotlight. 

On a professional level, an editor or graphic 

designer might also note the relationship of the dot 

over the i to the red O and yellow circle, admire 

Campisi’s use of the dotted line as a compositional 

device, and note that the title type appears to be 

slightly condensed relative to most Century fonts. 

These levels of understanding about design have 

been compared to a set of Chinese boxes, with the 

smallest box fitting inside the second smallest, 

which fits inside the third smallest, and so on, by 

architect William Hubbard.6 In graphic design, the 

smallest box is the elemental denotation read by the 

visual illiterate: picture of lighthouse; words saying 

“On Boston Light.” The largest box is the 

knowledge of a trained designer who understands 

visual organization, typography, printing processes, 

photography, content, and meaning. Several levels 

can exist in between, each fitting inside the next 

level. 
Analysis of three book jackets designed by R. D. 

Scudellari reveals this principle. The “smallest box” 

of figure 4-24, Baryshnikov at Work, contains a 

photograph of the celebrated dancer, the title, and 

the subtitle of the book. Deeper inspection of “larger 

4-24 

boxes” reveals that photographer Martha Swope 

has captured a remarkable moment in 

Baryshnikov’s routine, for his tilted head and facial 

expression project the sublime emotions that have 

made dance central to mythic human experience for 

eons. The photograph expresses the form and 

counterform relationship between dancer and 

environmental space that is at the essence of this 

art form. The calligraphic title, executed by Gow 

Larson, becomes a visual metaphor for the rhythmic 

motion of ballet. Its graphic relationship to the 

horizontal bar of the all-capital subtitle tightly 

contained by lines echoes the relationship of 

Baryshnikov to the horizontal bar upon which he 

strides. This relationship is a contrast between fluid 

organic motion against gravity and the horizon. 
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In figure 4-25, the smallest box contains a 

photograph of an elderly Chinese woman, the title, 

In China, and the author’s name. Larger boxes 

contain the great humanity of the woman, whose 

age and experience are captured in her deeply 

etched face by photographer Eve Arnold. The 

bracketlike confinement of letterforms moving down 

the right edge of the space becomes analogous to 

the vertical flow of Chinese calligraphy. Scudellari’s 

selection of a typeface with extreme thick-and-thin 

contrast, wide characters, and heavy serifs 

combines with open letterspacing to emphasize this 

analogy. The indeterminate space surrounding the 

woman has the expansive, undefined space of 

Oriental landscape painting. Her expression 

conveys fascination as she gazes back at the 

stranger, a photographer from a foreign land. The 

overall resonance of this book jacket promises to 

reveal fascinating views of China and its people. 

In the third Scudellari-designed book jacket, the 

smallest box also contains a photograph, title, and 

author’s name. Beyond the level of basic 

denotation, the similarity ends quickly; for the 

resonance created by graphic forms on the jacket of 

Subway (fig. 4-26), a photographic essay by 

renowned photographer Bruce Davidson, shows a 

subway rider’s face shrouded in shadow and an 

ominous uncertainty. Our vague fears of subway 

travel, fed by newspaper and television news 

accounts of robbery and even murder underground, 

are evoked by this image. The heavy metal jewelry 

on the unclothed chest connotes social attitudes 

and background that reinforce the threatening 

presence. The essence of the book is conveyed: 

This is a penetrating documentation of social 



behavior and human response to the subterranean 

environment of subway transportation. The 

perspective of the lights moving back in space joins 

with the typography to form a light-streaked triangle, 

echoing the triangle of the necklace. The larger 

triangle moves back in space to surround the 

indistinct head. The white lines behind the white 

typography strengthen its linear movement. Along 

with the rightward thrust of the italic type, these lines 

suggest a horizontal light-against-dark movement 

and a visual metaphor for the subway rushing 
through the dark tunnel. 

The rich allusions in Scudellari’s designs suggest 

that his problem-solving approach permits him to 

open his mind and eye to the subject. His book 

jackets vigorously present their alphasignal 

messages, but they go beyond that level to create 
deeper levels of parasignal, connotation, and 

resonance. 

A critical factor about the Chinese-box concept is 

the nesting process that places each level of 

information within the next, deeper level. The hasty 

or unsophisticated browser in a bookstore might 

completely miss the levels of resonance in these 

book jackets; however, the basic denotative 

information is there for that person as well as for the 

more insightful person who understands and 

responds more deeply. Those clients and their 

marketing experts who fail to recognize graphic 

resonance and the Chinese-box concept and 

mistakenly believe that shouting down their 

competition with hard-sell slogans, phosphorescent 

inks, and strident typography are out of touch with 

the increased level of visual awareness in 

contemporary culture. 
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Style as message 
In all forms of design, the problem of style is central 

to the creative process; it cannot be ignored. The 

belief that decoration is useless or frivolous is 

invalid, for decorative elements enhance 
communication with graphic resonance. Ornament 

is a potent vehicle for heightening the sensory 
experience and adding connotative expression to 

denotative forms. As early as 1901, German art 

historian Alois Riegl argued that stylistic forms in art 

related to social, cultural, and technological 

conditions in the culture. This view holds that style is 

no accident but a vital component of its time. 

Wassily Kandinsky wrote: “To each spiritual epoch 

corresponds a new spiritual content, which that 

epoch expresses as forms that are new, 

unexpected, surprising and in this way aggressive.”7 

In graphic design, this new spiritual content is 

expressed by resonant visual qualities that 

collectively manifest a style. 

This concept is readily observed in the modernist- 

functional style that emerged during the 1920s and 

continues to be a major force in design. This style is 

characterized by grid structure, sans serif type, and 

an abhorrence of decoration and ornament. Max 

Bill’s design of New Swiss Architecture (see figs. 

3-22 through 3-28) is a paradigm of this style. 

The Bauhaus was interested in functional signs 

stripped of their religious, magical, symbolic, and 

traditional implications was mentioned in chapter 1. 

Walter Gropius, the first director of the Bauhaus, 

advanced the philosophy: “Form follows function.” 

The resulting style of modern design was rational 

and objective. Photography was favored as 

machine-made imagery freed from the interference 

or bias of the individual. 

Sans serif types were embraced as basic 

alphabetical signs stripped bare of serifs and all 

connotative parasignal. Black letter type styles, 

based on medieval handwritten forms, were widely 

used in German printing from the invention of 

typography until after World War I (see figure 4-17, 

Revolution cover). Style was propelled by political 

philosophy, for at the Bauhaus and throughout 

Germany people were attracted toward socialism. 

This attraction sprang from a feeling that the Kaiser 

and capitalist manufacturers had led Germany into 

disaster during World War I and that a new social 

order was needed. Sans serif typefaces expressed 

the spirit of a new era, while black letter styles 

reverberated with the resonance of an old and 

outmoded world. 

Herbert Bayer, master of the typography 

workshop at the Bauhaus, designed a universal 

type style (fig. 4-27) that reduced the alphabet to 

lower-case letters only, eliminated capital letters, 

and only used horizontals, verticals, arcs, and three 

angles to construct the characters. This “drive 

toward simplification” addressed four criteria: 

“simplification in the interest of legibility; clean 

proportions grounded on basic geometric elements; 

renunciation of serifs; and adaptation to typewriter 

or machine print.”8 Ironically, the twentieth-century 

search for a rational, objective design form denuded 

of stylistic properties led to an extremely 

connotative style. 
In the late twentieth century, the design dialogue 

now transcends time and space. For the first time, 

graphic designers have a comprehensive 

understanding of their history and use it as a rich 

resource. Historicism, the slavish copying of 

historical precedents, and eclecticism, selecting 

elements from diverse sources and combining them 

into an acceptable style, have yielded to pluralistic 

reinvention. This involves extracting—not just from 

current stylistic tendencies, but from the whole 

vocabulary of form and expression from other 

decades and even other epochs—to create graphic 

resonance. The following discussion of the 

resonance of style is not intended as a catalog or 

complete listing of graphic styles; rather it provides 

selected examples of the contemporary use of style 

to create resonance. 

In the design, illustration, and lettering of a call for 

entries for an AIGA book exhibition, Dugald Stermer 

drew upon the humanist tradition of fine printing and 

publishing (fig. 4-28) by paraphrasing and 

reinventing a 1516 title page (fig. 4-29). Stermer 

achieves a resonance that relates contemporary 

book design and production to its five-century 

tradition. The dolphin (the fastest of sea creatures) 

and anchor (a weight to stop motion) trademark of 

Renaissance printer and publisher Aldus Manutius 

signified the epigram, “Make Haste Slowly,” which 

is as applicable to publishing today as it was 470 
years ago. 

4-29 
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The vernacular graphic vocabulary and folklore of 

the nineteenth century provide a rich inventory of 

graphic possibilities. It has been widely exploited to 

create nostalgic and expressive graphics. James 

Grashow’s detailed linear drawing approach for a 

Charles Ives album cover emulates the floral, 

decorative complexity of Victorian steel engravings 

(fig. 4-30). A signifying relationship exists between 

the subject matter and historical graphics. Charles 

Ives was an American composer whose oeuvre, 

largely written before 1915, included many popular 

songs and is intimately related to the late 

nineteenth- and early twentieth-century American 

historical and musical scene. 
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In a similar vein, a record album cover designed 

by Ed Lee (fig. 4-31) uses a verbal pun to relate the 

title “The Badmen” to nineteenth-century wild-West 

outlaws. Lee paraphrases the woodtype-poster 

style associated with “Wanted Dead or Alive” 

notices. Typographic artifact becomes an element 

in a full-color photograph, and die-cut “bullet holes” 

complete the parody. A significant difference exists 

between these album solutions: The Ives and 

Whiteman (see fig. 4-36) album covers validate 

their historical approach through the chronological 

relationship of graphic style and musical period, but 

“The Badmen” album cover depends on a rhetorical 

figure of speech to forge a relationship. 

4-31 
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Art nouveau, the late nineteenth- and early 

twentieth-century style characterized by organic 

lines, sinuous symbolic forms, and nongeometric 

curves, is clearly the resource for the letterforms on 

the book jacket for Julia Paradise (fig. 4-32), 

designed by Louise Fili. This novel about a 

disturbed young British woman living in 1927 

Shanghai moves between unsettling fantasy and 

seamy reality. The period photograph gains 

unmistakable authenticity from its presentation as 

deckle-edged snapshot. The elegance of this 

photograph and the decorative pink and white type 

are contradicted by the viperous snake, signifying 

ominous psychic forces under the surface 

opulence. Contrasting and conflicting graphic 

connotations reflect the intensity of the novel. 

In the cover for a biography entitled Debutante: 

The Story of Brenda Frazier (fig. 4-33), about a 

young socialite who became an international 

celebrity in 1938, designer Lorraine Louie closely 

paraphrases the style of the period to create a rich 

and authentic graphic resonance. Art deco, the 

decorative geometric design style derived from 

cubism and constructivism that emerged in the late 

1920s and held sway during the thirties, inspired the 

ornamentation, pastel hues, and eccentric 

geometric typography. The black-and-white period 

photograph of Brenda Frazier conveys the elegance 

of affluence, even in a depression era. Taken by 

Horst, it is an authentic example of the refined 

photographic style of the period. Fili’s Julia 

Paradise cover uses an earlier style for symbolic 

purposes, and Louie’s Debutante cover uses an 

earlier style to echo the period when events in the 
book took place. 

Another side of art deco is the geometric and 

mechanistic expression of the machine age, which 

was effectively paraphrased in a Time magazine 

cover (fig. 4-34) designed and illustrated by Michael 

Doret. The geometric stylization and medallionlike 
illusion of relief sculpture project the resonance of 

industrial progress and economic expansion from 

an earlier era onto a contemporary subject matter. 

4-34 



135 

DEBUTAnTE 
IDE STO R V OF 

BREnDH FRAZIER 

ey 
Ciom DILIBERTu 

. 

■ ; 
4-33 



MARGUERITE 

D U R A Jf 



137 

Even periods such as the 1940s that are not 

particularly noted for their graphic ambiance offer a 

vocabulary that can be transformed into effective 

communications by sensitive designers who select 

and edit carefully. A lucid eloquence is achieved by 

designer Louise Fili in a book jacket for French 

author Marguerite Duras’s memoir, The War (fig. 

4-35). The graphic resonance is so appropriate that 

the viewer does not have to ask, “Which war?” 

Every nuance is carefully considered to convey the 
spirit of the 1940s and World War II. The 

photograph of the author, printed in a soft, cool 

duotone with faded airbrushed edges, expresses 

the period through connotative imagery: the vintage 

typewriter, lamp, hairstyle, and dress. An eccentric, 

boldly geometric sans serif typeface from the period 

is letterspaced and printed in warm gray. Secondary 

text is in small type reversed from graduated red 

bars. The red bar crossing the gray letterform was 

reversed from the gray printing plate; otherwise, the 

red overprinting the gray would have produced a 

very dark gray that would have ruined the effect. 

On the record album for a re-release of Paul 

Whiteman music (fig. 4-36) designed by John Berg, 

a large-scale record label reflects the graphic 

sensibility of the Big Band era of the 1930s and 

1940s when Whiteman’s music was initially popular. 

Typefaces, illustration style, organization of space, 

and color all project the period ambiance. 

In the book jacket designed by 212 Associates for 

Campus Life (fig. 4-37), a serious history of codes 

of behavior and social structures on American 

campuses from 1800 to the present, numerous 

design approaches were possible. Graphic ideas 

from the 1950s are used as generic symbols of 

college life: the pennant shape, high-keyed primary 

colors, bold condensed sans serif type, hand- 

colored photograph of a coed in a 1950s Ford 

convertible with almost cliche campus architecture 

in the background. The turquoise color, a wildly 

stylish hue in the era of chrome and fins, is the final 

touch. 
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the Eighteenth Century to the Present. 

How students have defined themselves, viewed their pro¬ 

fessors and fellow collegians, formed associations, and 

created systems of meaning and codes of behavior; how 

competing undergraduate subcultures of the past have been 

passed down to successive generations and continue to 

shape the ways in which students work and play in college. 

4-37 
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In two posters addressing architectural subjects, 

letterforms are used as imagery. These exhibit the 

power of style as content in postmodern design. 

This term originally designated design that rejected 

Mies van der Rohe’s modernist dictum, “Less is 

more,” and embraced a plurality of influences 

ranging from classic Greek and Roman columns, 

forms and shapes from cubist paintings, and 

decorative geometric patterning. In recent years the 

term has been used more broadly to encompass 

design styles of the late twentieth century, including 

historical revivals, a renewed interest in decoration 

and ornament, and eccentric expressionism. Figure 

4-38 by William Longhauser was created for an 

exhibition of works by the postmodernist architect 

Michael Graves. The letterforms of Graves’s name 

are transformed into decorative geometric 

configurations that evoke the vocabulary of his 

postmodern design: pale shades of slate blue, light 

green, pink, and lavender; elemental organic 

shapes derived from curvilinear cubism, repetitive 

patterns including tilelike grids, linear stripes, and 

small squares isolated from one another by 

relatively large areas of background. 
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A poster designed by Massimo Vignelli and 

Michael Bierut, Vignelli Associates, announcing a 

lecture by London-based architect James Stirling 

entitled “The Monumentally Informal: Recent Work 

by James Stirling, Michael Wilford and Associates” 

(fig. 4-39), becomes a visual pun using the 

connotative power of letterforms as a metaphor for 

architecture. Bierut executed a pencil drawing of 

monumental capitals, the classical Roman 

inscriptional letters carved in the marble bases of 

monuments, then rendered them informal by 

transforming an O into a sphere, an / into a slab 

placed on the surface, and an A into an incised 

equilateral triangle. Graffiti-like crayon gestures 

were quickly executed onto each poster in the 

edition, then the final O was silk-screen printed in 

white ink along with the text type, casting a gray 

shadow that forces the white O to float illusorily in 

front of the surface of the poster. 
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Support elements generate resonance 

Although graphic support elements lack the 

denotative properties of typography and images 

and their connotative properties are frequently 

vague and unspecific, they can be potent vehicles 

for creating graphic resonance. 

In an annual report for Premark International 

(figs. 4-40 though 4-42), a corporation whose 

trademarks include Tupperware, West Bend, 

Hobart, and Wilsonart, designer Jacklin Pinsler 

used color in photography, typography, and support 

elements to generate a vibrant resonance. In the 

essay portion of the annual report that discusses 

the corporation’s divisions, Pinsler used red and 

blue elements in each photograph. These colors 

were echoed by the vertical blue bar bleeding on the 

top and side of each left-hand page and the red 

capital initial that appeared on the opening spread 

for each division. By closely cropping each 

photograph so that the products were shown with 

the hands but not the faces of people using them, 

attention was directed toward the products rather 

than the users. 

In a poster announcing a series of television ads 

for a women’s clothing manufacturer (fig. 4-43), 

Michael Manwaring used supporting elements— 

color planes, linear gesture, and a torn edge—as 

the primary vehicles for generating the visual 

energy and communicative impact of the design. A 

linear diagonal pattern and the Santa Cruz name 

appear on a redviolet and purple collage element, 

formed by a torn edge in the corner of the poster. A 

vivid, tactile quality is generated by the enlarged 

halftone dots of the electric guitar and figure. The 

contours of the images seem to push and form their 

angular kinetic background shapes. The yellow 

gesture sweeping through the space generates 

optical energy through its movement and color 

vibration as it slips over blue, achromatic gray, and 

orange. The information level generated by word 

and picture is minimal: The spirited graphic 

resonance becomes the dominant message. 
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A mailing card designed by William Longhauser 

for The Fabric Workshop (fig. 4-44) proves that 

simple one-color printing can be filled with graphic 

power and meaningful communication. Rigorous 

optical contrast is created by the dense black and 

light white initials placed against a background 

texture signifying fabrics and woven threads that 

become written gestures articulating the words, 

“The Fabric Workshop: a Tradition Continued.” 
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Resonance as expressive message 

Graphic designers often create objective, rational 

messages; however, some subjects are charged 

with human emotions and passions and require an 

intangible element of expressionism to strengthen 

and heighten the communication. 

In a cover article entitled “The Homeless” (fig. 

4-45), designer Ronn Campisi used a Jerry Berndt 

candid photograph taken at a hospital shelter that 

captures the pathos of the homeless. The camera is 

partially blocked by another person, reinforcing a 

sense that we are eavesdropping on three 

homeless men whose unaware faces project an 

emotional immediacy of rare power. The subtitle 

points responsibility for their plight toward us and 

further heightens the emotional intensity of the 
message. 

The cover for a biography of Franz Kafka, The 

Nightmare of Reason (fig. 4-46), designed by Carin 

Goldberg and illustrated by Anthony Russo, 

projects a tense emotional power. Heavy black lines 

trap and contain type and image. The woodcut 

portrait emerges from darkness, its jagged angular 

forms echoing and corresponding to the Neuland 

type. Designed by the German mystic Rudolf Koch 

and released in 1923, Neuland’s pinched angularity 

of the rounded forms, along with other strokes 

slashed off obliquely, give it a density magnified by 

its entrapment. This containment produces slivers 

and shards of negative space. Type and image 

evoke the absurdity and alienation in Kafka’s work. 

Why we’re failing those who can’t 
help themselves 

The Homeless 

SHELTER AT 
BOSTON’S 

LONG ISLAND 
HOSPITAL, 
FEBRUARY 

19*3. 
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Just as graphic resonance projects a somber 

realism appropriate to the plight of the homeless 

and Kafka’s world of absurdity, it can also achieve a 

sparkling lyricism. In the cover for a book of 

Raymond Carver’s poems, Where Water Comes 

Together with Other Water (fig. 4-47), designed by 

Carin Goldberg and illustrated by Gene Greif, the 

openness and warmth of the cover parallel these 

qualities in Carver’s poems. Some of his poems 

develop imagery about water, creeks, and rain. 

Others, including a poem entitled “The Ashtray,” 

involve smoking. The unexpected combination of 

imagery, with water rather than smoke weaving 

above the cigarette, is curiously analogous to the 

unexpected ideas woven into Carver’s poems. The 

wavy blue ornaments on the letterforms express 

flowing water and echo the wavy line rising from the 

cigarette. 
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An extraordinary lyrical delicacy is realized in 

Louise Fili’s cover for Frederick Barthelme’s 

collection of short stories, Chroma (fig. 4-48). The 

word becomes an image proclaiming its meaning in 

visual terms. It is a visual pun, a physical object, and 

an expression of the spectrum of unexpected 

characters and events found in Barthelme’s stories. 

An airy space emphasizes the subtle graphic 

treatment of the title. 

$ T O R I E S 

FREDERICK 
5ART-I-IFLME 
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The book French Fries, coauthored by Dennis 

Bernstein and Warren Lehrer and designed by 

Lehrer, combines type and image in a manner that 

expands the expressive limits of the book. French 

Fries is presented in the format of a playbook with 

dialogue and stage directions. It is a form of 

intermedia: a typographic playbook, which can be 

read silently; fine art, which can be perceived and 

enjoyed as graphic compositions; and the script for 

a play, which can be performed. The story takes 

place in the Dream Queen fast-food restaurant and 

is structured as the dialogue of eight characters 

(employees and regular customers, plus “Flash,” a 

character taking on different personalities to 

represent “a psychotic supermarket of fast-food 

personalities”) who hold diverse attitudes and 

viewpoints prevalent in contemporary culture. 

On pages 76 and 77 (fig. 4-49), Carmen, a 

Dream Queen order taker, whose voice is signified 

by type reversed from red bars, and Jack Murphy, a 

tattooed cab driver who frequents the Dream Queen 

and whose voice is signified by olive green 

condensed sans serif type, are having an argument 

about religion after Jack orders a Dream Fillet fish 

sandwich with extra tartar sauce. Images of fish and 

water appear on this spread, signifying Jack’s order 

now you worship a god that drowns babies 

and saves syphilis he created syphilis! 

he created everything RIGHT? 
he created a devil to torture people 

he created cancer 

tuberculosis cleft 
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as well as Carmen’s biblical references to 

“creatures of the sea.” The lavender pictographic 

knives and forks denote JoJo, the Dream Queen’s 

cleanup man, rhythmically slapping eating utensils 

against his palms, legs, and torso. The horizontal 

and vertical movements of the conversation and 

wavelike gestures are energized by overlapping 

planes and a diagonal movement of fish and forks. 

A field of spatial tension is created that is delicately 

balanced yet teetering on the brink of chaos. 

Later in the book, Lehrer stages a “shouting 

match, a brawl of words, an animated dance of 

polemic confrontation.” This erupted as an 

argument among Louise, who is divorced, fiercely 

liberal, and a mother of two; Esther, an outspoken, 

elderly customer with intensely independent views; 

and Jack. Their wildly divergent views on politicians, 

communism, and the military escalate into a 

textured transparency of layered chaos on pages 60 

and 61 (fig. 4-50). French Fries achieves an 

expressionistic resonance and throbbing graphic 

vitality rarely seen on the printed page. Its space 

is acoustical (having visual qualities that denote the 

properties of speech, sound, and music), plastic 

(possessing the spatial properties of twentieth- 

century painting), and typographic. 

I5fHlTer 
esther 
dugan 

louise you cant do 

ever 

why don 
- whycto 
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The scope of graphic expression extends from 

the perceptual sensation of pure optical 

phenomenon to traditional illustrative imagery. A 

poster by David Colley (fig. 4-51) for a benefit 

concert, “Performance for Peace,” makes its 

graphic statement with a green rectangle radiating 

an orange aura against a deep violet field. What 

symbolic meaning is the viewer to ascribe to this 

purely visual phenomenon? In his essay 

Concerning the Spiritual in Art, Kandinsky declared, 

“Form alone, even though abstract and 

geometrical, has its internal resonance, a spiritual 

entity whose properties are identical with the form.”9 

Colley’s color configuration does not carry a 

specific message; it is devoid of denotative 

meaning. The typographic message points the 

viewer toward a meaning, but it does not lock the 

viewer into a specific message. The viewer can 

Performance for Ian Hobson, 
Peace William Warfield, 

A Benefit Concert Ktssw j 
readings by Karma Ibsen-Riley 

tickets 10.00 public and 5.00 students/low income 

Co-sponsored by: 
Champaign-Urbana Nuclear Freeze Coalition 
and Physicians for Social Responsibility 
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design: David Colley 
typography: I'rvcision Graphics 
printing: Andromeda Prinlingand Graphic ArtsCompany 
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respond to color resonance in a subjective, 

emotional manner or can impose a symbolic 

interpretation into the abstract configuration. 

Philippine artist Renato Habulan’s poster entitled 

“Peasant Farmer—Mangagawang Bukid” (fig. 

4-52) was produced in support of the movement to 

return democratic government to that country. The 

man turns to look directly at the viewer who reads 

the Biblical inscription, “The kind of fasting I want is 

this: remove the chains of oppression and the yoke 

of injustice, and let the oppressed go free.” An 

eloquent and universal message moves the viewer 

toward sympathy and support for those who toil 

under dictatorial and oppressive regimes. The 

peasant farmer becomes “every person,” a 

symbolic icon for humanity. The indefinite 

landscape is filled with darkness, but light begins to 

break through the sky. 
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Both posters address crucial issues in the human 

community and use graphic resonance to support 

and intensify the message. Colley’s poster dares to 

use pure color and form to create a graphic 

resonance, a visual environment in which the call is 

announced to participate in a fund-raising event 

sponsored by the nuclear freeze movement. 

Habulan transforms a peasant farmer into an icon 

for humanity, a beacon of light against the 

darkness, to speak eloquently against injustice and 
oppression. 

There is no formula or recipe book for generating 

appropriate graphic resonance. The designer 

struggles with the problem at hand and uses type, 

images, supporting elements, and color to convey a 

message, to organize the space, and to amplify the 

message through the expressive power of graphic 

resonance. 
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In music, literature, art, and design, the creative 

process is a struggle with the unknown, an attempt 

to forge a solution to a new problem. The common 

denominator in all creative arts is the tyranny of the 

blank page and the challenge of creating something 

where nothing exists. No infallible theory or 

guideposts can be offered for tomorrow’s creative 

act, for how-to-do-it instruction is based on past 

performance. Yesterday’s innovation becomes a 

model not for today’s innovation, but for today’s 

imitation. Despite the absence of a blueprint or 

prescription for the creative process, however, the 

design process and approaches for generating 

ideas can be broadly defined. 

The design process is a sequence of events that 

begins when the designer receives an assignment. 

It continues until the problem is solved and the 

solution is accepted and implemented. Different 

individuals and design teams have widely varying 

approaches to design problem solving. The process 

can range from serendipity, the seemingly 

accidental discovery of a viable solution without 

apparent effort, to a protracted trial-and-error 

process involving numerous client consultations 

and evaluation of possible solutions with 

consultants from other disciplines or with focus 

groups of typical consumers. 

Serendipity appeared to be at work when a 

prominent California graphic designer conceived a 

new trademark for a Fortune 500 corporation by 

sketching it on a napkin at a lunch meeting that had 

been scheduled to brief him on the assignment. A 

formidable talent focused upon a problem and its 

parameters and immediately visualized a viable 

solution. A number of other solutions were explored 

later, but that initial insight proved to be an 

exceptional design that has now been in use for a 

quarter of a century. 

Five fundamental steps (fig. 5-1) are usually 

involved when solving a design problem. These 

steps might be compressed into a rapid sequence 

or even occur simultaneously, as with the logo 

designed on a napkin, or they might occur over an 

extended period of time. The design process can be 

random and intuitive or highly structured and 

methodical. The five steps discussed here are one 

way of looking at the problem-solving process; other 

schematics are possible. The first three steps— 

problem definition, information gathering, and idea 

finding—involve opening the problem to understand 

and explore it. Solution finding and implementation 

are closure or resolution. 

Problem definition 

The first step must always be to define and 

understand the problem. Sometimes the client has 

clearly articulated the problem prior to contacting 

the designer, so the problem is fully defined when 

the designer receives it. In other situations, the 

client may only have a vague notion of what the 

problem is or may even be confused and dependent 

upon the designer to focus and articulate the 

problem. 

In any event, a problem-solving process usually 

does not begin until the designer defines the 

problem and its parameters, including audience, the 

project goals and objectives, and any constraints, 
such as time schedule, budget, and production 

limitations. 
During the problem-definition stage, a major 

impediment is defining the parameters too tightly. 

Tradition and precedent establish conventions. For 

example, many clients and designers believe that a 

corporate annual report must be in an SVfe-by- 

11 -inch vertical booklet format. Some advertising 

managers are convinced that all advertisements 

must have a large image, a bold headline, body 

copy, and trademark. Although conventions often 

develop for logical reasons, such as the need for 

financial analysts to file annual reports in standard 

file folders, every rule can have exceptions. 

Defining a problem should always include testing 

the problem boundaries and limitations to avoid 

being locked in by conventional thinking. All 

conventions, no matter how sacred, must be 

questioned. 



Information gathering 
Fact finding involves gathering as much information 

about the problem as possible. This process 

includes learning about the client’s needs and the 

sphere of activity, finding out how other designers 

have solved similar problems, and surveying the 

communications environment in which the design 

will function. Some designers make a list of 

questions about the problem. Library research, 

consultations with suppliers such as 
representatives from printers, typesetters, sign 

fabricators, and paper manufacturers, and detailed 

discussions with the client are major information¬ 

gathering methods. The goal is to know as much as 

possible about the problem at hand. 
Sometimes this step is skipped when a designer 

feels that he or she received adequate information 

from the client, has considerable experience with 

the type of assignment, or is working in an ongoing 

client-designer relationship. Information gathering is 

still vital; however, it has already occurred before 

the assignment is received. 
The steps in the design process are not rigidly 

sequential. Frequently a designer is far along on a 

project before realizing that more information needs 

to be gathered before continuing further. 

New information stimulates new solutions by 

pulling the designer away from repetitive thought 

patterns. Information transfer is invaluable, for ideas 

and inspiration are often found in film and theater, 

fine arts, literature, or other design areas, including 

architecture, fashion, and product design. These 

inspirations can be reformulated into a graphic 

design solution. Many designers are curious people 

who are constantly taking in information from other 

art forms and the news media. 

Idea finding 

The search for an effective idea is the most critical 

step in the design process. Each design problem 

has many possible solutions. Idea finding is opening 

the problem to all possible solutions and searching 

for the most effective ones. Many designers use 

knowledge-based intuition as their primary 

approach. Drawing upon their experience and 

knowledge about design, they intuitively search for 

a solution without a plan or method. Scores of 

books about the creative process attempt to define 

the process and label different idea-generating 

approaches. These techniques can be useful when 

ideas don’t automatically come to mind. 
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Vertical and lateral thinking. Edward de Bono 

identifies these two approaches to problem 

solving.1 Vertical thinking follows the most obvious 

and logical line, proceeding straight up and down. It 

is the normal way the human brain works, efficiently 

and logically getting us through our daily routines. 

Lateral thinking is unexpected, sideways thinking. 

De Bono uses the analogy of digging a hole to 

explain the difference. Vertical thinking is digging a 

hole deeper and deeper in the same place, and 

lateral thinking is trying again somewhere else. 

To understand how this applies to graphic design, 

consider the dozens of trademarks based on a 

circle with an abstract pattern of lines on it (fig. 5-2). 

Effective trademarks were designed this way; 

therefore, this became a proven approach for 

designing an effective trademark. Designers dig the 

“lines and circles trademark hole” bigger and 

bigger, and clients respond positively to these 

solutions because they look the way trademarks are 

supposed to look. More and more designs are made 

with this approach, until what began as a fresh and 

innovative approach is turned into a cliche by 

overuse.2 An innovative designer working on a 

trademark must have the courage to abandon the 

“lines and circles” hole, the “initials” hole (fig. 5-3), 

and the “name in bold sans serif type with a line 

through it” hole (fig. 5-4), in favor of digging a new 

hole somewhere else. 
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Fashion—not to be confused with style—is 

created by the herd instinct of vertical thinking. The 

process begins when a solitary designer observes 

interesting visual properties in, for example, seldom 

used typefaces designed in the 1930s but now 

forgotten and uses them in a fresh and original way. 

These designs capture attention and are selected 

for major exhibitions or design annuals. Other 

designers begin to use these typefaces and they 

become fashionable. 

A useful approach to avoid the dominant ideas 

and cliche solutions produced by vertical thinking is 

to write down a list of conventional solutions to the 

problem. A designer working on an annual report for 

a bank might list conventional cover solutions for 

bank annual reports, such as embossed or gold- 

stamped trademark and headquarters building 

photograph. The designer can then consciously 

avoid these solutions or push, exaggerate, 

combine, or distort them until an original variation 

emerges. Reinventing a cliche, or looking at it in a 

fresh and original way can produce original and 

effective results. 
Capitalizing upon the play instinct is another way 

to break out of vertical thinking. Making collages 

and montages from printed material as a playful, 

unassigned activity, making fanciful typographic 

arrangements from old type proofs, or working with 

unfamiliar tools and techniques can produce 

unexpected results that can be incorporated into 

projects. 

Chance, recognized by the Dada movement as a 

catalyst to creativity, can help designers approach 

problems in an unfamiliar way. Sometimes 

designers who are trained to think logically and 

bring form and order to communications find 

opening themselves to chance hard. Some of the 

techniques designers have used to introduce 

chance into the design process are: randomly 
selecting typefaces from a specimen book or colors 

from an ink-swatch book; asking a layman to 

suggest possible solutions to a problem and being 

open to even the most naive suggestion, for it may 

possess the kernel of an insight that can be pushed 

into a viable solution; and randomly selecting from a 

list of relevant words and trying to generate form or 

image combinations from them. Chance is 

haphazard by nature. Perhaps the best way to allow 

the unexpected possibilities of chance to enter the 

design process is being open to unexpected forms 

or inspirations. 
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Twisting the problem inside out or turning things 

upside down can help produce an original solution. 

If the copy states a fact, what visual possibilities 

arise if it is changed to a question? If everyone is 

thinking big, think small. If decoration is out because 

the fashion of the moment is that “less is more,” 

operate as though “more is better.” Contrariwise, in 

a time of complexity and ornament, seek the 

essence of the message, period. If most designers 

have abandoned Helvetica because of its overuse, 
rethink its possibilities. 

At times vertical thinking is important in graphic 

design. In the design of a visual-identification 

system, lateral thinking is important when 

establishing an original trademark and format style; 

however, when producing vast quantities of material 

conforming to that system of graphic standards, a 

high degree of redundancy and continuity is 
required. 

Brainstorming. This process is a classical 

method of group problem solving.3 Some designers 

deplore it because they believe that the individual 

alone with his or her sketch pad can best tackle 

problems, but many clients are eager to use this 

approach. Some people believe that brainstorming 

involves a group sitting around, throwing out ideas, 

and accomplishing nothing. Actually, the technique 

as originally conceived was more structured. It 

involved preparation, with every participant 

receiving a copy of the problem and session 

guidelines or rules beforehand. A group leader and 

group recorder were designated. Sessions lasted 

about thirty to forty-five minutes. Later, another 

group or the same group evaluated the ideas 

generated. Procedures such as being recognized 

by the leader before speaking and taking turns to 

offer ideas and passing if nothing comes to mind are 

used to keep sessions organized and on track. 

Sometimes brainstorming sessions can be used 

effectively to generate a range of possible 

directions. 
Guidelines often used in brainstorming sessions 

are helpful in any problem-solving process. Defer 

judgment on each possibility, no matter how weak it 

seems, for it might inspire a better one. Generate as 

many ideas as possible. The weak ones provide a 

benchmark against which stronger ones can be 

evaluated. Be open to all ideas, no matter how 

bizarre or stupid they may seem at first. Past 

experience is the basis for informed judgment, but 

new ideas cannot always be successfully evaluated 

by it. 
Incubation. After spending time working on a 

problem, divert attention to something else for a 

while, letting your thoughts incubate. San Francisco 

designer Michael Vanderbyl notes that he will work 

on a problem for a couple of hours, and if a solution 

does not readily develop, he will shift his attention to 

something else, returning to the project later with a 

fresh eye.4 

The term black box has been coined to describe 

the process of collecting all available data and 

letting it rummage around in the back of the 

designer’s mind. The information combines and 

synthesizes until possible solutions begin to emerge 

intuitively. 

Notation. The favored problem-solving method 

of many designers is simply sitting down with a pad 

and pencil and generating notations. Small 

drawings called thumbnail sketches permit the 

exploration of many ideas rather quickly (see figs. 

5-72 though 5-75). Pads of translucent paper allow 

a designer to stick a sketch or layout under the next 

sheet and use it as a guide to quickly explore 

numerous variations. Louise Fili says that her 

approach to designing a book jacket is “to sketch it 

over and over again. The type goes from an 

amorphous thing to being in focus. Once it begins to 

be focused, I may realize that it is a typeface that 

doesn’t exist.”5 Then, Fili can decide to use a 

similar typeface, alter a typeface to conform to her 

sketch, or commission hand-lettering. Lance Hidy 

makes dozens of color sketches for his posters to 

explore alternate color possibilities (see figs. 5-13 
through 5-67). 

Thumbnails and sketches enable a designer to 

take a problem through a process of 

metamorphosis involving change, evaluation, and 

transformation. The solution evolves through a 

series of stages. Computer graphics now permit a 

designer to survey numerous possibilities rather 

rapidly and spend more time thinking and 

evaluating and less time simulating typography and 

doing other routine work. For a capabilities brochure 

for an architectural firm (fig. 5-5), designer Les 

Derby digitized the photographs, quickly drafted 

diagrams and plans, and then used these elements 

in small planning layouts on his computer. Derby 

rapidly changed the size and position of pictures, 

diagrams, and typography as he explored 

numerous variations simply by moving, enlarging, 

and reducing elements. These double-page 

designs were designed on the computer screen and 

printed on a 300 DPI (dots per inch) laser printer. 

Whether on a microprocessor or a sketch pad, 

notation processes are interactive. A trial-and-error 

dialogue between the designer and the sketches 

begins that is a give-and-take process of evaluation 

and further development. 



Many designers constantly look through design 

annuals and magazines to stir their thinking. This 

approach can inspire new ideas but it can also lead 

to slavish imitation if the designer is not careful and 

honest about the narrow but deep gulf between 

influence and plagiarism. Widespread use of design 

annuals as model books contributes to the rapid 

development of fashion. While the designer is 

looking around, a solution for a problem that is 

incubating can suddenly come to mind, triggered by 

the composition of a painting, the characters in a 

play, the cinematography in a film, or even seeing 

forms briefly created by the chance passing of a girl 

in a lavender sweater and a man in a green coat 

walking down the street in opposite directions. 

Synthesis. Many major innovations have 

occurred when artists or designers synthesized and 

combined diverse and even contradictory 

influences. The influences of both the 

Postimpressionist painter Paul Cezanne and 

African masks were important catalysts for Pablo 

Picasso in the invention of cubism. The work of Piet 

Zwart, an innovative pioneer of modern graphic 

design (see fig. 3-34), was informed by the 

structured logical order of the de Stijl movement and 

the random chance, unexpected associations, and 

spatial vitality of the Dada movement. 

Michael Vanderbyl, trained in a tradition of grid 

structure, order, and methodology, mentions the 

colorful, decorative energy of psychedelic posters 

as one of many influences that inspired his process 

of “softening the hard edge,” which played an 

important role in the development of the San 

Francisco approach to postmodern design.6 

Many designers, writers, and photographers keep 

a small pad and pencil handy in their pockets, 

purses, or bedside tables so that they are ready to 

notate ideas whenever their thinking produces 

something worth retaining. 

Making lists in a fluid and uninhibited manner of 

every possible thing that comes to mind related to a 

problem is another way to stimulate thinking. A 

thesaurus can suggest related concepts. Matrix 

structures, created by putting items from a list in 

horizontal and vertical columns and then cross- 

referencing them, can be a productive approach to 

generating possible combinations of forms and 

symbols that might convey the essence of the 

subject (fig. 5-6). 

Ocular reconnaissance. The visual stimulation 

of looking, surveying, and inspecting is one of the 

most fertile sources of inspiration for designers. 

Wandering through an art museum, a hardware 

store, or the library can reveal forms, color 

combinations, and images that enrich the data bank 
of the brain. 



Solution finding 

Whereas idea finding involves opening the problem 

and expanding the possibilities, solution finding is 

the process of closure or resolution. After 

generating a series of possible solutions to the 

problem, the next step is to determine which one (or 

more) will be executed in a finished form and 

presented to the client. One tendency is to apply 

negative, critical judgment, rejecting the less 

successful ones and declaring winners by default, 

although this can quickly eliminate the weaker 

ideas. When a large number of possibilities have 

been developed, the positive approach—identifying 

strengths and permitting the best solutions to 

emerge from the larger group—is more productive. 

Solution finding can be very objective. When a 

logical and fully acceptable solution does not readily 

emerge, a three-phase process can be useful: 

establish criteria, select a solution, and validate the 

choice. 

Establish criteria. Even if the problem-definition 

phase established specific criteria, reconsideration 

of the criteria can be useful because of the 

knowledge developed during the information¬ 

gathering and idea-generation steps. Different kinds 

of projects have vastly different criteria. Questions 

relating to message, form and space, and 

resonance provide one example of a set of criteria 
against which a solution can be measured. 

Message 
Do the elements clearly convey appropriate 

content? 
How well does the design position itself relative to 

similar and competing messages in the 

communications environment? 

Is there any confusion or ambiguity about the 

message? 

Is the typography legible? 
Can the typography be read clearly from the 

appropriate viewing distance? 

Do images convey the appropriate information? 

Is there anything in the design that the intended 

audience will have difficulty decoding and 

understanding? 
Do type and image function together as a cohesive 

message? 
Are signs and symbols clear and understandable? 

What positive or negative connotations do the 

colors have? 
Are there any undesirable connotations or 

unintended infrasignals? 

Form and space 

Do the elements form a cohesive and unified visual 

whole? 

Is the visual hierarchy clear and appropriate? 

Are scale relationships between the parts effective? 

Do type and image function well together in the 

space? 

Is the visual structure ordered and effective? 

Does the viewer’s eye move through the design in a 

desirable sequence? 

Do spatial intervals and support elements function 

appropriately? 

Resonance 

Do the overall visual aspects express the essence 

of the subject? 

Are the images expressive and engaging? 

Do the typefaces used have suitable connotations 

and design properties? 

Is anything unusual or unexpected about the 

design? If so, does this contribute or detract? 

Is the design a Chinese box with several levels of 
information and meaning? If so, is the movement 

from the smallest box to the largest box 

appropriate? 

Does the design speak with the right tone of voice 

for the audience and subject? 

Do colors and graphic support elements add to or 

detract from this tone of voice? 

Although the use of a question set introduces 

logical thinking into the solution-finding process, the 

nature of human expression is such that a proposed 

solution might have expressive power not 

addressed by logic. Innovation is hard to evaluate, 

for it breaks with the conventional norms of its time. 

In some cases, a hunch or intuitive response can be 

the best guide for selecting a solution. 
Designers should take responsibility for 

generating the best possible solutions, for even the 

most difficult assignments are not impervious to 
solution. At a medium-sized advertising agency, the 

staff complained that a young art director was 

always assigned to the best clients and the most 

creative projects. After she was shifted from the 

“best” accounts to the “worst” ones to placate the 

other art directors, the creative director realized that 

her ability to generate creative and effective ideas— 

not being given the best accounts—was the reason 

her accounts had the most creative work. 



Implementation 
Implementation involves presenting the solution, 

gaining its acceptance, and executing the project. 

The best solutions are worthless if clients do not 

approve them. Strategies to improve the 

acceptance rate become critical to the design 

process. The much touted enthusiasm for the 

development of new ideas usually does not extend 

to a bona fide new idea when it is presented, for its 

unfamiliarity generates uncertainty and reluctance. 

By becoming an advocate of the solution and 

enlisting others as advocates, the designer 

increases the chances of acceptance. 

Many clients do not have high visual literacy skills 

and want the designer to guide them toward 

acceptance of a solution; therefore, the 

presentation should emphasize the 

appropriateness and effectiveness of the message, 

rather than just visual design properties. The 

number of individuals or groups who must approve 

the solution can be a factor. Whenever possible, 

having one individual with approval authority 

simplifies gaining acceptance. Enlisting the client as 

a partner in the problem-solving process, especially 

in the problem-definition and information-gathering 

phases, can be an effective strategy, for the client 

then has a personal investment in the design 

process and better understands the solution. The 

list of questions above can be provided to the client, 

who can consider them one by one to assess the 
proposed design. 

Even the best-planned presentations can go 

unexpectedly awry. An architectural firm requested 

a young designer to create a trademark to signify 

both design and engineering. The architects 

enthusiastically endorsed the solution: a stylized 

pen point whose stem was threaded like a bolt. The 

only board member who did not like it disparagingly 

panned it as the “stick ’em and screw ’em logo.” His 

comment stuck with the other board members, and 

several eventually changed their votes. 

Many designers find diagrammatic time 

schedules useful in the implementation process, 

which involves producing, collecting, and 

assembling all the elements that go into the design: 

manuscript text, typesetting, photography or 

illustration, production art, and other elements. 

Client responsibility to the time schedule by meeting 

approval deadlines and supplying materials such as 

manuscript copy, financial data, and product 

specifications is essential. Some designers build 

extensions into their contracts that automatically 

extend the deadline if the client delays in providing 

information or approval. 

Figure 5-1 presented a simplified diagram of the 

design process. The more complex process 

illustrated in figure 5-7 is more typical of how a 

project really proceeds. The following case studies 

amplify the design process as documented by 

actual projects. A poster design, an advertising 

campaign, and a textbook format design 

demonstrate a range of problem-solving 

challenges. 



Client assigns a project: 
Design a poster for the 

Shakespeare Festival 

Call th e printer. 
Ask if a special 

printing 
technique 
can be 
used. 

8, 
A friend warns: 

" The Director 
is an EGO 

Look 
through your 0 
type books, 
marking faces 
you might want 
to use 
with paperclips. 

Worry that you 

may not be good 

enough to solve 

this problem. 

Call best 
friend to 
about it. 

v- 

Have an 
immediate 
IDEA. 

PREPARE 
A LAYOUT 

It's not so hot. 

12 

MANIAC! 11 

[& 

Decide 
to ignore 
the Director 
to present 

Show layout 
to the producer. 

Go to the library & 
check out material 

about Shakespeare. 

k 13 
Ik 

He loves it! 

He hates it. 

the best solution 

16 

The Director 
stops by to meet 
you and tell you his poster 

idea: Ten little portraits of 
the actors, 

that you possibly can. 

10 
Call friend back! 

surrounding a bigger one f ' What shall I do 
about the Director?" 

He doesn't know 
whether he loves 
it or hates it. 

He asks to see 
some other ideas. 

Iou go 

back to one 

concept sketch 

that you really 

feel good about. 

You decide to work 

it up to show to_ 

the client. 

Go 

back 

to 

the 

library 

for 

additional 

research 

material. 

Of the Director. 
(Remember: The Producer is the client.) 

All along, you kept making little 
thumbnail sketches of poster ideas.: 

4 Study 1600s type. 
• • DECIDE THAT A CLASSICAL ROMAN 

FACE IS MORE APPROPRIATE. 

18 
Look at woodcuts from Shakespeare's time. 

They spark a good image concept. 

19 PREPARE THE 
FINAL COMP. 

PRESENT 

14 

NO 
new ideas 
come. 
Look at a 
design 
annual. 
Still 
nothing. 
Think 

about 
changing 
careers. 
Still 
nothing. 
Look at 
earlier 

sketches. 

20 
IT TO THE CLIENT 
(The Producer, when the Director is out of town.) 

A. Approved? You made it. 
B. Rejected? Go back to step 2. 

5-7 
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Design process: a social-issue poster 

Lance Hidy was commissioned by Women’s Action 

for Nuclear Disarmament (WAND), a 

Massachusetts organization involved in the 

movement to reduce nuclear weapons, to design a 

poster that could be used to publicize the 

organization and its activities. Also, WAND planned 

to use the design in fund-raising by reproducing and 

selling it as a limited-edition silk-screen print, an 

offset lithographic reproduction, notecards, 

postcards, and T-shirts. Hidy contributed his time to 

WAND, carefully stipulating that it could have 

unlimited use of the design but it was not to make 

alterations, permit other organizations to use it, or 

remove the artist’s signature without permission. 

Hidy believes that graphic design is a 

collaboration between designer, sponsor or client, 

and printer. The initial WAND poster was silk- 

screen printed by master printer Rob Day, with 

whom Hidy collaborates. The struggle to satisfy the 

needs and interests of the client while maintaining 

the integrity of personal vision is paramount in 

Hidy’s mind. At his initial meetings with a client, Hidy 

listens carefully to the client’s expectations, ideas, 

and sense of aesthetics. “I am alert for attitudes and 

ideas that are compatible with my own,” Hidy 

observes, “and I steer the project in that direction.” 

Hidy and the WAND directors agreed at their initial 

meeting that they wanted to avoid the frightening 

images of missiles, mushroom clouds, and skulls 

predominant in antinuclear posters. Hidy believes 

“terrifying images have limited effectiveness, since 

they cause us to go numb for awhile. We learn to 

become insensitive to the meaning of a mushroom 

cloud; otherwise, we could become disabled by our 
emotions!”7 

Hidy’s search for a direction became more 

focused after he attended WAND’s Mother’s Day 

event, where one of WAND’s fundamental ideas— 

that nuclear disarmament is for the sake of children 

and future generations—heightened his 

appreciation of the movement. As the father of a 

young daughter, he had great empathy for this 

concept. Many of Hidy’s posters are reductive, 

presenting only two elements: an image and the 

sponsor’s name. However, he found it difficult to 

convey the complex concept “nuclear disarmament 

for the sake of children and future generations” 

within these simple parameters. 

After determining that a slogan was needed to 

connote the image and function as a rallying cry for 

the movement, Hidy met with advertising copywriter 

Margaret Wilcox. Of the thirty ideas they generated 

during one all-day session, the one that seemed 

most promising to Hidy was, “They ask the world of 

you.” When Hidy presented this slogan to WAND, 

the positive response was immediate and 

unanimous. Hidy sought approval to change this to 

“Children ask the world of us,” because he felt that 

this version was more specific and personal. 

Feeling that an image of a mother and child might 

be appropriate, Hidy selected his neighbor Sheri 

Larson and her infant son David as models and shot 

several rolls of film. From one of the contact sheets 

(fig. 5-8), he selected a shot with excellent profile 

views and a classic maternal gesture (fig. 5-9). 
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Sketches were made from the photograph to 

develop a feeling for its form and space (fig. 5-10). 

The stacks of sketches Hidy had made during the 

brainstorming session included sketches of the 

earth as a toy ball. These inspired him to have the 

mother handing the earth to the child, an eloquent 

visual metaphor for the concept of passing care of 

the planet from generation to generation. Additional 

photography and sketches were made to explore 

the placement of the continents on the globe and 

5-10 
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The three main problems to be resolved were 

drawing, color, and typography or lettering. Usually 

Hidy makes from five to fifteen color gouache 

sketches before solving a poster design problem. 

For the WAND poster, he made a total of sixty-three 

sketches, fifty-five of which are reproduced here 

(figs. 5-12 though 5-66). Hidy has a policy of 

showing only one solution at a time to a client. “This 

forces me to be decisive about what I want,” he 

commented, “and it minimizes the temptation for 

the client to ‘play artist’ by picking elements from 

different designs and asking me to combine these.” 

In the first series of color studies (figs. 5-12 through 

5-18), Hidy worked closely from his line drawing, 

cropping the figures and simplifying the design into 

shapes of color. The shape of the mother’s shoulder 

and arm was not satisfactory, for it seemed too 

dominant and distracted from the mother, child, and 

globe. Therefore, Hidy abandoned this series 

without showing it to the client, and he rethought the 
composition. 

In the second series of studies, Hidy simplified 

the design by stripping away the background and 

focusing upon the simple silhouettes of the mother 

and her child, who is reaching up for the globe (figs. 

5-19 though 5-24). The larger study (fig. 5-24) was 

presented to the client, who responded favorably 

except for a few minor reservations. 

Hidy returned to his studio and explored this 

direction further (figs. 5-25 through 5-39). In the 

solution presented to WAND a few days later (fig. 

5-36), the color was more intense, and the drawing 

of the mother’s hand was improved. Hidy felt that 

this was his best shot and was upset when it was 

flatly rejected. The WAND board did not care for the 

magenta color used on the skin and feared that the 

moon and star might have connotations of 

astrological or Soviet metasymbols. Unsuccessful 

in his attempts to dissuade them, Hidy “became 

very discouraged and lost my confidence.” Because 

the deadline was near, he forced himself to continue. 
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“I mechanically started doing tiny, two-inch 

color sketches with a natural skin tone, minus 

the moon and star,” he recalls (figs. 5-40 though 

5-56). ‘‘Those were a couple of bad days, since I 

felt disconnected from the design, and without 

inspiration. The sketches looked like garbage to me, 

and with the clock ticking away, I started to panic.” 

Clearly something was bothering Hidy about the 

solution, and he was struggling to salvage it through 

the application of color. 

Out of desperation, Hidy abruptly stopped making 

the color sketches and decided to go back to square 

one. Returning to his photographs, Hidy “tried to 

salvage the passion he had once had for the 

project, which was now lost.” Looking again at the 

sketch of Sheri holding David in her arm (see fig. 

5-10), Hidy began to question the rejected design, 

for “the mother and baby were not touching, which 

may have been a mistake. So I went back to having 

the mother hold the baby, making the image more 

intimate and natural” (figs. 5-57 through 5-66). The 

image is less tightly cropped, and both of the 

mother’s hands are shown. This felt right. Hidy 

quickly regained his enthusiasm and explored two 

color schemes. Because he felt equally good about 

them, he broke “his one solution only policy” by 

showing both to WAND. The client couldn’t decide 

between the two proposed color options either, so 

they decided to print both versions. The earth-toned 

palette harmonizes with many domestic interiors, 

and the brighter palette is more effective in public 

locations. 
In his poster designs, Hidy favors hand-lettering 

overtype, agreeing with British type historian 

Stanley Morison that typography is a department of 

calligraphy. The first two lettering approaches (fig. 

5-67) for the WAND poster are formal capitals, with 

inspiration derived from the typefaces Futura, 

Albertus, and Neuland. Although a stately and 

dignified resonance is projected, Hidy finally 

decided to use his handwriting (fig. 5-68). The 

irregularity and informality of it would, Hidy hoped, 

have the resonance of a personal voice, rather than 

a distant institutional presence. 
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The simplification of the image enables it to 

signify every woman and every child, an elemental 

image speaking to the issue of world peace (fig. 

5-69). The rejected design with the moon and stars 

has been published by Anthoensen Press in 

Portland, Maine (fig. 5-70) and issued as a 

notecard by Portal Publications. These simple 

images have become late twentieth-century icons 

that speak in a gentle voice to universal aspirations. 

That thousands upon thousands of reproductions of 

Lance Hidy’s “Children Ask the World of Us” 

graphics for the Women’s Action for Nuclear 

Disarmament have been printed and distributed 

comes as no surprise. 
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Design process: an advertising campaign 

Chicago designer Jeff Barnes was asked by Kieffer- 

Nolde, Inc., a prominent engraving and four-color- 

process separation company, to create an 

advertising campaign. They were celebrating their 

thirtieth anniversary in the color separation 

business and wanted a campaign that would attract 

attention and provoke a reaction within the 

communications industry. 
After the meeting, Barnes saw the dichotomy 

between old and new as a viable direction. Kieffer- 

Nolde had been around long enough to develop a 

tradition of and reputation for reliability and quality; 

at the same time, they were using the latest high- 

technology computerized scanners and image 

processors. 
Barnes researched the advertising campaigns for 

other color separators and found that many of them 

used garish, neon effects and often printed the four- 

color process over additional colors to hype up the 

image. Kieffer-Nolde had been reproducing 

demonstration photographs, such as food shots, to 

convey technical perfection. They needed a more 

creative campaign that would stand out from the 

crowd. Also, Kieffer-Nolde wanted to restrict their 

advertising campaign to the four-color process only, 

allowing potential clients to see the capabilities of 

the actual four-color printing process that is used in 

clients’ printing and advertising. 

While searching for a direction, Barnes recalled 

the sepia-tone photographs, carefully crafted to look 

like authentic period images, that had been shown 

to him by photographer Denis Scott. Barnes, who 

writes the copy for many of his projects, developed 

a copy approach based upon a phrase that he 

heard often in the advertising industry: “what if. . . 

“What if... we do it this way ... could we get it 

done by Monday?” 

“What if... we hand-tint this black-and-white 

photograph and then adjust the color separation to 

look like an old sepia-tone photograph?” 

“What if... we want to superimpose the color 

photograph of the product over the illustration?” 
Thinking about all the things that can go wrong in 

printing, and knowing that Kieffer-Nolde had a 

reputation for never missing a single color- 

separation deadline in thirty years, Barnes 

generated a list of copy possibilities. Ranging from 

the fanciful to the practical, these included: 

What if... . you could really do it? 

What if... . you could fly? 

What if... . nothing ever went wrong? 

What if... . you were the boss, and could call the 

shots? 

What if.. . . it were up to you to meet the deadline? 

What if.., . the party didn’t have to end? 

What if.. . . you knew all the tricks about 

production? 

What if. . , . you were there? (Show an exotic, 

impossible scene that could be reproduced by 

Kieffer-Nolde technology.) 
What if... it was yours? (Show something 

unbelievable.) 

Barnes combined his copy concepts with 

appropriate images by using photographs by Denis 

Scott. Armed with a set of visual-verbal equations 

that made almost telegraphic statements about the 

client’s capabilities, Barnes began to search for a 

format and typographic treatment. He knew that he 

wanted to achieve a contradiction: vintage, period 

photographs from an earlier time, used in fresh 

contemporary layouts. 

For this campaign, the photograph and its 

reproduction were very important. They became a 

specimen of the client’s ability to separate difficult 

subjects; for example, the black-and-white 

photograph of a young woman with a hint of pink on 

the lips had to be separated perfectly to create a 

black-and-white image by four-color printing. 

Barnes centered each photograph, using ample 

surrounding white space and a crisp black line 

border to separate it from the visual clutter on the 

opposite page. Typography was placed on colored 

collage elements that were spontaneously torn, 

then placed on the page in a dynamic asymmetrical 

arrangement. 

Barnes explored possible arrangements in color 

sketches in his notebook (figs. 5-71 through 5-74). 

These sketches explored color, contrast, balance, 

and potential composition. Barnes wanted to 

determine if he could “invade” the photographic 

space with the collage elements. 

Barnes’s reputation for creative and original page 

design stems from this design process. He creates 

scores of small thumbnail sketches in graph paper 

notebooks and sometimes explores dozens of 

possible arrangements. 
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At first, the choice of typeface had Barnes 

stumped. Just as the deadline for the first ad 

approached, Barnes had started work on a visual 

identity update for Kieffer-Nolde, but it would not be 

completed in time to use in this campaign. Designer 

and client both agreed that the old identity, 

consisting of a mixture of sans serif metal typefaces 

that Barnes could not even locate in type specimen 

books, was dated and should not be used. For the 

campaign Barnes wanted something that was 

immediate and spontaneous yet would work with 

nostalgic photographs evoking earlier decades. The 

typeface should project a strong visual image, yet it 

should not appear to be part of an identity system 

because the old visual identity was being phased 

out but the new one was not yet ready for release. 

Reasoning that the photograph was the main 

concern since it demonstrated the client’s 

capabilities, Barnes decided that a spontaneous 

typographic approach, such as typewriter output, 

might project the appropriate feeling. 

“Somewhere between typography and 

handwriting, there is the wonderful resonance of the 

typewriter letter,” he observes. “It is an archetype 

for immediacy. It is today’s message . . . today’s 

business communique . . . unsophisticated and 

direct.” Barnes studied typefaces based on 

typewriter type as well as the output from 

contemporary office typewriters. He determined that 

they were all “too slick and polished.” Thinking that 

an old typewriter might generate letterforms with the 

proper resonance and feeling, Barnes purchased a 

1913 Underwood typewriter from a friend for eleven 

dollars. The rhythmic unevenness of its crude 

letterforms, especially when enlarged to headline 

size, was an exciting visual discovery. 

As Barnes produced the campaign, he tried to 

keep the ads consistent in format and style yet give 

each one an individual identity. Short copy creates 

an immediate message. A participatory effect is 

generated by the incomplete quality of the copy. 

The placement of the collage elements serves two 

purposes: It creates a dynamic asymmetrical 

composition, and it provides a demonstration of 

Kieffer-Nolde’s skill in producing screen tints that 

reverse from and overlap four-color process 

subjects. Throughout, the ads show the subtle 

graphic humor of Scott’s photographic recreations 

and Barnes’s parade of “what its.” 
Figure 5-75 asks, “what if... nothing ever went 

wrong . . But something always seems to go 

wrong, suggests the photograph of a young woman 

in an old coupe that is out of gas. The text advises, 

“for thirty years we’ve been getting it there on time.” 



Figure 5-76 asks, “what if... it were up to 

you ..The concerned young woman obviously 

has a problem. The viewer wonders, “if what were 

up to me?” then quickly reads the text, learning that 

Kieffer-Nolde can take the panic out of production. 

“What if... you knew all the tricks ...asks a 

somber magician (fig. 5-77). “But,” thinks the 

viewer, “I don’t know all the tricks.” The text 

proclaims that “for thirty years we’ve been giving 

you a great deal.” The screen tint area for the body 

copy is stacked and shifted like playing cards. 

A closely cropped profile of a woman smoking a 

big cigar and wearing the cigar band as a ring (fig. 

5-78) humorously parodies “being the boss.” The 

body copy advises that for “thirty years we’ve been 

helping you do it your way.” The collage element 

bearing the body copy is burned in an effective 

demonstration of graphic reproduction. 

In figure 5-79, Scott’s photograph immediately 

conveys that bittersweet feeling one has after a 

lively party is over. “What if... it didn’t have to 

end . ..,” asks the headline. It doesn’t, suggests 

the text, because “for thirty years we’ve been 

helping the good times continue.” 

The energy of contrast resonates from this ad 

campaign: refined and elegant photography 

contrasts with crude old typewriter type, 

symmetrically placed rectangular photographs 

contrast with asymmetrically balanced collage 

elements, and mechanically perfect ruled borders 

around the photographs contrast with organic torn 

collage edges. 

This advertising campaign proved to be highly 

effective in meeting its objectives. An image of 

quality and reliability was communicated, while 

presenting Kieffer-Nolde as a firm that had been 

around for three decades and was contemporary 

and up-to-date. Exploring dozens of page layouts 

and searching for just the right used typewriter 

whose letterforms would combine with the 

photographs typifies the involvement and concern 
of Jeff Barnes’s graphic design. 
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Design process: a textbook format 

Earlier the purposes of graphic design were 

identified: to inform or instruct, to motivate, and to 

delight. Lance Hidy’s poster design for WAND 

informs the public, delights with its color and 

imagery, and has motivated many persons to 

support WAND and its antinuclear weapons 

campaign. The advertising campaign that Jeff 

Barnes and photographer Denis Scott created for 

Kieffer-Nolde delights with its sophisticated humor 

and motivates its audience to inquire further about 

the firm. In each case, the designer had to create or 

commission words and images to solve a design 

problem. 

Creating a book format design is quite different. 

Often the words and images have been produced 

before the graphic designer becomes involved. The 

task is to develop a format or package to contain 

and organize complex information and make the 

learning process more efficient. A design team 

consisting of Rob Carter, Steven Chovanec, Ben 

Day, and Philip Meggs collaborated on the design of 

a typography textbook, Typographic Design: Form 

and Communication. When designers work in 

teams, they must suspend egotistical tendencies 

and focus upon group dialogue and consensus. A 

300-page manuscript, 446 illustrations, and 100 

pages of type specimens had to be organized into a 

272-page book. At a series of initial meetings, the 

design team developed a set of criteria governing 

the design of the book: 

The diversity of visual material required a neutral 

format that would not compete with the contents. 

To increase the efficiency of the design process 

and consistency of page design, specific guidelines 

were needed: grid structure, column-and-margin 

sizes, flow lines, spatial intervals, line widths, and 

the like. 

The typographic style should be highly legible, 

harmonize well with a variety of illustrations and 

typographic examples, and have a clearly defined 

hierarchy: titles, headings, running text, captions, 

folios (page numbers). 

A grid structure and typographic specifications 

were the first step. The team studied type 

specimens and carefully considered: Garamond, a 

classical Old Style face; Times Roman, a legible, 

slightly condensed roman face designed for 

newspapers that permits more characters per line 

than most text faces; Univers, a sans serif with an 

excellent black-to-white ratio; and Helvetica, a sans 

serif face similar to Univers but less geometric in 

structure. Specimens of the four faces were placed 

beside a variety of typographic examples that had 

been selected for the book. Times Roman was 

eliminated immediately because its denser texture 

and darker tone conflicted with many of the visual 

examples. After deciding that the sans serif fonts 

blended with diverse visual material better than the 

Garamond, the merits of Univers versus Helvetica 

were argued and a simple vote (Univers 2, 
Helvetica 1, abstentions 1) determined that Univers 

would be used. Before the vote, the team had all 

agreed that both faces were fully acceptable. 

Text-type specimens and copy-fitting charts were 

evaluated, and a decision was made to use 9-point 

Univers with 2 points of interline spacing for text and 

7-point Univers 55 with 4 points of interline spacing 

for captions. Because Univers has a large x- 

height (the size of lower-case characters, 

determined by measuring the height of the lower¬ 

case x), 7-point Univers 55 actually looks as large 

as 9-point Garamond. Also, the design team knew 

that legibility research has documented that the 

additional lead, which enables the caption copy to 

align with the running text, also increases legibility. 

The designers discussed Jan Tschichold’s 

recommendation that caption copy should be two 

points smaller than the running text to insure that 

readers would not become confused. They agreed 

that both text and captions should be set in a flush- 

left, ragged-right configuration, for reasons of both 

legibility and style. A system of headings was 

established, using the bolder, 9-point Univers 65. 

The manuscript has two levels of headings. Both 

were set in 9-point Univers 65, but major divisions 

within a chapter were separated from the running 

text by a spatial interval and the secondary 

headings were placed within the text column. Later, 

the team had the typographer set specimens of the 

captions (fig. 5-80) and running text (fig. 5-81) with 

different kerning (reduction of the spatial interval 

between letters) so the design team could select the 

precise kerning desired for legibility and tone. Minus 

three-eighths of a point kerning was selected for 
both. 
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The next step was the development of a grid 

structure to structure the page designs. Using 

copier type proofs and photostats of images, the 

possibilities of three-, four-, and five-column grids 

were explored. The team decided to use a grid of 

five columns, each 8 picas wide, with 1 -pica gutters 

between them (fig. 5-82). A line length of 17 picas 

(two 8-pica columns plus the gutter between them) 

was used for the running text. For captions, a one- 

column line length of 8 picas was specified. A flow 

line was established 44 picas from the bottom of the 

page. By keying the page designs to this flow line— 

which divided the page into two segments, with the 

lower one forming a perfect square—design 

continuity could be maintained over 272 extremely 

diverse pages. A five-column grid is uncommonly 

flexible. It forces designers to create lively, 

asymmetrical pages. The area above the flow line 

was ideal for headings, captions, and small 

illustrations. Zero, one, or two text columns could be 

placed on a page, providing areas five, three, or one 

column wide for illustrations (see figs. 5-87 and 

5-93 through 5-100). Before finalizing the choice of 

this somewhat unusual five-column grid structure, 

each member of this design team manipulated type 

proofs and images on it to develop familiarity with 

this structure and ways material could be organized 

upon it. 

Having established specifications for the page 

format and typography, the team proceeded to 

develop a design proposal and presentation 

consisting of one double-page spread from each of 

the eight chapters, a sample chapter title page, and 

the cover design. Use of dummy type and 

reductions of the illustrations enabled the team to 

n n n n produce exact facsimile pages rather quickly. A 

give-and-take dialogue among team members is 

_important in a group design process: All four 

designers worked together in a large studio and 

freely collaborated on the designs. 

Most books are designed by specialists in book 

typography and layout, and their jackets are by 

another designer specializing in book jackets, 

resulting in covers that have no typographic or 

visual relationship to their books. The team 

-U-U-U-U- determined to avoid this graphic anomaly of book 
5-82 
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design at all costs. Because three earlier books on 

the subject by Emil Ruder, Ben Rosen, and Ruedi 

Ruegg had all used a capital T on the cover, the 

team decided to continue this tradition. Early roughs 

were made with cut paper and evaluated. Often 

strips of white paper were quickly placed on the 

page to show the size and placement of type. 

Some of the roughs, which were discussed and 

discarded, were rescued from the trash by one of 

the designers and are reproduced here. The 

illusionistic space in figure 5-83 was felt to be 

“untypographic.” In figure 5-84 the T seemed too 

static, in spite of efforts to energize the space with a 

blue bar, yellow D shape, and white bar at the 

bottom. A playful abstraction (fig. 5-85) was far too 

whimsical for the subject. Another designer noted 

that some of the small details were very fascinating. 

It inspired him to explore simplified versions (fig. 

5-86). The dimensionality of the isometric 

perspective seemed too architectural. 

From a group of sketches made earlier to explore 

possible designs for the chapter title pages (fig. 

5-87), one team member extracted a study 

depicting an incompletely drawn large initial T and 

advocated its use as the basis for the cover, title 

page, and chapter title pages. Its approach to the 

initial T concept differed from the earlier books. The 

participatory nature of presenting an incomplete 

letterform that the viewer could decode interested 

the team, particularly because various portions 

could be shown on the eight chapter title pages. 

Possibilities were explored in a series of sketches 

(figs. 5-88 through 5-91), culminating in the final 

cover design (fig. 5-92), which used bright bits of 

primary color against a gray field to suggest the 

structure of the letterforms T and D. 
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The design process for three double-page layouts 
illustrates the group dynamic that occurs when 

designers collaborate. The first chapter was a bit 

unusual because it presented a pictorial history of 

typography with captions but no running text. The 

first layout mixed images and captions across the 

page (fig. 5-93). The group discussed it and 

decided that putting captions in a horizontal band 

across the top of the page might be cleaner and less 

confusing. The second version (fig. 5-94) was 

favored because its greater emphasis on the flow 

line and grid seemed more consistent with the rest 
of the book. 
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An important attitude about the grid developed 

after one team member prepared a layout for the 

chapter discussing the anatomy of typography (fig. 

5-95). The illustration depicting the parts of the 

letterform had an interesting compositional design; 

however, the team felt that the spatial and scale 

manipulations actually diverted attention from the 

subject matter. Also, it departed from the overall 

format by introducing new visual themes into the 

format. A quick sketch (fig. 5-96) prompted 

agreement that diagrams should be presented in a 

straightforward manner, conforming to the grid. This 

sketch became the basis for the final design (fig. 

5-97). 
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*ui Scnwerrweiss Manehma! verwendet er *<Joch 
starke Primirtartven urn durch Sc bock bteibende 
Eunneryngen ru schaffen. Oeniber bmaus ertieft er 
rum Teri unter subntem und surreatistischem Em- 
Wanden v©n wer Farben genz unerwartete und be- 
sonoers ertektvotte Kombmabonen von versch*- 
denartigen Elementen. Oese erhalten m rtver 

neuen Zusammensetiung Aossegen die kerne »b- 

rer Komponentao vorber besass it 8 Mao-Usai, 

Jacques Richez verwendat Fotograf* und Zeicb- 
nung rum Tail in finer setvr interessanterv unerwar- 
teten Combination Se>ne b*lb gezeichneten und 

baits fotogrefierten Arberten smd fur den Betracb- 
ter fessetnd und emdrucksvoii. tn semen Carrara- 
Momagen entstebt unter ertoigreicher Venven- 
dung von zwe> verscbnedenen Fotografien erne vdF 
**8 neua. surraalistrscba Fantaswwett 

Gert Dumber und Wolfgang Wemgart verwenden 
Fotograf* ebenfall* m emsr neuen We.sa. Dumber 
fug: semer Pa*tte PaptermacM als Erwertafungs- 
etement hm.ru Wamgart muebt Scbriften Satzefe- 

mente und Faroen m erne-- e«gens:andigen Wei*«. 
Abniicne Komb«net>on*n amd on* aus der Maienn 

•is «f aira (a cursme* bekannt. Vietieich? wundem 
uns desbaJb wemgtr uber dmsen grafeseben 

Emtepf W* ru erwarten. benuttan der HoSinder 

ta couteur Pour certa raison leurs cauvres sont te¬ 
nues an noir et bianc et sont lout * la foi$ s>mple* 
at expressive* Pour eu*. te rtcour* i la couteur 
♦auivaudran 4 recbercher un atfet sentimental et 
cosmetujue rtsquerait m4me d aHaiblir ta force 
d'expression de teur travail. L engagement des 

membres de I atelier Grapus ast non moms resotu 
Etant donna qu its sont Francats pour la ptupaa et 

qua certains de teurs fondateurs ont ate forma k 
Varsovne par Tomarewski teur approebe est fort 
different# Leurs prmc.pau* so jets, it theatre, 'a 
culture at la politique frappem oar I expression de 
ga>eta naive teur onginafata voire mfene teur carac 
tere d' innocence La couleur >oue poor eu* un r6*e 
important dans la communication evec un public 
gate et setura par las seductions de la pubf-cne 
commerciale II est fasemant de comparer ies tra- 

vau* de cat groupes et de voir comment avec des 
move ns fonc>aremem different* des obfecufs s> 
rapproches oeuvent atre ane^vts 

Roman Cieslewicz. d un pied eo Pologne de 
I'autre an France, mtaressa k» aussi pnmairement 

par let sujets du monde cultural et tbeatrai sembie 
svmpatbisar avec cfiacun des deu* groupes. tout 
an sac nan t raster ptemement lui-mame. C est un 

artiste grapbiaue qu> ne pourrait jamais s accom- 

moder d un travail an equipe II experiment* avec 
la Photographs utilise des trames grossieres 

comma moyen d alienation at d abstraction. Tantdt 
a tt lim.te au noir at Wane, t i'mstar du groups da 

Kassel- tantdt <! empioie das couleurs prim»»re* 
crues et criardes dans ie but d'arreter et de cbo- 

quer afm de produce amsi une impressior. du¬ 
rable En vtf coniraste avec ces realisations- ses 
melanges surrAafestes et subtrfs de couteurs tu» per¬ 
manent de c rear des images msohtes et des com- 
bm#»sons s>gr»f natives detements beterogAne* 
dont la syn these aboutft t une »dee noxrvefte otn 
n est contenue dans sucune des parties compo- 
tarttes <vo*r p ex. ia Mao-Lisai. 

Jacques Richer explore la photograph* et le des- 

s«n tantdt en «es ju«*posant tantdt en les inte¬ 
grant comme elements consmutrfs dune matnee 

evteractive Ses compositions. rm-dessmAes rm- 
pbotographiees touebent et sAduisent tout a la 
fo« Dans ses montages 

u 
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dungsrortglieder bet Toma«ewslu in Warscheu 
studierten. ema unterschiedliche Arbettsweise zei- 
gen ihre Hauptthamen. Theater. Kuftw und Potok. 
besitian erne kmd&cbe Fr6M*ch*eit, OogmalrtAi 

und *in* gewtssa UntchvkL Fur **• hmgegen hat 
d* Benuiiung von Farbe cine grosse Bedeutung. 

denn «hr Z*eipobWtum >*t dutch die kommarneKe 
Werbung in ainer listigan Weis* verdorben und 
ubetfutt err wordeo. 6* i*t faszmierend iu beobach- 

ten une dwtse be«den Kooperitivenbet Varwen- 
dung vdflig versehiedener Mine! fast die gfaichan 
Ziela arraichan. 

Roman Ciettewncz. heft) <n Polen und hath m Frank- 

retch ZU Haute. mtereastert sieh heuptsichf icb fur 
Kuftur- und Thaaterthamen. Er sreh? betden nrvor 

amihmen Gruppen naha. Meibt wch jedoch selbst 
sehr treu. Er 1st ein Ktinsder und Designer. der nie 

in emem Teem arbertan k6nme, Er ewperimentiert 
stark mit der Fotograhe und banutzt grobe Better 
*4* Vetfremdungsmittei zur Abatrafwervng. Aucft er 

baschrftnfct sich rum Ta*i wte das Kassaiar Team 
euf Sehwarrweis* Manchmat varwendet er jedoch 
starfca Pnmirferben. urn dutch Schock We»bende 
£r<nnerungen zu schafftn. Camber hmaus enwHt er 
mm TtwJ untrtt subhlem und twraalistiseham Ein- 

Wendto von vm Farbeo gam unerwertete und be- 
aondera ef fektvoHe Kombinationen von verachie- 
denartrgen Elementan. Oiasa arhalten m ihrer 
neuen Zuaammenaetzung Autsagen. d«e keine <tv 
rer Komponaman vorher betas* iz. 8. Mao-lisa}. 

Jacques R*char varwendet Fotograhe und Ze«cb- 
nung mm Teil m einer *ehr mterassamen. unerwar- 
tetan Kombmauon Seme heib gweicbneten und 
hato fotogr afwrtan Arbenen *md fur den Betrach- 
tar feaaeind und «*ndrucksvo»l in semen Carrara* 
Montagen antsteht unter erfo*gre>cher Verwerv 
dung von zwei verschiadenen Foiograhan erne v6i 

i*g neue. swr*af«ti*che FantaaieweJt, 

Gert Oumbar und Wolf gang Wemgart verwenden 

Fotograhe ebenfeMs m emer neuen Weisa Oumbar 
f&gt seiner Palette PeptermechA ais Erweiterungs- 
eiemeot h«nm Wemgart mischt Schrifien. Satwle* 
mente und Farben m e«ner etgenstAndigen Wetse. 
Ahnfcche Kombmanonen sind uns au« der Malerei 
ais *faire fe cuisine* bekannt Vieftwcht wuodem 
vnr uns deshaib weruger iiber d<esen grafischen 

Em topi Wie xu erwanen. benutzen der MoMinder 

la couleor. Pour cette reiaon. leurs ceuvret sont te¬ 
nues en notr et Wane at sont tout * la iota simples 

at expressive*. Pour eux le recours A la couieur 
♦quivaudrait A rechercher un effet sentimental et 
cosm^tkjue. risquerait m*me d'sffaibbr la force 
<Sexpression de lew travail, t'engagemem das 
membres de I’atelter Grapus ast non moms r*soki 
Etam dono4 qu'Ss soot Franpais pour la piupart et 

que certains de lews fondetews ont M formA i 
Varsovte par TomaiewsW, lew approche e*t fort 
d«ff Aren te. Lews prioapeux sujets. le thAAtre. la 
culture at la politique frappent par ( expression da 

gaiatA naive, lew cmgmafatA voire mAme lew carac* 
tAre d'innocence. La couieur joue pour ewe un nMe 
important dans la communication avec un public 
g*tA et satwA par lea seductions de la puWicttA 

commerciale. II est fascinam de comparer les tra- 
vaux da cea groupe* et de voir comment avec des 
movent I onciArement different*, des objectifs si 
repprochAs peuvent Atre atteims. 

Roman Cteslewict d un piad en Pologne. de 

Fautre an France. mtAressA lui anti prunairemeni 
par les sujets du monde cultwel et thAAtral semble 
sympathiser avec chacun des deux groupes. tout 

en sechant raster plemement lui-mAme. Cast un 

artiste graphique qu» ne pourrait jamais saccom- 
moder d un travail en Aqwpe. II expAnmente avec 
la photographle. utilise des names grossiAres 

comma movan <f WiAnation et dabstraetton. Tant6t 
il se brnna au noir et Wane A fmstar du groupe de 
Kassal tantdt A ampkxe des eouiews primaires 

cruet et cnardes dans le but d'arrAter et de cho- 
quer, afin de produire amsi une impression du¬ 

rable, En v»f contraste avec ces rAshsations. ses 
melanges swrAakstes et subtrts de coulews lui per- 
mettent de creer des images insolites et des com- 
bmaisons Significative* d AMments hAterogAnes 
dont la synthAse aboutit a une idAe nouve»e qu< 
n est contenue dans aucune des parties compo- 
sentes lvo*r p ex la Mao-Lisa) 

Jacques Richer explore la photographs et le des- 
sm. tarndt en les juxteposent. tantAi «n les inte¬ 
grant comma elements constitutes d une matrice 
interactive Ses compositions. mi-dessmAes. itw- 

photographiAes. touchent et sAdwsent tout A la 
foi* Oans *«* montages 
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The typographic specimen sections open with a 

reproduction of a historical typographic design with 

the original type style in use, a large letterform, and 

text discussing the type family. One team member 

felt strongly that the historical examples should be 

presented as full-page facsimiles. He developed a 

layout (fig. 5-98), which was sharply criticized by 

another team member who believed that this was 

unsuccessful because the elements in the example 

did not align with the book’s grid and became 

visually intrusive. This second team member 
developed a variation with a smaller illustration (fig. 

5-99). The first member felt that more was lost than 

gained; therefore, he prepared a revision with a 

screen tint beneath the facsimile (fig. 5-100). This 

separated the facsimile page from the book’s format 

and identified the entire page as an illustration. By 

making the facsimiles a pale gray, the screen tints 

isolated these pages from the book format and 

presented each one as a unified whole rather than 

as a series of parts. All agreed that this solution was 

stronger than the two preceding designs. 

After the proposal of a dozen sample layout 

pages and the cover design was approved by the 

publisher, the entire book was typeset. The four 

designers paired off into two-person teams to permit 

each designer to collaborate with each of the others 

in the design of a chapter. To apportion pages 

among the chapters, the total area of live space 

excluding margins was calculated to be 19,720 

square inches. The number of square inches of 

space needed for text and caption type for each 

chapter was then allocated by measuring the type 

proofs, leaving a balance (10,348 square inches) for 

illustrations and white space. This area of space 

was divided by the number of illustrations and then 

converted into pages (72.5 square inches equals 

the live area of one page) to assign each chapter an 

equitable number of pages. This division 

accomplished several goals: It permitted an even 

distribution of text and imagery throughout the book, 

forced the designers to work within the number of 

pages agreed upon by the publisher, avoided the 

cost-overrun that occurs when a book turns out to 

be more pages than planned, and thwarted that 

nemesis of book design—a book whose layout 

becomes cramped in the last chapters because the 

designer, too generous with white space and large 

illustrations in the earlier chapters, suddenly 
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realizes that the design is going to exceed the 

allotted number of pages unless drastic economies 
are taken. 

By establishing parameters and attending to 

details—ranging from the size and placement of 

page numbers to the thickness of all ruled lines—in 

the initial design proposal, the group was able to 

design a 272-page book with a minimum of 

problems. 

Multiple-page assignments and group projects 

require careful planning at the early stages to avoid 

unexpected problems. Although graphic design is 

usually seen as an individual creative effort, team 

design is often useful. Large projects can be 

handled in a reasonable length of time, and the 

critical evaluation of several designers focused 

upon a project can improve its quality. Of course, 

the group has to be able to work together in a give- 

and-take atmosphere and must be compatible in 

their design philosophies and visual sensibilities; 

otherwise, the collaboration is doomed to failure. 
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Epilogue 

Graphic design has a synergistic relationship with 

the social milieu in which it occurs. It is shaped and 

formed by its culture. In turn, it helps shape and 

form the culture. It is neither an art nor a science; 

rather, it is a hybrid form of public communication 

that calls upon its practitioners to be visual editors, 

graphic inventors, and form builders. Because 

graphic designers speak with a public voice, their 

signs, symbols, and images are of necessity the 

signs, symbols, and images of their audience. 

Arcane language or obscure signification merely 

cause people in our overcommunicated, 

postindustrial society to turn away; clear language 

and spatial order enable graphic designers to 

transmit messages with clarity and impact. 

Graphic design flourishes when cultures invest in 

the aesthetics of public experience and when a 

society understands that the resonance from how 

things are said is as important as what is said. A 

rigorous attitude toward problem solving and the 

courage to reach out and risk failure are required 

from graphic designers and their clients if their 

efforts are to contribute to the advancement of 

human experience in our time. 
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role of, 1,3. See also Design process 

Graphic resonance. See Resonance 
Grashow, James, 132 
Grear, Malcolm, 97 
Greece, ancient, allusion, 31,70,138 
Greif, Gene, 96,146 
Grid structure. See Modular grid structure 
Gropius, Walter, 130 
Guercio, James William, 59 

Habulan, Renato, 151,152 
Hawker, Christopher, 26 
Heading, 17 
Headline, 17, 43 
Heller, Joan, 29 
Helvetica type, 120 
Hentoff, Nat, 12 
Herwig, Ellis, 115 
Hewlett Library, 78 
Hidy, Lance 

use of color sketches by, 157 
design process for poster by, 

162,164, 167, 169,171 
use of symmetry by, 78 

Hinrichs, Kit, 18, 74, 92,102 
Historical allusion, 8,132-34,137-39 
Historicism, 130 
Holiday Inns, Inc., 10 
Holton, Gerald, 40 
Horst, 134 
Hubbard, William, 127 
Hyde, D. J., 74 
Hyperbole, 38 

Icograda conference, 31 
Icon, 8,12, 57, 62,103,152 
Ideogram, 4 
Illusion of spatial depth, 2 
Illustration, 19 
Image, 2,19-20 

cropping of, 28 
fused with type, 55 
juxtaposed with type, 45,47, 49 
and letterforms, 55, 57, 59 
making, 19 

objective, 62 
in resonance, 1,118,152 
traditional, 41 
transformation, 22, 24, 26 
and type, 41-43 
type as, 59, 60-62 
words within, 50, 53, 55 

Index, 8 
India Basin Industrial Park, 60 
Information source, 3 
Infrasignal, 6 
Interna Designs, 27 
Interpreter, 6, 8 
Irony, 38 
The Isms of Art (Lissitzky), 80-86 

Jacobs, Marty, 42 
Jim Jacobs Studio, 37 
John Bartholomew & Son, Ltd., 59 
Johhson, Dr. Samuel, 34 
Juxtaposition, 45, 47, 49-50 

Kandinsky, Wassily, 130 
Keeling, Robert, 96 
Kelly, Susannah, 104 
Kieffer-Nolde, Inc., 26,78,172, 

175-76,178 
Kince, Eli, 34 
Kitamura, Natalie, 92 
Knapp Shoes, 57 
Koch, Rudolf, 144 
Koenig, Julian, 38 
Krone, Helmut, 38, 64 
Kunz, Willi, 116 

Language as graphic model, 31-32, 
34,37-38, 40 

Larson, Gow, 127 
Lateral thinking, 154,156 
Lawler, John, 67 
Le Charivari, 59 
Lee, Ed, 133 
Lehrer, Warren, 148 
Letter forms, 8, 45, 47, 57,122, 

138 
Liberation Graphics, 32 
Line as tone, 19 
Lionni, Leo, 98 
Lissitzky, El, 7, 80-86, 94 
Litotes, 38, 64 
Logname/Bermann film production 

company, 49 
Longhauser, William, 12,45,138,143 



198 

Louie, Lorraine, 8,103,111,134 
Love, Kenneth, 12 
Lovell, Rick, 103 
Lubalin, Herb, 55, 67,112,124 

Mclntire, Larry, 22 
McMullan, James, 55 
Mademoiselle, 47 
Manarchy, Dennis, 15, 27, 78 
Mantel, Richard, 50 
Manutius, Aldus, 130 
Manwaring, Michael, 60,140 
Marketing, 117 
Mass Communication, 3,17 
Massey, John, 92 
Matrix structures, 158 
Mayakovsky, Vladimir, 7 
Mednick, Sol, 53 
Meggs, Philip, 73,178 
Metaphor, 31,127 
Metasymbol, 8,12 
Metonymy, 32 
Mies van der Rohe, Ludwig, 17, 

138 
Miles, Reid, 59 
Model books, 158 
Moderne Schweizer Architektur 

(Modern Swiss 
Architecture), 86 

Modernist style, 130 
Modular grid structure 

in book design, 180 
for complex visual material, 
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Symbols, 1-2, 4, 8,12 
Symmetry, 74, 76-78, 116 
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