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These are the notes I refered to throughout my process.
Both before and during each revision.



These are the colophons I borrowed

Visual Re S e ar Ch from. They tend to vary more than any
Colophon other aspect of book desgn.
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The Epic
Fail.

Your mistakes could change the world,
Celebrate the illogical.
Screw up. Stand out.
Even robots make mistakes.
Triumph of the amateur.
Attack of the giant finger.
Confidence is overrated.

The Happy
Failure.

Sharpen your gaze.
Make mistakes. Every day.
The tyranny of perfection.
When a view is flawless, interrupt it.

Table of Contents

Fail to Follow
the Rules.

Redesign your imagination.
Put the puzzle back the wrong way.

Dare to be disliked.

Keep it simple.
Don’t take yourself too seriously.

Fail to Find
Inspiration.

Make an idiot out of yourself.
Photoshop doesn’t have to mean perfection.

Keep your audience on their toes.

Other people’s rejects can become
your masterpiece.

Work on your backyard.

Don’t be boring.

All Hail the F

These are the primary influneces for the listed sections of my book design.
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These are all from my

bookshelf at home.

Covers

These are my top three covers I looked at because they all utilize interesting typographical elements specifically relating to their grid and
heirarchy. I felt these elements assisted their designs and aren’t just unnecissary shapes for the sake of shapes.
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These covers I liked but only for their hierarchy and spacing.

"IMPECCABLY WRITTEN, FULL OF SMART CULTURAL OBSERVATIONS
AND NO SMALL AMOUNT OF WIT...A VERY BOLD BOOK.” X
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Evolution by Spread

(From here onwards, everything is chronological
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SUMMARY

The worl o typography i full of ruls and guidelnes. Negative
space is one of those rules tha i aften forgotten about. I'sthe
empty space aroundthe text and ' crucial o typography.

Design s meant o be a form of seduction. t hs to engage s aud-
ence insome way. Stimulting peopl's imagination or poking them
with humor, fo instance. ' not aboutereatng a prety pitur,
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The back, cover, and summary spreads i failed to doc-
ument the changes I made. I was mostly moving the
text boxs around and the ‘grid lines’ around them.

The grid lines on my cover
page and back page line up.
Pretty cool stuff.
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Michaet Bieru simplfes typefaces as an ingredint. That ngredient could
b inth recipes of design or speifcally typography. In the fietd of typography.
typefaces make up what coud be described as  surface-leve faade. Meanwile,
there isan enire universe of elements in the warks. Eachof thse elements are
other ingredients ke negatve space. kering leading. algnment, tc.
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It's a cliché, but typefaces are
really just ingredients.

e o crns ot t ost e n og Draﬁ I WO

There is a magnificent commn denominator between the fields of typogra
phy and mathematics. The growth of their feld relies o the practice of bending. or
enirly breaking their respective pinciles. The princples that can bs broken. are
ot the foundational anes. but the ones that make up the framework o how these
filds are taught. I typography and math, th initial currculum i rigi and linea.

Howsver. the furher someone advances_the more iberty can be taken in how that

TABLE OF CONTENTS
JAN TSCHICHOLD
ROBERT BRINGHURST

MICHAEL BIERUT
APRIL GREIMAN
PAULA SCHER

This quote lends tslfto the foundation of successful design. Where art
and design overlap i in their abiltyto connect with peaple expriencing th given
medium. The diffrence is that art often stops short o functonalty. Greiman
tates thaldesign serves a functon, the seduction o anlookers. Ideally a combi
nation of both visually and emationaly satifying contrt.

ROBERT BRINGHURST

By all means break the rules,
and break them beautifully, de-
liberately and well.

PAULA SCHER

Words have meaning, type has spirit.

‘What dofins i s asopen-ended as questions geL. Although, based o the
cantextof Paula Schers” work. it could be intrpreted i  varity of ways. One interpre-
ation being thal, while a gve text has aset meaning, he way i i prtrayed s import
antin conveying aid meaning. Typ can give the txt s sense of personaiy. Effctive
typography i heresult of a havily angage an passionat designer

An apt analogy woud be tha seasoning s 1o food as ypography it tex, Comic
Sans st used for minstream corporate branding because i doesn't relect profssion
alty. Tomatasauce shauld't b substituted with ketchup because their avaur profles
Jit dealy. saasoning should
ingrient. I typography doesn' suppart s underying tex. s as effectiv as buring
sonse that

the harmany they creae s ot random but s caleuated blance.

curTicuum 15 used

The majorty of typography adheres to the confines of a grid. Athough it is
common for a designer to intentionally desert the rid for the purpase of  design.
In the world of mathematics we are taught framewarks like the arder of opera-
tions. A predefined seies of actons tha resut in a salved problem. What i later
taught s that you can solve any equation with a varietyof appraaches. Its exctly
the same i typography. you need to understand the rules to take a ifferent
approach

Tschichold i stating that the abviaus foreground of a design avershadows

the important practice o utilzing the space around it Negative space is an ele-

ment in every creative medium. In typography. negative space i everywhere from
counters in eterforms to the spacing of  typographic arrangemen ta the densily

ofbody text. Negative space can be found in even mare abstract genres Lk it

APRIL GREIMAN

Design must seduce, shape, and
perhaps more importantly, evoke
an emotional response.

The shallowest depth of a successful design cauld b sameane engaging with an
appealing design. Based on this Greiman quot. one can extrapolate that a human-
ist desig s mare engaging, The more a viewer emotionally connects, the mare
resonance the work has. It coud be argued that Greiman is claiming that design is
a5 much,or more, about empathythan aesthtics

What definesspit s a open-ended as qustions ge. Alhough, based on
he context of Paula Schrs”work, it cold o nterpeted i  varsty f ways. One
interprtation beingthat, whi 2 given text has a st mearing. the way it i por-

Wraye i impotant in coneying said meaning. Type can give the tex s sense of
personalty. Efective typography i the resul of a heavily engaged an passionate
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JAN TSCHICHOLD

White space is to be regarded as
an active element, not a passive
background.

INTRODUCTION

MICHAEL BIERUT

It's a cliché, but typefaces are really just
ingredients.

Michas! pofaces s an ingedien.Tha ingrdient could be n
the ecipes ofdesig o specfclly ypography. Inthe feld of typography. ypefaces
make up what could be deserbed 3 a srface-lovl facade. Meanwhis, there s an
it uiverse of elements i the works. Eaeh of those lements are other ngredients
ke negativ space. kering eadig, algnment ol

The pant Bierut s making i thal whle typefaces are a more rominent, o per
haps mare cammonly known ingediet, they shold na rpresent the larger scope
of typography. Wha atributes typography is notsimply the font that was chosen. Nor
it any othr sale stapl of typography previousy mentiond. The fbri of succass
fuldesigis th art of alancig,or even uggingthse gredients, O course,tis s
among many other aspects lie originaly, reevance, an the confines of  partcular
projet

it exhausts the reader. Prominent literature suggests themes and emations with-

PAULA SCHER

Words have meaning, type has
spirit.

An apt analogy would b that seasoning s to fod as typography i to text.
Comic Sans it used for mainstream corporate branding because it doesn't rflect
professionaliy. Tomato sauce shouldnt b substitted with elchup because thir
lavaur profiles and qualites ae completel diferent.Idealy. seasoning should
complement th other ingredients. I typography doesn't support ts underying

tex, it as effectve as burning food to account or is bad flavaur. Cooking and
design ar the same i the sense that the harmany thy create is notrandom but i
a calculated balance,

ROBERT BRINGHURST

By all means break the rules, and break
them beautifully, deliberately and well.

pograp

and mathematic. The growth of their el rles on the practce f bendng. o enirly

breaking her respective princples. The principes that can b broken, are o the faun-

dational ones, bt the nes tha make p the framework of how these feds ae taught

Intypagraphy an mat, the inial curriculur i rigd and Unear. However, he futher
the more is used.

The majoity of typography ahres o the confines of a grid. Athough it i com-

mon o the grid for a design. n

matics we e aught framewarks ke the arderof aperations. A prdfinedseres of
What s later taught any

equaton with a variety of appraaches. I the same intypography. you need o under

stand the ol 1o take a diffrent appraach.
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White space is to be regarded as an active
element, not a passive background.

the ground o a desig overshadows the
important practice of utizing the space araund it Negative space i an lement n every
creativ medium. I typography.negatvespace s everywhersfrom caunters i etar-
forms o the spacingof a typagraphc arangement o the density of body text. Negatve
space can be found i even more abstrac genros ke wrtng. n  nvel, the dotals

an author ads to their story ae the oreground. In a narative, negative space is the
doailsthat are Lot out.

The amount of sace a person has ta use thei inagination affects how engaged
they are with a given work. When an authr describes everythin, i axhausts th reader.
Prominent lteature suggests themes and emations without exlcty spaon-feeding
th reade. I typogaphy. a maximalit appoach s aften rare. Whn the s o nega-
tive sace. her s 1 herarchy. Insummary. negaiv space i crucial o ot Just how
samthing presents but how it eels o engage wih .

APRIL GREIMAN

Design must seduce, shape, and perhaps
more importantly, evoke an emotional re-
sponse.

This quote lends tsef o the foundation of successful dosign. Whero ar and

thei abity o medium.
Thedifeence is that art ftenstops short o functonaity. Greiman states that design
srves a function,the seduction of onlookers 6ealy a combinaton of bothvisually and
emotonally stisfying conent.

In adition, Geiman encourage design {0 o beyand a purely visual appal. The
shalowest depth o a sucsessful design could be someane engaging with an appeal-
ing design. Based onthis reinan quole, ane can extrapolate that  humanst desig s
more engaging. The more a viewer amotionally connects, the maro resanance the work
s, It could b argued that Greiman claims that designis a5 much, o more, about
empathythan aesthetc.
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mon for a desgner to intentonaly desert thegrid for a design. Inthe word of mathe

maics, we are Lught ramewarks ke the rder of gerations. A predefned seres of

actons that esult i a solved problem,. What s Later taugh s that you can sove any

equation with 2 vrity of approaches. Is thesame in typography. you need to under

stand th rules to take a iferent approach.
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has. It coud b argued that Greiman claims that design is s much, o mare, about
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matics we are ader of defned seres of
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equaton wilh a variely of appraaches.I's the same intypography. youneed o under
stand the ol to take a difrent appraach.

This quot lends el o the foundaton of successful desgn. Where artand
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The differenc i that art oftn stops shotoffunctionality. Greman sates tht dsign
sarves a funcion,the seduction ofonlookers dealy a combinaton of bothvisually and
emotional slisfing content.

In adsiton, Griman encourage design to o beyand a puraly visual appeal. The
shallowest depth of asuccessful design coud be someone engaging with an appel-
ing design.Based onthis Greiman quote, one can extrapolate that a humanst desig i
more engaging. The more a viewer emotionally conects, the more resonance the work
s It could b argued that Graiman claims that design is a5 much, o more, about
empathythan aesthetcs.
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Words have meaning, type has spirit.

What defnes spiit s s open-ended os questions gel. Athough, based o the
conte of Paula Schrs”wark, it could b iterreted i a variey f ways. One inerpre-
taton bing hat. while a given text has a set meaning, the way i i portrayed is import
antin conveying said meaning.Type can give th tet s sense of ersonaliy, Effctive
ypography s theresultof & eavily engaged and passionte designer.

A0 aptanalogy would be that seasoning i o foad s typography st text. i
Sans isntused for maistream corporae branding because it doesn efect profession
iy, te »

and qualies are completely difrent.Idealy. seasoning should complement the other
ingredients. I typagraphy doest support s underlying text. s as effectveas buring
fod toacsount for s bad flavour. Cooking and designare the ame n the sense tht
the Rarmony they creat s ot random but s @ caculted balance.
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Design must seduce, shape, and
perhaps more importantly, evoke
an emotional response.

This quot lnds el 1o the foundaton of successfuldesgn. Where art and
i,

The difference i hat art oftn stops shotof functionlty. Greiman sates tht design
sarves a funcion, the seduction ofonlookers. deally a combinationof bothvisually and
emotional slisfying conent.

In addition, Groiman encourages design to o beyand a puraly visal appel. The
shallowest deph of a successiul design coud be sumeone engaging with an appel-
ing design. Based ontis reiman quote, one can extrapolte that  humanst desig i
more engaging. The more 3 viewer emotionally conects, the mre fesonance the work
has. It could b argued that Graiman claims that design is a5 much, o more, about
empathythan esthetcs
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MICHAEL BIERUT

It's a cliche, but typefaces are really just
ingredients.

Michael Biert simplifies ypelaces a aninredien. That ingredient could be n
the ecipes of designor specifclly typography. In the fed of typography. ypefaces
make up whal could b descried as  suface-Leve facade Meanwiie, thereis an
enire universe af elements in the warks. Each of those lements are other ingredients
ke negatve space,kering, leading, alignment etc.

The peint Birut is making i that while ypefaces are a more praminent, o per-
hags more commony known ingredien, they should not repesent th lager cope

of typography. Wihatatributes typography s ot implyth fot that was chosen. Hor
isit any othersol sapl oftypography previousy mentioned. Th fabric o succes:

ol design s theart of balancing, or eve juggling these ngrediens. Of course, his is
among many other aspects ke rignaty, relevance,and the cofines of a paricular
project.
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INTRODUCTION

This quate ends seft the foundation of successful dsign.Where art and

desgn overlap i inthei aillyto connect with people experiencingth given medium,

The diference s that ataften stops shrtoffunctionaly. Griman staes that design

serves a function, the seduction ofonlookers. Idesly a combinaton of both visually and
emotionaly stisfying conent.

PAULA SCHER

Words have meaning, type has
spirit.

What defies it as open-ended as questions et Although, based o the
cantext of Paula Shers" work. it could be intrpreted i a varity of ways. One interpre-
taton beingtha, il a given ext has  seL meaning, Uhe wy t s portrayed is import
antin conveying said meaning. Typ can give the txt s senseof personaiy. ffctive
ypography isth reslt o a heavily engaged and passinate designer

An aptanalogy waud be that seasoning i 10 foad as typography it text, Comic
Sans st used for malnstream corporate branding bcaus i does' relect profssion
alty. Tomatosauce shauld't b substituted with ketchup because ther avaur profles
W ualt ent. deal, seasoning shoud
ingrcients. I typography doesn't suppart s underying txt it as efectiv as buring
flavour that

the harmony they create i not random but i acalulated Balance.

JAN TSCHICHOLD

White space is to be regarded as an active
element, not a passive background.

Tschichold states tha the obvous foreground of a design ovrshadows the

important practiceof utizng the space araund it Negative spac i an lement n every

creative medium. I typography,negatve space s everywher from countrs i eter
formsto the spacingof a typagraphc arangement o the density of body text. Negatve
space can be found in even more abtrac genres ke wrtng, n  novel, the delals

an author adds to their story ae the oreground. I  naraive, negative space is the
deailsthat are Lot out.

The amaunt ofspace a persan as to use thlrimagination afecs how engaged
they ae with a given work. When an author describes sverylhing, it sxhauss the reader,
Prominent lteature suggests themes and emations without exlctly spaon-feeding
the readr. In typagraphy. a maxinalst appraach is aften rare. hen thre is o nege-
v space tereis no irarchy. In summary. negative space i crucial to not usthow
something presents but how i ees o engage wih i
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tiecing the given medium. The diffrence s tha art often stops

shor of functonaly. Greiman tates that desgn serves a functon,

the seductionofanookers. deally a combination of both vsually and
emotional stisfying conent,
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the ground o a design
practce of ulzing te space aroun it Negalve space is an element i every creatve
medium. I typography. negaive spaceis everywhere from counters nltterforms to the
spacing o a typographic rrangement o the density of body txt. Negalive space can be
found i even more abtractgenres Lke writing. na nove,the dtals anauthor adds fo
theirstoryar the oreground. 1 a naratie, negative sace s the detlsthat ar et au.

The amaunt ofspace a persan as to use thirimagination afecs how engaged they
are witha given wark. When an author describes everyhing, it eshaust te reader.
Prominent ltatur suggests themes and emations without explictly spaon-feeing
the reader. In typagraphy. a maxinalst appraach i aften rare. When thre is o nega-
v space. thereis no ierarchy. In summary. negative space i crucial to not usthaw
sameting presents but haw i fees o engage wih i
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and well.
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emotional response.
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Words have meaning, type has spirit.

the pography and math-
ematic. Th growth ofthirfld reles on the practie of bending, o eniely breaking
their respectiv pincipls. The rincipes thatcan b broken, ae no the foundstional
ones bt the ones that make upth framework o how tese ilds are taught. I typog-
raphy and mat,the initial curiculum s rgid and near. Kowerer,the further someone
atvances, the more Uerty can b taken i how that curiculam s usec.

The majrity of typography adheres Lo the confnes of  grid. Although t s common
for  designer o intenionally deser the gid for a design. I the world of mathemat-
ies we are taught frameworks Uke the arder of operatons. A predefined seres of
actionstha reultin  solved problem. Wha s laer aught i that you can salve any
equation with a varely of approaches. I th same in ypography. you need 1o under-
standthe rues o take a diferent approsch

This quot lends sl to the foundation o successful design. Where art and design
ovelap s i hei abiliyto connectwithpeople experiencing th given medium. The
difference i that at often stops short offuncionaliy. Greiman stas tht design
serves a functon,the seduction of onlaakers. dealy a combination of both visually
and emotionaly satsfying conten

In aiton, Greiman encaurages desiga 1o go beyand a purely visual appeal. The shal-
owest depth of a successful design could be someone engaging with an appealing
desig. Based onthis Greiman guote, one can extraplate thet a humanist design s
more engaging The more a viewer emotonally connects, the more resonance the work
has. It could be argued hat Greiman claims that dsign is as much,or more, about
empathy than aesthetic.

9
MICHAEL BIERUT

It's a cliché, but typefaces are really
just ingredients.

What defines it as open-ended s questions gt Athough, based on the context of
PaulaSchers work it cold be ntrpreted n  varity of ways. One iterpretation being
that. whie 3 give text has a set meaning. the way i porrayed i important in con
veying sid meaning, Type ca give thetet s sense of prsonaly.Efective ypography
isth result o a heavly engaged and pessionate designer.

A0 aptanalogy ol be tha seasoning i 1o food s typography st txt, Comic Sans.
isnt doesntreflct

ity Ketchup because W

and qualies are completel diffrent. dealy, seasoning should complement the aher
ingrdients. I typography doosn't suppart s underying txt it a efectiv as burming

tavour that
the harmony they create i nt random but s  calulatd balanc,

Michast Bieutsimpifs typefaces a5 an ingraient. That ingredient cauld be i the rec-
ipes of design or specifically typography. I the el f typography, typefaces make up
what could be descrived as a surface-ove facade. Maanwii, thee is an entir uni-
verseofelments inthe works. Each o those elements re ther ingrediets ke nega
tive space, kering eading,algament etc.

The pant Bierut s making i that while typfaces ae a more prominent. o perhaps
more commnly known ingredient, thy shaud not represent th larger cope of typog

raphy. What atrbuts typograhy s not simply the fot that was chosen. Nor i t any

ther sole staple of typography previusly mentones. The fabric of successfuldesign is
the atof balancing. o even jugglig these ingredents. O course, i is among many

ther aspects like orginaly, rlovance, and the confines of a pareular poject
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INTRODUCTION

When designing. ' important t keep n mind that words have
i, Typography has s, and s importan o pay alenton
it personaty as you gothrough the process of design. The
st desgners have a clear understaning f ther user base
and can commuricatstht visio,
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PAULA SCHER 14

MICHAEL BIERUT 16

Tschichold sttes tha the obvious foreground of  desgn ovrshadows the ingortant
practce of ulzing the space around it Negatve space is an element i svry creative
medium. I typography. negative space i everywhere from counters n letrforms o the
spacing o a typograhic arangement o the density of body text. Negative space can be
found i even more abiract genres Lke writng. n a nove,the dtals anauthor adds to

groun. In a naratie, co s th deals that ar ot out,

The amout of space a person has o use thei inagiation affects how engaged they
a1 with a given wark, When an author describe everytfing, it eshaust the reader,
Praminent lteature suggests themes and emations without explcty spaon-feeting
th reader. I typogaphy. a maximalist appoach s aften rare Whn thee s n nega-
tive space, her s 1 herachy. In summary. negativ space is cruial o ot Just how
samthing presents but how it ees o engage wih .
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an emotional response.
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Words have meaning,
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MICHAEL BIERUT

It's a cliché, but typefaces are
really just ingredients.

SUMMARY

The word of typography i ul of rues and guidlines. Negative
space s one of those rules tha i aften forgatten abou. s the
emply pace around the text and ' cruial 1o typography.

Desig s meant o be a form ofseducton. It hs to engage s audi-
ence in same way. Stimulting eople's imaginaton or poking them
with humr, for instance. ' not about creating a prety piture,
it about creaing something tht speaks to the spirt of the
subject, Design should go beyond being functional, it must have
emotional resanance,

between the pography and math-
ematic. Th growth ofthirfild reles on th practie of bending,orenirely breaking
hei respectiv princpls. The principes thatcan b broken ae na the foundaional
ones bt the ones that make upth framework o how tese ilds are taugh. I typog-
raphy and mat,th iital curculum i rgid and inear. Howerer,the furter someone
aivances, the more Lberty can b taken i how that curiculm s usec.

The majrity of typagraphy atheres o the confnes of a grid. Athaugh t s common
for  designer o intenionally deser the gid for a design. In the world of mathemat-
ies we are taught frameworks ke the arderof peratons. A predefined seres of
actions tha reultin  solved problem. Wha s later aught i that you can salve any
equation with a varely of aproaches. I the same in ypography. you need 1o under-
stand the rues o take a diferent approach,

This quote lends tself to the foundation of successful design. Whereart and design
overlap is i thei abiltyto connect withpeople expriencing th given medium, The
ifference is that atoften stops short of funcionaity. Greiman tas that design
sarves a functon,the seductionof onloakers, deally a combinatio of bath visually
and emotionaly satsfying conent

In aiton, Grsiman encaurages desga togo beyand a purely visual appeal. The shal-
Towest depth o 3 successful design could be someone engaging with an appealing
desig. Based an this Greiman quote, one can extraplats that  humanit design s
more engaging. The more a viewer emotonally connects, the more resanance the work
s, It couldbe argued that reiman claims tht design is as much,or mare, about
empathy than aesthelic.

What defines spiri i as open-ended as questions gel. Athough, based o the context
of Paula Schers wrk. it could be interprated in a varietyof ways. One interpretaton
beingthal, il a given text has @ set meaning, the way it is portrayed s important
in canveying said meaning. Type can give th tet s sense of prsonaliy. Effective
ypography i the result of a heavly engage and passionae designer.

An aptanalogy woud be that seasoning i 1o foad as typography it txt. Comic Sans.
st use for manstream corporae banding because it does relec professiona

iy, Tomata Ketohup because W

and qulites are completel diffren. dealy. seasoning should complement the aer
ingrcients. I typography doesn't suppart s undertying txt i as effctiv as buring
1008 t account for s bad flavour,Caoking and desig ar the same inth sense thal
the armony they create i not rangom but s calculated Balanc.

Wichael Biert simpliie typefaces as an ngreient. That ingredient could be inthe
vecipe of designor specificaly ypography. I th field of typography, typefaces make
up what coud b described as @ surface-level facade, Meanwhie there i an entire
universe of slements n he works. Each of these lements are other ingredients ke
negative space, kerning,leaing,alignment. elc.

Thepoint Berut is making s that whil typefaces are a mors prominent, o prhaps
more commnly known ingredient, they shaud not represent th larger scope oftpog
raphy. Whatatrbuts typography is ot simplyth fot tha was chosen.Nor i it any
other sole staple of typography previously mentone. The fabric of successful design s
the atof balancing, o even jugling these ingradients. O course, tis s amang many
other aspects like originaly, reevance, an the confines of a garicular poject
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spacing o a typograhic arangement o the density of body text. Negative space can be
found i even more abiract genres Lke writing. na nove,the dtals an author adds to
grou. In a naratie, co s th detals thatar ot ou,

The amount of space a person has o use thei inagiation affects how engaged they
a1 with a given wark, When an author describe everytfing, it eshaust the reader.
Praminent lteature suggests themes and emations without explcty spaon-feeting
th reader. I typogaphy. a maximalist appoach s often rare Whn thee s o nega-
tive space, her s o herachy. In summary. negativ space iscruial o ot Just how
samthing presents but how it ees o engage wih .
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It's a cliché, but typefaces are
really just ingredients.

SUMMARY

The worldoftypogeaphy i full o rles and uidelines. Negtive
space s one ofthose rules tha is often forgotten about. I'sthe
empty spac around the text and ' cruial o typography.

Design s meant o be a form of seducton. t hs to engage s aud-
enca insome way. Simulting peopl's imagination or poking them
with humor, for istance. I's ot about creating a prety picture,
it about creating something tha speaks to the sirt of the
subject. Design should go beyond being functional, it must have
emotional resanancs,

Ther s 2 magnificent comman denaminator betwee the feds of typography and math
emaic. Th growth oftheirfield reles o the practie of bending, o enirely beaking

ones, bu the ones thalmake upthe framework of how tese ields are taught. I typog
raphy and math,th intialcuriculum s rgid and near. Howevr,the further someone
aivances. the mor Gberty can b taken i how that cuiculam s used.

The majority of typography adhers tothe confines of a gri. Although it is common
for  designr to ntentionally desert th grid for a dsign. I th world of mathemat
ies, we are taughtframeworks ke the ardar of operations. A predsfined seres of
actions tha reslt i a solved problem. Wia s laer aught i that you an save any
equation with a varety of approaches. I th same in typography. you need to under-
tand the rues o ake a diferent approach

This quote lends el ta the foundationof successful design. Wheraartand design
overlap is i hei abilty to connectwith people expriencig th given medium, The
differenceis that atoften stop short of functionality. Greiman stats that design
servs a function,the seduction of nlagkers. dealy a combinationof both visually
and emotionaly satisfying content

In aiton, Greiman encourages design 1 go beyand a purely visual appel. The shal-
lowest depth o a successful design could be someons engaging with an appealing
desig. Based on s Greiman guote one can extraplate that a humanist design s
more engaging. The more a viewer cmotonaly connects, the more resanance the work
s, It couldbe argued that reiman claims that design s as much, or more, about
empathy than aestheics.

What defines spiri i a5 open-ended as questions get. Although, based o the context
o Paula Schers work. it coul be interpreted i a variety of ways. One interpretaton
being tha, while a gven tart has 2 sat meaning, the way it is portrayed s mportant
in conveying said meaning.Type can give th text s sense of personaliy. Effective
typography i the resul of a heavily engaged and passionate designer

An aptanalogy ol be tha seasoning s {0 food as ypography i to tex, Comic Sans
st used formainstream corporate branding because i doen relect profesianal-
iy, Tomato sauce shoul' e substtuted withketchup because thlr favour pofes
" dealy. saasoning should
ingrient. I typography doesn suppart s underying text s as effectiv as buring
sonse that

the harmany they creae s ot random but s calculated blance.

Michael Bierut simplifies typefaces as an ingrdient Tht ingredient coul be inthe
vecipes of design or speciicaly typography. I the feld of typography. typefaces make
up what could b doscribed as 2 surface-lovel facade. Meanhile, tere i an entire
unverseof eloments n the works. Each of these lements are other ingrediets ke
negatve space, kerning,leting,alignment. elc.

The goint Berut is making s that whil typefaces are a more prominent, or perfags
more commoly known ngredien, they shoud not repesent th lrger sope of typog
raphy. What atributs typography s ot simply the fot that was chosen.Nor i t any
ther sole staple of typography previusly mentones. The fabric of successfuldesign is
the atof balancing. o even jugging these ingredients O couse, tis s among many
ther aspects like rginaliy, relevnce, an the confines of a paricular poject
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e ground of a design
practce of utizig the space around . Negatve space is an elament i evry creative
medium. I typography. negative space i everywhere from counters n letrforms o the
spacing o a typographic artangement o the density of body txt. egative space can be
found i even more abstract genrs Lke writing. na nove,the detals anauthr adds to
ya grou. In naratie, thatare oft ot

The amount of space a person has ta use thei inagination affects how engaged they
ar witha given wark, When an author describe everyfng, it eshaust the readr.
Praminentlterature suggests themes and emations without explictly spaon-feeing
the reader. I typography listapprosch i ofte rare

tive spac, there s o hierarchy. I summary. negaive space i crucial 0 ot just how
samthing presents but how it ees o engage wih .
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SUMMARY

The worl o typography i full of ruls and guidelnes. Negative
space is one of those rules tha i aften forgotten about. s the
empty space around the text and ' crucial 1o typography.

Design s meant o be a form of seducton. t hs to engage s aud-
ence insome way. Simulating peopl's imagination or poking them
with humor, for istance. I's o about creating a prety picture,
it about creating something tha speaks to the sirt of the
subject. Design should go beyond being functiona, it must have
emotional resanance,
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Ther s 2 magnificent comman denaminator between the feds of typography and math
emaic. Th growth oftheirfild reles o the practie of bending, o enirely beaking

ones, but the ones thalmake upth framework of how these ields are taught. I typog
raphy and math,th intialcuriculum s rgid and near. However,the further someone
aivances, the mor Gberty can b taken i how that cuiculam s used.

The majority of typograghy adhere to the confines of a gri. Although it is comman
for  designr to ntentionally deser th grid for a dsign. I th world of mathemat
ies, we are taughtframeworks ke the ardar of operatons. A predsfined seres of
actions tha reslt i  solved problem. Wiat s laer aught i that you can save any
equation with a varety of approaches. I th same in typography. you need to under-
tand the rules o ake a diferent approach

Tis quot Lends st t th foundation of successful desig. Where art and design
overlap is i hei abilly to connectwithpeople expriencing the given medium, The
differenceis that atoften stop short of functionalty. Greiman stats that design
serves a function,th seduction of nlagkers. dealy a combination of both visully
and emotonaly satisfying coten

In atiton, Greiman encourages desin 1 go beyand a purely visual appal. The shal-
lowest depth o a successful design could be someone engaging with an appealing
design. Based on s Greiman quote, one can extraplate that a humanist design s
more engaging. The more a viewer emoionaly connects, the mare resanance the work
s, I couldbe argued that Greiman claims that design is as much,or more, about
empathy than aesthtics.

What define spiri i a5 open-ended as questions get. Athough, based o the context
of Paula Schers work. it coul be interpreted i a varietyof ways. One interpretaton
being tha, while a gven tart has 2 sat meaning, the way it is portrayed s mportant
in conveying said meaning. Type can give th tex s sense of personaliy. Efective
typography i the resul of a heavily engaged and passionate designer

An aptanalogy vl be tha seasoning s {0 food as typography i to tex, Comic Sans
st used for mainstream corporate branding because i doesn't ralect profesianal-
iy, Tomato sauce shoul' be substituted withketchup because thlr favour pofes
and qalites dealy. saasoning should

ingrdient. I typography doesn' suppart s underying text s as effectiv as buring

the harmany they creae s ot random but s caleulated blance.

Michae! iorut simplifies typefaces as an ngredient. That ingrediont could be inthe
vecipes of design or speciicaly typography. I the feld of typography, ypefaces make
up what could b describedas @ surface-lovel facade. Meanhie, tere i an entire
unverseof elements n the works. Each of these elements are other ingredients ke
negativespace, kerning,leting,alignment. el

The pant Bierut s making i that while typfaces ae a more prominent. o perhaps
more commanly known ingredient, thy shaud not represent th larger cope of typog
raphy. What atrbuts typograhy s ot simply the fot that was chosen. Nor i t any
ther sole staple of typography previously mentones. The fabric of successfuldesign is
the atof balancing. o even juggling these ingredents. O course, i is among many
ther aspects like orgialy, rlovance, an the confines of a pareular poject
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The worl o typography i full of ruls and guidelnes. Negative
space s one of those rules tha s aften forgotten about. I'sthe
empty space around the text and ' crucial 1o typography.

Design s meant o be a form of seducton. t hs t engage s aud-
ence insome way. Stimulting peopl's imagination or poking them
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Ther s 2 magnificent comman denaminator between the feds of typography and math
emaic. Th growth oftheirfild reles o the practie of bending, o enirely beaking

ones, bu te ones thalmake upthe framework of how tese ields are taught. I typog
raphy and math,th intialcuriculum s rgid and near. Howeer,the further someone
aivances. the mor Gberty can b taken i how that curiculam s used.

The majorty of typography adhere to the confines of a gri. Although it is common
for  designr to ntentionally deser th grid for a dsign. I th world of mathemal
ies, we are taught frameworks ke the ardar of operations. A predsfined seres of
actions tha reslt n a solved problem. Wiat s laer aught i that you an save any
equation with a varety of approaches. s th same in typography. you need to under-
stand the rules 1o ake a diferent approach

n

Tis quot Lends st t th foundation of suecessful desig. Where art and dsign
overlap s i hei abilly to connectwithpeople expriencing th given medium, The
differenceis that atoften stop short of functionality. Greiman states that design
serves a function,th seduction of nlagkers. dealy a combination of both visully
and emotionaly satisfying conten

In aiton, Greiman encaurages design 1 go beyand a purely visual appeal. The sl
lowest depth o a successful design could be someone engaging with an appealing
design. Based on s Greiman quote, one can extraplate that a humanist design s
more engaging. The more a viewer emoionaly connects, the more resanance the work
s, I couldbe argued that Greiman claims that design is as much,or more, about
empathy than aesthetics.

What defines spiri i a5 open-ended as questions get. Although, based o the contex
o Paula Schers work. it coul be interpreted i a varietyof ways. One interpretaton
being tha, while a gven taxt has 2 sat meaning, the way it is portrayed s mportant
in conveying said meaning.Type can give th text s sense of personaliy. Efective
typography i the resul of a heavily engaged and passionate designer

An aptanalogy vould be tha seasoning s {0 food as typography i to tex, Comic Sans
st used for mainstream corporate branding because i doen't ralect profesianal-
iy, Tomato sauce shoul' e substituted withketchup because thlr favour pofes
" dealy. saasoning should
ingrdient. I typograhy doesn suppart s underying tex. I as effectiv as buring
sonse that

the harmany they creae s ot random but s clcuated blance.

15

Michas! Biorut simplifies typefaces as an ngredient. Tht ingrediont could be inthe
vecipes of design or speciicaly typography. I the feld of typography, ypefaces make
up what could b described as @ surface-lovel facade. Maanhie, tere i an entire
urverseof eloments n the works. Each of these elements are other ingrediets ke
negativespace, kerning,leting,alignment. elc.

The pant Bierut s making i that while typfaces ae a more prominnt. o perhaps
more commnly known ingredient, thy shaud not represent th larger cope of typog
raphy. What atrbuts typography s ot imply the fot tha was chosen. Nor i t any
ther sole staple of typography previously mentones. The fabric of successfuldesign is
the atof balancing. o even jugging these ingredents. O course, i is among many
ther aspects like orgialy, rlevance, an the confines of a pareular poject
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INTRODUCTION

When designing. s important o Keep i mind that words have
sir. Typography has s, and s importan to pay altenton
101ts personality as you g trough th proces of desig. The
best desgners have a clear understanding of ther usar base
and can commuricate thl vison,

the ground of a design
practce of ulzing the space around it Negalve space is an element i evry creatie
medium. I typography. negative space i everywhere from countars nltterforms to the
spacing o a typographic arrangement o the density of body text. Negative space can be
found i even more abtractgenrs Lke wrting. na nove,the dtals an author adds fo
theirstoryar the oreground. 1 a naratie, negaive sace s the detlsthat ar et au.

Tho amourt of spaca a parson has to use thoirmagination affocts how engaged they
are witha given wark. When an author describe everyhing, it eshaust te reader.
Prominent Ltature suggests themes and emations withoutexplictly spaon-feing
the reader. In typagraphy. a maxinalst appraach is aften rare. When thre is o nege-
v space. thers i no hierarchy. In summary. negative spac i crucial 1o not usthow
sameting presents but haw i feels o engage wih i
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By all means break the rules,
and break them beautifully,
deliberately and well.
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Design must seduce, shape, and
perhaps more importantly, evoke
an emotional response.
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Words have meaning,
type has spirit.

6
MICHAEL BIERUT

It's a cliché, but typefaces are
really just ingredients.
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SUMMARY

The worldof typography i full o rles and uidelines. Negative
space is an of those rules tha i aften forgotten about. I'sthe
empty space aroundthe text and ' crucia 1o typography.

Design s meant 0 b a form ofseducton. It hs to engage s aud-
ence insome way. Stimulating eople’s imagination or poking them
with humor, forinstance. Is ot about creating 2 prety picture,
it about creatng something tht speaks to the st of the
subject. Design should go beyond being functiona, it must have
emotional resanance,
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Easly one of thobest ooks an dsign from th top
desig student out of Ontario Colege of Artand Design
University.In fact,one of thebest books ever

Disne Mikhael

Covering the philosophy of topis Uke typography and
design makes this o necisary read or typographers
and desigors alke, Ingrdions o Desig a Rcipe for
Hestheics is Jackson Critenden’s debut ook faturing
quotes from logendary designrs such as Paula Seher,

AprilGreiman,and Jan Tachichold
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the pography and math-
ematic. Th growth ofthlrfld reles on the practie of bending, o enirely breaking
thei respectiv princpls. The prinipes hatcan bebrokan, ae na the foundational
ones, bt the ones thal make up th framework o how tese ield are taught. I typog-
raphy and mah,th initial curiculum i rgid and near. Howeer,th furter someone
atvances, the more Uberty can b taken i how that curiculam s usec.

The majrity of typography adheres to the confines of  grid. Although t s common
for  designr o intenionally desert the gid for a design. I the world of mathemat-
ies, we are taught frameworks Uke th ardar of operatons. A predsfinedseres of
actions tha reult n  solved problem. Wia s Laer taught i that you an save any
equation with a variety of approaches. I the same in typography, you need 1o under-
standth rules o take a diferent approsch

This quote tends el to the foundstionof successful design. Where art and design
ovelap is i hei abily to connect withpeople expriencing the given medium, The
difference is that atoften stop short offunctionality. eimn states that design
servs a uncton,the seduction of onloakers, dealy a combination of both visally
and emotionaly satisfying content

In aditon, Greiman encaurages design 1 go beyand a purely visual appal. The shal-
lowest depth o a successful design could be someone engaging with an appealing
desig. Based on this Greiman quote, one can extraplate that a humanist design s
more engaging. The more a viewer emotonaly conneets, the more resanance the work
s, It couldbe argued that reiman claims that design s as much, or more, about
empathy than sesthetics.

What deines spiri i a5 open-ended as questions gel. Athough, based o the context
of Paula Schers work it coul be inerpreted i a varietyof ways. One interpretaton
being tha, wilea gven taxt has 3 set meaning, the way itis portrayed s mportant
in conveying saié meaning. Type can give th tet s sense of prsonaliy. Effctive
ypography i th result of  heavly engaged and passionat designer.

An aptanalogy waud be tha seasoning i 10 foad as typography it txt, Comic Sas.
doesntreflct professi
iy, Tomato sauce should' be substtuted withketchup because thlr favour profles
and qalites ent. deal, seasoning shoud
ingrcient. I typograhy doesn't suppart s underlying text I as effectiv as buming
flavour that
the harmony they create i nt andom but s  calulated balance,
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Michaet iert simplifies typefaces as an ngredient. That ingedient could be inthe
vecipes of designor speciiealytypograhy. In th feld of typography, ypefaces make
up what could be described as asurface-level facade. Meanwhie, tere i an entire
uriverseof elements in the works. Esch of these elements are other ingrediens ke
negativespace, kerning,leating,alignment. elc.

The paint Bieut s making i that while typefaces e a more prominent, o perhaps
more commonly knowningredient, they shaud not represent th lrger cope o typog-
raphy. What atributs lypogaphy s ot simply the fot tha was chosen.Nor i it any
ther sole staple of typography previously mentoned. The fabric of successfuldesign s
the atof balancing. o even jugging these ingredents. O caurse, tis is amang many
ther aspects lie orgialy, relevance, an the confines of  partcular poject
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medium. I typography. negative spaceis cverywhere from counters nltterforms to the
spacing of a typographic arrangement o the density of body text. Negative space can be
found i even more abtractgenrs Lke writing. na nove,the dtals an author adds to
theirstoryar the oreground. 1 a naraie, negative sace s the detlsthat ar et o,

Tho amourt of spaca a parson has o use thoir imagination affocts how engaged they
are witha given wark. When an author describes everyhing, it eshausts te reader.
Prominent Ltsatur suggests themes and emations withoutexplictly spaon-feing
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Desig s meant o b a form of seducton. t hs to engage s aud-
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with humor, for instance. s ot about creating a prety pictue,
it about creating something tha speaks to the sirt of the
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the pography and math-
ematic. Th growth ofthlrfld reles on the practie of bending, o eniely breaking
thei respectiv princpls. The prinipes hatcan bebrokan, ae na the foundational
ones, bt the ones that make up th framework o how tese ields are taught. I typog-
raphy and mah,th inital curiculum s rgid and near. Howeer,th furter someone
atvances, the o Uberty can b taken i how that curiculam s usec.

The majrity of typography adheres to the confines of  grid. Although t s common
for  designr o intenionally desert the gid for a design. I the world of mathemat-
ies, we are taught frameworks Uk the ardar of operatons. A predsfined seres of
actons tha resultin  soled problem, Wha s laer taught i that you an save any
equation with a variety of aproaches. s the same in typography, you need 1o under-
standth rules o take a diferent approsch

This quote tends el to the foundstionof successful design. Where art and design
ovelap is i hei abily to connect withpeople experiencing the given medium, The
difference is that atoften stop short offunctionality. Greimn stats that design
servs a uncton,the seductionof onloakers dealy a combinationof both visally
and emotionaly satisfying content

In aditon, Greiman encourages design 1 go beyand a purely visual appeal. The shal-
lowest depth o a successful design coul be someone engaging with an appealing
desig. Based on this Greiman guote, one can extraplate that a humanist design s
more engaging. The more a viewer emotonaly conneets, the more resanance the work
s, It couldbe argued that reiman claims that design s as much, or more, about
empathy than aesthetics.

What deines spiri i a5 open-ended as questions gel. Athough, based o the context
of Paula Schers wark it coul be interpreted i a varetyof ways. One interpretaton
beingtha, il a gven taxt has 3 set meaning, the way itis portrayed s mportant
in conveying sa meaning. Type can give th tet s sense of prsonaliy. Efctive
ypography i th result of  heavly engaged and passionat designer.

An aptanalogy waud be that seasoning i 10 foad as typography it txt. Comic Sas.
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ingrecients. I typograhy doesn't suppart s underlying text I as effectiv as buming
flavour that

the harmony they reate i nt andom but s  calulated balance,
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Michael Biert simplifies typefaces as an ngredient. Tht ingedient coul be inthe
vecipes of designor speciicaly typography. I the feldoftypography. typefaces make
up what could bedescribed s a surface-love acade. Meaniile there is an entire
unverse of elements n the works. Esch of these elements are ofher ingredients ke
negativespace, kerning,leding,alignment etc.

The goin Berut is making s that whi typefaces are a more prominent, o perhaps
more commonly known ngredien, they shoud not repesent th lrger sope of typog
raphy. What atrbutes typography s ot simply the font tha was chosen. Nor i t any
ther sole staple of typography previously mentoned. The fabric of successfuldesign s
the art of alancig,or even juggling thes inrediets. Ofcaure, tis i amang many
other aspects like orgialy, relevnce, an the confines of a parculr poject




