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Theorhetical &
Literate Research

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

Some of my rough layouts.
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Visual Research
Colophon

These are the colophons I borrowed 
from. They tend to vary more than any 
other aspect of book design. 
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Table of Contents Back Cover Inner Title

These are the primary influneces for the listed sections of my book design.
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Covers
These are all from my 
bookshelf at home.

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. 
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Pagination
I looked at a lot of pages but I wanted to defer from these sort of text filled pages. Opting for 
more breathing room because a majority of my quotes are about, or involve, negative space. 
Althought, I did want to my pages to uniform like the pages I looked at. 
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Chapters Hierachy:
Body Text & Header

This is what ultimately inspired my 
pagination and my chapters. 

This chapter I really enjoyed because of the italics 
mirrored in the first line. However when I tried it 
in my design, it didnt fit the context. 
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Pragmatic Research
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Evolution by Spread
(From here onwards, everything is chronological 
by PAGE. Left to right, top to bottom.)

You’ll see in my first five drafts 
of each layout, I placed a literal 
hanging line in my design.

Even though I placed an actual line in, 
my intention was to remove it. I forgot 
to remove it in my process exports. 

I loved the look of this line however it 
didn’t serve a function. I rearranged it 
so it referenced my hangning line. The 
backbone of my design.

I kept the vertical second 
line because I felt it lent 
itself to the grid. 
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serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. The 
shallowest depth of a successful design could be someone engaging with an appeal-
ing design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics. 
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INTRODUCTION
When designing, it’s important to keep in mind that words have 
spirit. Typography has a soul, and it’s important to pay attention  
to its personality as you go through the process of design. The  
best designers have a clear understanding of their user base  
and can communicate that vision.

1

Same pt size but I used weight 
to establish hierachy in the 
table of contents.

Around my third draft I reordered 
the chapters to better fit my table 
of contents. Something you’ll see 
in the following spreads.
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Design must seduce, shape, and 

perhaps more importantly, evoke 

an emotional response.

APRIL GREIMAN

This quote lends itself to the foundation of successful design. Where art 

and design overlap is in their ability to connect with people experiencing the given 

medium. The difference is that art often stops short of functionality. Greiman 

states that design serves a function, the seduction of onlookers. Ideally a combi-

nation of both visually and emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. 

The shallowest depth of a successful design could be someone engaging with an 

appealing design. Based on this Greiman quote, one can extrapolate that a human-

ist design is more engaging. The more a viewer emotionally connects, the more 

resonance the work has. It could be argued that Greiman is claiming that design is 

as much, or more, about empathy than aesthetics. 

Design must seduce, shape, and perhaps 

more importantly, evoke an emotional re-

sponse.

APRIL GREIMAN
This quote lends itself to the foundation of successful design. Where art and 
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more engaging. The more a viewer emotionally connects, the more resonance the work 
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White space is to be regarded as an active 

element, not a passive background.

JAN TSCHICHOLD
Tschichold states that the obvious foreground of a design overshadows the 

important practice of utilizing the space around it. Negative space is an element in every 
creative medium. In typography, negative space is everywhere from counters in letter-
forms to the spacing of a typographic arrangement to the density of body text. Negative 
space can be found in even more abstract genres like writing. In a novel, the details 
an author adds to their story are the foreground. In a narrative, negative space is the 
details that are left out.

The amount of space a person has to use their imagination affects how engaged 
they are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it. 
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In each of the chapter spreads, I 
messed around with the width of the 
quote because they vary in length. I 
wanted them to be uniforms
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Words have meaning, type has 

spirit.

PAULA SCHER

What defines spirit is as open-ended as questions get. Although, based on 

the context of Paula Schers’ work, it could be interpreted in a variety of ways. One 

interpretation being that, while a given text has a set meaning, the way it is por-

trayed is important in conveying said meaning. Type can give the text its sense of 

personality. Effective typography is the result of a heavily engaged and passionate 

designer.

An apt analogy would be that seasoning is to food as typography is to text. 

Comic Sans isn’t used for mainstream corporate branding because it doesn’t reflect 

professionality. Tomato sauce shouldn’t be substituted with ketchup because their 

flavour profiles and qualities are completely different. Ideally, seasoning should 

complement the other ingredients. If typography doesn’t support its underlying 

text, it’s as effective as burning food to account for its bad flavour. Cooking and 

design are the same in the sense that the harmony they create is not random but is 

a calculated balance. 
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By all means break the rules, and break 

them beautifully, deliberately and well.

ROBERT BRINGHURST There is a magnificent common denominator between the fields of typography 
and mathematics. The growth of their field relies on the practice of bending, or entirely 
breaking their respective principles. The principles that can be broken, are not the foun-
dational ones, but the ones that make up the framework of how these fields are taught. 
In typography and math, the initial curriculum is rigid and linear. However, the further 
someone advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is com-
mon for a designer to intentionally desert the grid for a design. In the world of mathe-
matics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach. 
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It’s a cliché, but typefaces are 

really just ingredients.

MICHAEL BIERUT

Michael Bierut simplifies typefaces as an ingredient. That ingredient could 

be in the recipes of design or specifically typography. In the field of typography, 

typefaces make up what could be described as a surface-level facade. Meanwhile, 

there is an entire universe of elements in the works. Each of those elements are 

other ingredients like negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or 

perhaps more commonly known ingredient, they should not represent the larger 

scope of typography. What attributes typography is not simply the font that was 

chosen. Nor is it any other sole staple of typography previously mentioned. The 

fabric of successful design is the art of balancing, or even juggling these ingredi-

ents. Of course, this is among many other aspects like originality, relevance, and 

the confines of a particular project. 
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Design must seduce, shape, and perhaps 

more importantly, evoke an emotional re-

sponse.

APRIL GREIMAN This quote lends itself to the foundation of successful design. Where art and 
design overlap is in their ability to connect with people experiencing the given medium. 
The difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. The 
shallowest depth of a successful design could be someone engaging with an appeal-
ing design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics. 
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By all means break the rules, 

and break them beautifully, de-

liberately and well.

ROBERT BRINGHURST

There is a magnificent common denominator between the fields of typogra-

phy and mathematics. The growth of their field relies on the practice of bending, or 

entirely breaking their respective principles. The principles that can be broken, are 

not the foundational ones, but the ones that make up the framework of how these 

fields are taught. In typography and math, the initial curriculum is rigid and linear. 

However, the further someone advances, the more liberty can be taken in how that 

curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is 

common for a designer to intentionally desert the grid for the purpose of a design. 

In the world of mathematics, we are taught frameworks like the order of opera-

tions. A predefined series of actions that result in a solved problem. What is later 

taught is that you can solve any equation with a variety of approaches. It’s exactly 

the same in typography, you need to understand the rules to take a different 

approach. 
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Words have meaning, type has spirit.

PAULA SCHER What defines spirit is as open-ended as questions get. Although, based on the 
context of Paula Schers’ work, it could be interpreted in a variety of ways. One interpre-
tation being that, while a given text has a set meaning, the way it is portrayed is import-
ant in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic 
Sans isn’t used for mainstream corporate branding because it doesn’t reflect profession-
ality. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance. 
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White space is to be regarded as 

an active element, not a passive 

background.

JAN TSCHICHOLD

Tschichold is stating that the obvious foreground of a design overshadows 

the important practice of utilizing the space around it. Negative space is an ele-

ment in every creative medium. In typography, negative space is everywhere from 

counters in letterforms to the spacing of a typographic arrangement to the density 

of body text. Negative space can be found in even more abstract genres like writ-

ing. In a novel, the details an author adds to their story are the foreground. In a 

narrative, negative space is the details that are left out.

Both typography and narratives utilize negative space as a buffer for cre-

ative breathing room. The amount of space a person has to use their imagina-

tion affects how engaged they are with a given work. When an author describes 

every aspect from scenery to facial expressions to the choices a character makes, 

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

out explicitly spoon-feeding the reader. In typography, really in all design, a max-

imalist approach is often rare. For example, posters hardly ever imitate a Where’s 

Waldo book. When there is no negative space, there is no hierarchy and without 

hierarchy, information gets lost. In summary, negative space is crucial to not just 

how something presents but how it feels to engage with it. 

White space is to be regarded as an active 

element, not a passive background.

JAN TSCHICHOLD
Tschichold states that the obvious foreground of a design overshadows the 

important practice of utilizing the space around it. Negative space is an element in every 
creative medium. In typography, negative space is everywhere from counters in letter-
forms to the spacing of a typographic arrangement to the density of body text. Negative 
space can be found in even more abstract genres like writing. In a novel, the details 
an author adds to their story are the foreground. In a narrative, negative space is the 
details that are left out.

The amount of space a person has to use their imagination affects how engaged 
they are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it. 

It’s a cliché, but typefaces are really just 

ingredients.

MICHAEL BIERUT Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in 
the recipes of design or specifically typography. In the field of typography, typefaces 
make up what could be described as a surface-level facade. Meanwhile, there is an 
entire universe of elements in the works. Each of those elements are other ingredients 
like negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or per-
haps more commonly known ingredient, they should not represent the larger scope 
of typography. What attributes typography is not simply the font that was chosen. Nor 
is it any other sole staple of typography previously mentioned. The fabric of success-
ful design is the art of balancing, or even juggling these ingredients. Of course, this is 
among many other aspects like originality, relevance, and the confines of a particular 
project. 
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up what could be described as a surface-level facade. Meanwhile, there is an entire 
universe of elements in the works. Each of those elements are other ingredients like 
negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or perhaps 
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Previously the number above the quotes 
were my page numbers. After running 
it passed serveral friends, it was obvious 
how unclear it was as a page number.

I then changed the number to the number 
of the chapter. Then added regular page 
numbers (which was a requirement). 
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SUMMARY
The world of typography is full of rules and guidelines. Negative 
space is one of those rules that is often forgotten about. It’s the 
empty space around the text and it’s crucial to typography.

Design is meant to be a form of seduction. It has to engage its audi-
ence in some way. Stimulating people’s imagination or poking them 
with humor, for instance. It’s not about creating a pretty picture, 
it’s about creating something that speaks to the spirit of the 
subject. Design should go beyond being functional, it must have 
emotional resonance.
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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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Design must seduce, shape, and 

perhaps more importantly, evoke 

an emotional response.

APRIL GREIMAN

This quote lends itself to the foundation of successful design. Where art 

and design overlap is in their ability to connect with people experiencing the given 

medium. The difference is that art often stops short of functionality. Greiman 

states that design serves a function, the seduction of onlookers. Ideally a combi-

nation of both visually and emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. 

The shallowest depth of a successful design could be someone engaging with an 

appealing design. Based on this Greiman quote, one can extrapolate that a human-

ist design is more engaging. The more a viewer emotionally connects, the more 

resonance the work has. It could be argued that Greiman is claiming that design is 

as much, or more, about empathy than aesthetics. 

Words have meaning, type has 

spirit.

PAULA SCHER

What defines spirit is as open-ended as questions get. Although, based on 

the context of Paula Schers’ work, it could be interpreted in a variety of ways. One 

interpretation being that, while a given text has a set meaning, the way it is por-

trayed is important in conveying said meaning. Type can give the text its sense of 

personality. Effective typography is the result of a heavily engaged and passionate 

designer.

An apt analogy would be that seasoning is to food as typography is to text. 

Comic Sans isn’t used for mainstream corporate branding because it doesn’t reflect 

professionality. Tomato sauce shouldn’t be substituted with ketchup because their 

flavour profiles and qualities are completely different. Ideally, seasoning should 

complement the other ingredients. If typography doesn’t support its underlying 

text, it’s as effective as burning food to account for its bad flavour. Cooking and 

design are the same in the sense that the harmony they create is not random but is 

a calculated balance. 

It’s a cliché, but typefaces are 

really just ingredients.

MICHAEL BIERUT

Michael Bierut simplifies typefaces as an ingredient. That ingredient could 

be in the recipes of design or specifically typography. In the field of typography, 

typefaces make up what could be described as a surface-level facade. Meanwhile, 

there is an entire universe of elements in the works. Each of those elements are 

other ingredients like negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or 

perhaps more commonly known ingredient, they should not represent the larger 

scope of typography. What attributes typography is not simply the font that was 

chosen. Nor is it any other sole staple of typography previously mentioned. The 

fabric of successful design is the art of balancing, or even juggling these ingredi-

ents. Of course, this is among many other aspects like originality, relevance, and 

the confines of a particular project. 

 

By all means break the rules, 

and break them beautifully, de-

liberately and well.

ROBERT BRINGHURST

There is a magnificent common denominator between the fields of typogra-

phy and mathematics. The growth of their field relies on the practice of bending, or 

entirely breaking their respective principles. The principles that can be broken, are 

not the foundational ones, but the ones that make up the framework of how these 

fields are taught. In typography and math, the initial curriculum is rigid and linear. 

However, the further someone advances, the more liberty can be taken in how that 

curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is 

common for a designer to intentionally desert the grid for the purpose of a design. 

In the world of mathematics, we are taught frameworks like the order of opera-

tions. A predefined series of actions that result in a solved problem. What is later 

taught is that you can solve any equation with a variety of approaches. It’s exactly 

the same in typography, you need to understand the rules to take a different 

approach. 

White space is to be regarded as 

an active element, not a passive 

background.

JAN TSCHICHOLD

Tschichold is stating that the obvious foreground of a design overshadows 

the important practice of utilizing the space around it. Negative space is an ele-

ment in every creative medium. In typography, negative space is everywhere from 

counters in letterforms to the spacing of a typographic arrangement to the density 

of body text. Negative space can be found in even more abstract genres like writ-

ing. In a novel, the details an author adds to their story are the foreground. In a 

narrative, negative space is the details that are left out.

Both typography and narratives utilize negative space as a buffer for cre-

ative breathing room. The amount of space a person has to use their imagina-

tion affects how engaged they are with a given work. When an author describes 

every aspect from scenery to facial expressions to the choices a character makes, 

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

out explicitly spoon-feeding the reader. In typography, really in all design, a max-

imalist approach is often rare. For example, posters hardly ever imitate a Where’s 

Waldo book. When there is no negative space, there is no hierarchy and without 

hierarchy, information gets lost. In summary, negative space is crucial to not just 

how something presents but how it feels to engage with it. 
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Design must seduce, shape, and perhaps 

more importantly, evoke an emotional re-

sponse.

APRIL GREIMAN
This quote lends itself to the foundation of successful design. Where art and 

design overlap is in their ability to connect with people experiencing the given medium. 
The difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. The 
shallowest depth of a successful design could be someone engaging with an appeal-
ing design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics. 

Words have meaning, type has spirit.

PAULA SCHER
What defines spirit is as open-ended as questions get. Although, based on the 

context of Paula Schers’ work, it could be interpreted in a variety of ways. One interpre-
tation being that, while a given text has a set meaning, the way it is portrayed is import-
ant in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic 
Sans isn’t used for mainstream corporate branding because it doesn’t reflect profession-
ality. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance. 

It’s a cliché, but typefaces are really just 

ingredients.

MICHAEL BIERUT
Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in 

the recipes of design or specifically typography. In the field of typography, typefaces 
make up what could be described as a surface-level facade. Meanwhile, there is an 
entire universe of elements in the works. Each of those elements are other ingredients 
like negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or per-
haps more commonly known ingredient, they should not represent the larger scope 
of typography. What attributes typography is not simply the font that was chosen. Nor 
is it any other sole staple of typography previously mentioned. The fabric of success-
ful design is the art of balancing, or even juggling these ingredients. Of course, this is 
among many other aspects like originality, relevance, and the confines of a particular 
project. 

By all means break the rules, and break 

them beautifully, deliberately and well.

ROBERT BRINGHURST
There is a magnificent common denominator between the fields of typography 

and mathematics. The growth of their field relies on the practice of bending, or entirely 
breaking their respective principles. The principles that can be broken, are not the foun-
dational ones, but the ones that make up the framework of how these fields are taught. 
In typography and math, the initial curriculum is rigid and linear. However, the further 
someone advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is com-
mon for a designer to intentionally desert the grid for a design. In the world of mathe-
matics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach. 

White space is to be regarded as an active 

element, not a passive background.

JAN TSCHICHOLD
Tschichold states that the obvious foreground of a design overshadows the 

important practice of utilizing the space around it. Negative space is an element in every 
creative medium. In typography, negative space is everywhere from counters in letter-
forms to the spacing of a typographic arrangement to the density of body text. Negative 
space can be found in even more abstract genres like writing. In a novel, the details 
an author adds to their story are the foreground. In a narrative, negative space is the 
details that are left out.

The amount of space a person has to use their imagination affects how engaged 
they are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it. 
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White space is to be regarded as an active 

element, not a passive background.

JAN TSCHICHOLD
Tschichold states that the obvious foreground of a design overshadows the 

important practice of utilizing the space around it. Negative space is an element in every 
creative medium. In typography, negative space is everywhere from counters in letter-
forms to the spacing of a typographic arrangement to the density of body text. Negative 
space can be found in even more abstract genres like writing. In a novel, the details 
an author adds to their story are the foreground. In a narrative, negative space is the 
details that are left out.

The amount of space a person has to use their imagination affects how engaged 
they are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it. 

By all means break the rules, and break 

them beautifully, deliberately and well.

ROBERT BRINGHURST There is a magnificent common denominator between the fields of typography 
and mathematics. The growth of their field relies on the practice of bending, or entirely 
breaking their respective principles. The principles that can be broken, are not the foun-
dational ones, but the ones that make up the framework of how these fields are taught. 
In typography and math, the initial curriculum is rigid and linear. However, the further 
someone advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is com-
mon for a designer to intentionally desert the grid for a design. In the world of mathe-
matics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach. 

Design must seduce, shape, and perhaps 

more importantly, evoke an emotional re-

sponse.

APRIL GREIMAN This quote lends itself to the foundation of successful design. Where art and 
design overlap is in their ability to connect with people experiencing the given medium. 
The difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. The 
shallowest depth of a successful design could be someone engaging with an appeal-
ing design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics. 

Words have meaning, type has spirit.

PAULA SCHER What defines spirit is as open-ended as questions get. Although, based on the 
context of Paula Schers’ work, it could be interpreted in a variety of ways. One interpre-
tation being that, while a given text has a set meaning, the way it is portrayed is import-
ant in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic 
Sans isn’t used for mainstream corporate branding because it doesn’t reflect profession-
ality. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance. 

It’s a cliché, but typefaces are really just 

ingredients.

MICHAEL BIERUT Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in 
the recipes of design or specifically typography. In the field of typography, typefaces 
make up what could be described as a surface-level facade. Meanwhile, there is an 
entire universe of elements in the works. Each of those elements are other ingredients 
like negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or per-
haps more commonly known ingredient, they should not represent the larger scope 
of typography. What attributes typography is not simply the font that was chosen. Nor 
is it any other sole staple of typography previously mentioned. The fabric of success-
ful design is the art of balancing, or even juggling these ingredients. Of course, this is 
among many other aspects like originality, relevance, and the confines of a particular 
project. 
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INTRODUCTION
This quote lends itself to the foundation of successful design. Where art and 

design overlap is in their ability to connect with people experiencing the given medium. 
The difference is that art often stops short of functionality. Greiman states that design 

serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content.
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White space is to be regarded as 

an active element, not a passive 

background.

JAN TSCHICHOLD
Tschichold states that the obvious foreground of a design overshadows the 

important practice of utilizing the space around it. Negative space is an element in every 
creative medium. In typography, negative space is everywhere from counters in letter-
forms to the spacing of a typographic arrangement to the density of body text. Negative 
space can be found in even more abstract genres like writing. In a novel, the details 
an author adds to their story are the foreground. In a narrative, negative space is the 
details that are left out.

The amount of space a person has to use their imagination affects how engaged 
they are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it. 

By all means break the rules, 

and break them beautifully, de-

liberately and well.

ROBERT BRINGHURST There is a magnificent common denominator between the fields of typography 
and mathematics. The growth of their field relies on the practice of bending, or entirely 
breaking their respective principles. The principles that can be broken, are not the foun-
dational ones, but the ones that make up the framework of how these fields are taught. 
In typography and math, the initial curriculum is rigid and linear. However, the further 
someone advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is com-
mon for a designer to intentionally desert the grid for a design. In the world of mathe-
matics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach. 

Design must seduce, shape, and 

perhaps more importantly, evoke 

an emotional response.

APRIL GREIMAN This quote lends itself to the foundation of successful design. Where art and 
design overlap is in their ability to connect with people experiencing the given medium. 
The difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. The 
shallowest depth of a successful design could be someone engaging with an appeal-
ing design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics. 

Words have meaning, type has 

spirit.

PAULA SCHER What defines spirit is as open-ended as questions get. Although, based on the 
context of Paula Schers’ work, it could be interpreted in a variety of ways. One interpre-
tation being that, while a given text has a set meaning, the way it is portrayed is import-
ant in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic 
Sans isn’t used for mainstream corporate branding because it doesn’t reflect profession-
ality. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance. 

It’s a cliché, but typefaces are 

really just ingredients.

MICHAEL BIERUT Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in 
the recipes of design or specifically typography. In the field of typography, typefaces 
make up what could be described as a surface-level facade. Meanwhile, there is an 
entire universe of elements in the works. Each of those elements are other ingredients 
like negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or per-
haps more commonly known ingredient, they should not represent the larger scope 
of typography. What attributes typography is not simply the font that was chosen. Nor 
is it any other sole staple of typography previously mentioned. The fabric of success-
ful design is the art of balancing, or even juggling these ingredients. Of course, this is 
among many other aspects like originality, relevance, and the confines of a particular 
project. 
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INTRODUCTION
This quote lends itself to the foundation of successful design. Where art and 

design overlap is in their ability to connect with people experiencing the given medium. 
The difference is that art often stops short of functionality. Greiman states that design 

serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content.
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White space is to be regarded as 

an active element, not a passive 

background.

JAN TSCHICHOLD
1

Tschichold states that the obvious foreground of a design overshadows the 
important practice of utilizing the space around it. Negative space is an element in every 
creative medium. In typography, negative space is everywhere from counters in letter-
forms to the spacing of a typographic arrangement to the density of body text. Negative 
space can be found in even more abstract genres like writing. In a novel, the details 
an author adds to their story are the foreground. In a narrative, negative space is the 
details that are left out.

The amount of space a person has to use their imagination affects how engaged 
they are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it. 

By all means break the rules, 

and break them beautifully, 

deliberately and well.

ROBERT BRINGHURST
3

There is a magnificent common denominator between the fields of typography 
and mathematics. The growth of their field relies on the practice of bending, or entirely 
breaking their respective principles. The principles that can be broken, are not the foun-
dational ones, but the ones that make up the framework of how these fields are taught. 
In typography and math, the initial curriculum is rigid and linear. However, the further 
someone advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is com-
mon for a designer to intentionally desert the grid for a design. In the world of mathe-
matics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach. 

Design must seduce, shape, and 

perhaps more importantly, evoke 

an emotional response.

APRIL GREIMAN
5

This quote lends itself to the foundation of successful design. Where art and 
design overlap is in their ability to connect with people experiencing the given medium. 
The difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually and 
emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. The 
shallowest depth of a successful design could be someone engaging with an appeal-
ing design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics. 

Words have meaning, 

type has spirit. 

PAULA SCHER
7

What defines spirit is as open-ended as questions get. Although, based on the 
context of Paula Schers’ work, it could be interpreted in a variety of ways. One interpre-
tation being that, while a given text has a set meaning, the way it is portrayed is import-
ant in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic 
Sans isn’t used for mainstream corporate branding because it doesn’t reflect profession-
ality. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance. 

It’s a cliché, but typefaces  

are really just ingredients.

MICHAEL BIERUT
9

Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in 
the recipes of design or specifically typography. In the field of typography, typefaces 
make up what could be described as a surface-level facade. Meanwhile, there is an 
entire universe of elements in the works. Each of those elements are other ingredients 
like negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or per-
haps more commonly known ingredient, they should not represent the larger scope of 
typography. What attributes typography is not simply the font that was chosen. Nor is it 
any other sole staple of typography previously mentioned. The fabric of successful design 
is the art of balancing, or even juggling these ingredients. Of course, this is among many 
other aspects like originality, relevance, and the confines of a particular project. 
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INTRODUCTION
This quote lends itself to the foundation of successful design. Where 
art and design overlap is in their ability to connect with people expe-
riencing the given medium. The difference is that art often stops 
short of functionality. Greiman states that design serves a function, 
the seduction of onlookers. Ideally a combination of both visually and 

emotionally satisfying content.
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White space is to be regarded as an 

active element, not a passive back-

ground.

JAN TSCHICHOLD
1

Tschichold states that the obvious foreground of a design overshadows the important 
practice of utilizing the space around it. Negative space is an element in every creative 
medium. In typography, negative space is everywhere from counters in letterforms to the 
spacing of a typographic arrangement to the density of body text. Negative space can be 
found in even more abstract genres like writing. In a novel, the details an author adds to 
their story are the foreground. In a narrative, negative space is the details that are left out.

The amount of space a person has to use their imagination affects how engaged they 
are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it. 

By all means break the rules, and 

break them beautifully, deliberately 

and well.

ROBERT BRINGHURST
3

There is a magnificent common denominator between the fields of typography and math-
ematics. The growth of their field relies on the practice of bending, or entirely breaking 
their respective principles. The principles that can be broken, are not the foundational 
ones, but the ones that make up the framework of how these fields are taught. In typog-
raphy and math, the initial curriculum is rigid and linear. However, the further someone 
advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is common 
for a designer to intentionally desert the grid for a design. In the world of mathemat-
ics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach. 

Design must seduce, shape, and 

perhaps more importantly, evoke an 

emotional response.

APRIL GREIMAN
5

This quote lends itself to the foundation of successful design. Where art and design 
overlap is in their ability to connect with people experiencing the given medium. The 
difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually 
and emotionally satisfying content. 

In addition, Greiman encourages design to go beyond a purely visual appeal. The shal-
lowest depth of a successful design could be someone engaging with an appealing 
design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics. 

Words have meaning, type has spirit.

PAULA SCHER
7

What defines spirit is as open-ended as questions get. Although, based on the context of 
Paula Schers’ work, it could be interpreted in a variety of ways. One interpretation being 
that, while a given text has a set meaning, the way it is portrayed is important in con-
veying said meaning. Type can give the text its sense of personality. Effective typography 
is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic Sans 
isn’t used for mainstream corporate branding because it doesn’t reflect professional-
ity. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance. 

It’s a cliché, but typefaces are really 

just ingredients.

MICHAEL BIERUT
9

Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in the rec-
ipes of design or specifically typography. In the field of typography, typefaces make up 
what could be described as a surface-level facade. Meanwhile, there is an entire uni-
verse of elements in the works. Each of those elements are other ingredients like nega-
tive space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or perhaps 
more commonly known ingredient, they should not represent the larger scope of typog-
raphy. What attributes typography is not simply the font that was chosen. Nor is it any 
other sole staple of typography previously mentioned. The fabric of successful design is 
the art of balancing, or even juggling these ingredients. Of course, this is among many 
other aspects like originality, relevance, and the confines of a particular project. 
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INTRODUCTION
When designing, it’s important to keep in mind that words have 
spirit. Typography has a soul, and it’s important to pay attention  
to its personality as you go through the process of design. The  
best designers have a clear understanding of their user base  
and can communicate that vision.
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White space is to be regarded as 

an active element, not a passive 

background.

JAN TSCHICHOLD
8

Tschichold states that the obvious foreground of a design overshadows the important 
practice of utilizing the space around it. Negative space is an element in every creative 
medium. In typography, negative space is everywhere from counters in letterforms to the 
spacing of a typographic arrangement to the density of body text. Negative space can be 
found in even more abstract genres like writing. In a novel, the details an author adds to 
their story are the foreground. In a narrative, negative space is the details that are left out.

The amount of space a person has to use their imagination affects how engaged they 
are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it.

By all means break the rules, 

and break them beautifully, de-

liberately and well.

ROBERT BRINGHURST
10

There is a magnificent common denominator between the fields of typography and math-
ematics. The growth of their field relies on the practice of bending, or entirely breaking 
their respective principles. The principles that can be broken, are not the foundational 
ones, but the ones that make up the framework of how these fields are taught. In typog-
raphy and math, the initial curriculum is rigid and linear. However, the further someone 
advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is common 
for a designer to intentionally desert the grid for a design. In the world of mathemat-
ics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach.

Design must seduce, shape, and 

perhaps more importantly, evoke 

an emotional response.

APRIL GREIMAN
12

This quote lends itself to the foundation of successful design. Where art and design 
overlap is in their ability to connect with people experiencing the given medium. The 
difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually 
and emotionally satisfying content.

In addition, Greiman encourages design to go beyond a purely visual appeal. The shal-
lowest depth of a successful design could be someone engaging with an appealing 
design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics.

Words have meaning,  

type has spirit.

PAULA SCHER
14

What defines spirit is as open-ended as questions get. Although, based on the context 
of Paula Schers’ work, it could be interpreted in a variety of ways. One interpretation 
being that, while a given text has a set meaning, the way it is portrayed is important 
in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic Sans 
isn’t used for mainstream corporate branding because it doesn’t reflect professional-
ity. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance.

It’s a cliché, but typefaces are 

really just ingredients.

MICHAEL BIERUT
16

Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in the 
recipes of design or specifically typography. In the field of typography, typefaces make 
up what could be described as a surface-level facade. Meanwhile, there is an entire 
universe of elements in the works. Each of those elements are other ingredients like 
negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or perhaps 
more commonly known ingredient, they should not represent the larger scope of typog-
raphy. What attributes typography is not simply the font that was chosen. Nor is it any 
other sole staple of typography previously mentioned. The fabric of successful design is 
the art of balancing, or even juggling these ingredients. Of course, this is among many 
other aspects like originality, relevance, and the confines of a particular project.

SUMMARY
The world of typography is full of rules and guidelines. Negative 
space is one of those rules that is often forgotten about. It’s the 
empty space around the text and it’s crucial to typography.

Design is meant to be a form of seduction. It has to engage its audi-
ence in some way. Stimulating people’s imagination or poking them 
with humor, for instance. It’s not about creating a pretty picture, 
it’s about creating something that speaks to the spirit of the 
subject. Design should go beyond being functional, it must have 
emotional resonance.
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INTRODUCTION
When designing, it’s important to keep in mind that words have 
spirit. Typography has a soul, and it’s important to pay attention  
to its personality as you go through the process of design. The  
best designers have a clear understanding of their user base  
and can communicate that vision.
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White space is to be regarded as 

an active element, not a passive 

background.

JAN TSCHICHOLD
8

Tschichold states that the obvious foreground of a design overshadows the important 
practice of utilizing the space around it. Negative space is an element in every creative 
medium. In typography, negative space is everywhere from counters in letterforms to the 
spacing of a typographic arrangement to the density of body text. Negative space can be 
found in even more abstract genres like writing. In a novel, the details an author adds to 
their story are the foreground. In a narrative, negative space is the details that are left out.

The amount of space a person has to use their imagination affects how engaged they 
are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it.

By all means break the rules, 

and break them beautifully,  

deliberately and well.

ROBERT BRINGHURST
10

There is a magnificent common denominator between the fields of typography and math-
ematics. The growth of their field relies on the practice of bending, or entirely breaking 
their respective principles. The principles that can be broken, are not the foundational 
ones, but the ones that make up the framework of how these fields are taught. In typog-
raphy and math, the initial curriculum is rigid and linear. However, the further someone 
advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is common 
for a designer to intentionally desert the grid for a design. In the world of mathemat-
ics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach.

Design must seduce, shape, and 

perhaps more importantly, evoke 

an emotional response.

APRIL GREIMAN
12

This quote lends itself to the foundation of successful design. Where art and design 
overlap is in their ability to connect with people experiencing the given medium. The 
difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually 
and emotionally satisfying content.

In addition, Greiman encourages design to go beyond a purely visual appeal. The shal-
lowest depth of a successful design could be someone engaging with an appealing 
design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics.

Words have meaning,  

type has spirit.

PAULA SCHER
14

What defines spirit is as open-ended as questions get. Although, based on the context 
of Paula Schers’ work, it could be interpreted in a variety of ways. One interpretation 
being that, while a given text has a set meaning, the way it is portrayed is important 
in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic Sans 
isn’t used for mainstream corporate branding because it doesn’t reflect professional-
ity. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance.

It’s a cliché, but typefaces are 

really just ingredients.

MICHAEL BIERUT
16

Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in the 
recipes of design or specifically typography. In the field of typography, typefaces make 
up what could be described as a surface-level facade. Meanwhile, there is an entire 
universe of elements in the works. Each of those elements are other ingredients like 
negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or perhaps 
more commonly known ingredient, they should not represent the larger scope of typog-
raphy. What attributes typography is not simply the font that was chosen. Nor is it any 
other sole staple of typography previously mentioned. The fabric of successful design is 
the art of balancing, or even juggling these ingredients. Of course, this is among many 
other aspects like originality, relevance, and the confines of a particular project.

SUMMARY
The world of typography is full of rules and guidelines. Negative 
space is one of those rules that is often forgotten about. It’s the 
empty space around the text and it’s crucial to typography.

Design is meant to be a form of seduction. It has to engage its audi-
ence in some way. Stimulating people’s imagination or poking them 
with humor, for instance. It’s not about creating a pretty picture, 
it’s about creating something that speaks to the spirit of the 
subject. Design should go beyond being functional, it must have 
emotional resonance.
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INTRODUCTION
When designing, it’s important to keep in mind that words have 
spirit. Typography has a soul, and it’s important to pay attention  
to its personality as you go through the process of design. The  
best designers have a clear understanding of their user base  
and can communicate that vision.
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White space is to be regarded as 

an active element, not a passive 

background.

JAN TSCHICHOLD
8

Tschichold states that the obvious foreground of a design overshadows the important 
practice of utilizing the space around it. Negative space is an element in every creative 
medium. In typography, negative space is everywhere from counters in letterforms to the 
spacing of a typographic arrangement to the density of body text. Negative space can be 
found in even more abstract genres like writing. In a novel, the details an author adds to 
their story are the foreground. In a narrative, negative space is the details that are left out.

The amount of space a person has to use their imagination affects how engaged they 
are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it.

By all means break the rules, 

and break them beautifully,  

deliberately and well.

ROBERT BRINGHURST
10

There is a magnificent common denominator between the fields of typography and math-
ematics. The growth of their field relies on the practice of bending, or entirely breaking 
their respective principles. The principles that can be broken, are not the foundational 
ones, but the ones that make up the framework of how these fields are taught. In typog-
raphy and math, the initial curriculum is rigid and linear. However, the further someone 
advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is common 
for a designer to intentionally desert the grid for a design. In the world of mathemat-
ics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach.

Design must seduce, shape, and 

perhaps more importantly, evoke 

an emotional response.

APRIL GREIMAN
12

This quote lends itself to the foundation of successful design. Where art and design 
overlap is in their ability to connect with people experiencing the given medium. The 
difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually 
and emotionally satisfying content.

In addition, Greiman encourages design to go beyond a purely visual appeal. The shal-
lowest depth of a successful design could be someone engaging with an appealing 
design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics.

Words have meaning,  

type has spirit.

PAULA SCHER
14

What defines spirit is as open-ended as questions get. Although, based on the context 
of Paula Schers’ work, it could be interpreted in a variety of ways. One interpretation 
being that, while a given text has a set meaning, the way it is portrayed is important 
in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic Sans 
isn’t used for mainstream corporate branding because it doesn’t reflect professional-
ity. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance.

It’s a cliché, but typefaces are 

really just ingredients.

MICHAEL BIERUT
16

Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in the 
recipes of design or specifically typography. In the field of typography, typefaces make 
up what could be described as a surface-level facade. Meanwhile, there is an entire 
universe of elements in the works. Each of those elements are other ingredients like 
negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or perhaps 
more commonly known ingredient, they should not represent the larger scope of typog-
raphy. What attributes typography is not simply the font that was chosen. Nor is it any 
other sole staple of typography previously mentioned. The fabric of successful design is 
the art of balancing, or even juggling these ingredients. Of course, this is among many 
other aspects like originality, relevance, and the confines of a particular project.

SUMMARY
The world of typography is full of rules and guidelines. Negative 
space is one of those rules that is often forgotten about. It’s the 
empty space around the text and it’s crucial to typography.

Design is meant to be a form of seduction. It has to engage its audi-
ence in some way. Stimulating people’s imagination or poking them 
with humor, for instance. It’s not about creating a pretty picture, 
it’s about creating something that speaks to the spirit of the 
subject. Design should go beyond being functional, it must have 
emotional resonance.
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Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it.

10

By all means break the rules, 

and break them beautifully,  

deliberately and well.

ROBERT BRINGHURST
2

11
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ematics. The growth of their field relies on the practice of bending, or entirely breaking 
their respective principles. The principles that can be broken, are not the foundational 
ones, but the ones that make up the framework of how these fields are taught. In typog-
raphy and math, the initial curriculum is rigid and linear. However, the further someone 
advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is common 
for a designer to intentionally desert the grid for a design. In the world of mathemat-
ics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
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This quote lends itself to the foundation of successful design. Where art and design 
overlap is in their ability to connect with people experiencing the given medium. The 
difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually 
and emotionally satisfying content.

In addition, Greiman encourages design to go beyond a purely visual appeal. The shal-
lowest depth of a successful design could be someone engaging with an appealing 
design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics.
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What defines spirit is as open-ended as questions get. Although, based on the context 
of Paula Schers’ work, it could be interpreted in a variety of ways. One interpretation 
being that, while a given text has a set meaning, the way it is portrayed is important 
in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic Sans 
isn’t used for mainstream corporate branding because it doesn’t reflect professional-
ity. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance.
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Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in the 
recipes of design or specifically typography. In the field of typography, typefaces make 
up what could be described as a surface-level facade. Meanwhile, there is an entire 
universe of elements in the works. Each of those elements are other ingredients like 
negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or perhaps 
more commonly known ingredient, they should not represent the larger scope of typog-
raphy. What attributes typography is not simply the font that was chosen. Nor is it any 
other sole staple of typography previously mentioned. The fabric of successful design is 
the art of balancing, or even juggling these ingredients. Of course, this is among many 
other aspects like originality, relevance, and the confines of a particular project.
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SUMMARY
The world of typography is full of rules and guidelines. Negative 
space is one of those rules that is often forgotten about. It’s the 
empty space around the text and it’s crucial to typography.

Design is meant to be a form of seduction. It has to engage its audi-
ence in some way. Stimulating people’s imagination or poking them 
with humor, for instance. It’s not about creating a pretty picture, 
it’s about creating something that speaks to the spirit of the 
subject. Design should go beyond being functional, it must have 
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spirit. Typography has a soul, and it’s important to pay attention  
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and can communicate that vision.
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Tschichold states that the obvious foreground of a design overshadows the important 
practice of utilizing the space around it. Negative space is an element in every creative 
medium. In typography, negative space is everywhere from counters in letterforms to the 
spacing of a typographic arrangement to the density of body text. Negative space can be 
found in even more abstract genres like writing. In a novel, the details an author adds to 
their story are the foreground. In a narrative, negative space is the details that are left out.

The amount of space a person has to use their imagination affects how engaged they 
are with a given work. When an author describes everything, it exhausts the reader. 
Prominent literature suggests themes and emotions without explicitly spoon-feeding 
the reader. In typography, a maximalist approach is often rare. When there is no nega-
tive space, there is no hierarchy. In summary, negative space is crucial to not just how 
something presents but how it feels to engage with it.
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There is a magnificent common denominator between the fields of typography and math-
ematics. The growth of their field relies on the practice of bending, or entirely breaking 
their respective principles. The principles that can be broken, are not the foundational 
ones, but the ones that make up the framework of how these fields are taught. In typog-
raphy and math, the initial curriculum is rigid and linear. However, the further someone 
advances, the more liberty can be taken in how that curriculum is used.

The majority of typography adheres to the confines of a grid. Although it is common 
for a designer to intentionally desert the grid for a design. In the world of mathemat-
ics, we are taught frameworks like the order of operations. A predefined series of 
actions that result in a solved problem. What is later taught is that you can solve any 
equation with a variety of approaches. It’s the same in typography, you need to under-
stand the rules to take a different approach.
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an emotional response.

APRIL GREIMAN
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This quote lends itself to the foundation of successful design. Where art and design 
overlap is in their ability to connect with people experiencing the given medium. The 
difference is that art often stops short of functionality. Greiman states that design 
serves a function, the seduction of onlookers. Ideally a combination of both visually 
and emotionally satisfying content.

In addition, Greiman encourages design to go beyond a purely visual appeal. The shal-
lowest depth of a successful design could be someone engaging with an appealing 
design. Based on this Greiman quote, one can extrapolate that a humanist design is 
more engaging. The more a viewer emotionally connects, the more resonance the work 
has. It could be argued that Greiman claims that design is as much, or more, about 
empathy than aesthetics.

14
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What defines spirit is as open-ended as questions get. Although, based on the context 
of Paula Schers’ work, it could be interpreted in a variety of ways. One interpretation 
being that, while a given text has a set meaning, the way it is portrayed is important 
in conveying said meaning. Type can give the text its sense of personality. Effective 
typography is the result of a heavily engaged and passionate designer.

An apt analogy would be that seasoning is to food as typography is to text. Comic Sans 
isn’t used for mainstream corporate branding because it doesn’t reflect professional-
ity. Tomato sauce shouldn’t be substituted with ketchup because their flavour profiles 
and qualities are completely different. Ideally, seasoning should complement the other 
ingredients. If typography doesn’t support its underlying text, it’s as effective as burning 
food to account for its bad flavour. Cooking and design are the same in the sense that 
the harmony they create is not random but is a calculated balance.

16
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17

Michael Bierut simplifies typefaces as an ingredient. That ingredient could be in the 
recipes of design or specifically typography. In the field of typography, typefaces make 
up what could be described as a surface-level facade. Meanwhile, there is an entire 
universe of elements in the works. Each of those elements are other ingredients like 
negative space, kerning, leading, alignment, etc.

The point Bierut is making is that while typefaces are a more prominent, or perhaps 
more commonly known ingredient, they should not represent the larger scope of typog-
raphy. What attributes typography is not simply the font that was chosen. Nor is it any 
other sole staple of typography previously mentioned. The fabric of successful design is 
the art of balancing, or even juggling these ingredients. Of course, this is among many 
other aspects like originality, relevance, and the confines of a particular project.
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SUMMARY
The world of typography is full of rules and guidelines. Negative 
space is one of those rules that is often forgotten about. It’s the 
empty space around the text and it’s crucial to typography.

Design is meant to be a form of seduction. It has to engage its audi-
ence in some way. Stimulating people’s imagination or poking them 
with humor, for instance. It’s not about creating a pretty picture, 
it’s about creating something that speaks to the spirit of the 
subject. Design should go beyond being functional, it must have 
emotional resonance.
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Covering the philosophy of topics like typography and 
design makes this a necissary read for typographers 
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Aesthetics is Jackson Crittenden’s debut book featuring 
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design student out of Ontario College of Art and Design 
University. In fact, one of the best books ever!”
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