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CHAPTER ONE

TraDITIONAL LAYOUT

“a

important to have something solid to deviate from.”

-William Safire

raditional layout is straightforward
process of constructing margins and then
filling the live area symmetrically and se-
quentially, top to bottom, page by page,
from beginning to end. The traditional style
is linear, structured to facilitate the flow of
text. Tllustrative elements should neither
distract the reader nor disturb this flow.
‘The flow of text is an important aspect of
traditional layout. If we think of the text
as a flowing river, margins as the banks
of the river, and illustrative elements as
obstacles such as rocks, we can better un-
derstand the relationship between the text
and the other elements on the page. While
the river can tolerate small obstacles along
its banks, a small obstacle in the center of
the river is a navigation hazard. And ele-
ment that cuts through the center of the
page from margin to margin stops the
flow just as a dam stops the flow of a river.

KEEPING TEXT DOMINANT

‘The traditional page has been called the
writer's page because it gives priority to the
text; all other elements are subordinate to
the text. Because our layout wi
force this message or contradict it, we must
consider each layout decision as a message
to the reader. The more elements other than
text that must be included on the page, the
fewer options we have for placing them.
‘Traditional page structure evolved in re
sponse to the needs of the text. When el-
ements other than text dominate, cither
because of their frequency or their rela
tive importance, the designer must cither
climinate clements, provide ~addition-
al structure, or abandon the traditional
style for the more flexible modern style.
When a graphic element appears too fre-
quently it may distract from or overpower

either rein-

the text; both text and graphics lose their
effectiveness in such cases. Large initial
capitals, for instance, lose their charm
when they begin each and every para-
graph. Frequency of use is a key factor
for determining the size and appropriate-
ness of graphic elements; overuse reduc-
es graphic elements to mere decoration.
Each element plays a role in communicat-
ing to the reader and contributing to the
appearance of the page as a whole. The
text carries the message, and illustrative
elements explain o enhance the mes
sage. Graphic elements clarify the message
and direct the reader’ eye. It is important
to think of each element as having a spe-
cific role and to consider that role when
including the clement in the layout. Just
as in a play, some elements have starring
oles and some are in the supporting cast

ESTABLISHING PRIORITIES

Many factors contribute to the success or
failure of a layout. These include the amount
of text that must fit on the page; the num-
ber of illustrative elements and frequency
with which they appear; the relationship
between illustrative elements and the text;
the writing hierarchy and how it can be
reflected in the visual hierarchy; and the
purpose of the information and the printed
picce. The designer must find time to con-
sider all of these factors in the face of bud-
gets and deadlines, aesthetics and opinions.
We can clarify the purpose of our layout
task by first assigning priorities to the in-
formation to be included. This helps us to

3
anticipate and avoid potential conflict, and
it introduces issues that are better resolved
in advance. Once we are immersed in the
process of layout we tend to solve problems
on a case-by-case basis as they arise. If we
are working on a single page, we can see the
effects of our decisions immediately, but if
we are working on a multiple-page docu-
ment, we may not realize the effects or im-
plications of a decision until a few pages or
chapters later. In general, the larger the job,
the more important it is to plan carefully
and to establish overall objectives. During
layout itis important to stop once in a while
and take a look at our progress in terms
of consistency, balance, and how close
we are to reading our overall objectives.

DESIGN, LAYOUT, AND AESTHETICS

To be able to make a series of design deci-
sions that will achieve a specific goal, the
designer must consider the audience for
the printed piece, what the client hopes
to achieve with the printed piece, the im-
age the client wants to project, budget and
printing limitations, and how the piece will
be distributed, used, and stored. Without
planning, success is left to chance. With-
out specified objectives, there is nothing
against which success can be measured.
Design s frequently misconstrued as
something that intuitively flows from the
fingertips or as the decoration of the page
in the style of the day. Although design
volve both intuition and decora-

may
tion, it is more importantly a synonym for
plan. The design process begins with the
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Chapter Two
Modern Layout

Grid Systems

Structure is a key difference between traditional
and moden pages. On the moder page, structure
usually consists of a network of columns and gutters
called a grid. The grid serves as an organizational
framework by which the proportions, sizes, and
locations of elements are Getermined. Structures
such as grids help reduce the number of arbilrary
decisions made during layout.

Today, most printed pieces such as magazines
and newspapers are based on a grid. Grid systems
are objective by intent and provide a rational basis
for layout decisions; they help establish proportional
relationships between elements and ensure an
overall consistency.

Generally, a grid can be developed from the
designer's sketches so that the design determines
the specifications of the grid. Once a grid is
established itis used in turn to determine the
specilics of the layout

The grid helps us make final decisions about size,
proportion, and placement. The number of columns
inthe grid determines how flexible it will be to use.
Whereas 100 few columns do not allow enough
flexibilty, too many columns may not provide
enough constraint. The appropriate balance is
decided by the design and by the kinds of elements
that will be included

Itis not necessary or desirable to fil all of the
qrid; the areas we leave empty are as important to
the layout s the areas we use. As a general rule,
atleast one-third of the grid fields should remain
emply.

Figure 1

he New Typography

By 1920 those who were experimenting with
typography had broken virually every rule of
raditional typography, as much for the sake of
breaking rules as for communication o aesthetic
From this experimentation emerged a new-found
freedom with typography that has since been
codified into a new set of rules that are objective
and functional in nature.

According to John Lewis, in the Twentieth Century.

Book, new (moden) typography developed from
the same philosophical approach that Bauhaus
director Waller Gropius applied to architecture. A
‘comparison between typography and architecture
is appropriate: just as the traditional page and
traditional architecture were modeled on classic
forms, s0 the modern page and the modern
building are designed for simplicity and function
The modern architect considers the functional
needs of a house's future residents; the graphic
designer considers the functional needs of the
reader. Both modern architecture and modern
typography are neural: the architect does not
build a shoe store in the shape of a shoe, and the
modern typographer does not set typography as
anilustration of the message it is conveying with
words

During the Bauhaus era, experimentation
with typography matured into a cohesive and
practical style. Moholy-Nagy, a prominent figure
at the Bauhaus, declared that clarity is of utmost
importance to the modern typographic style. In
Die Neue Typographie (The New Typography), Jan
Tschichold further formalized this approach

providing the basis for what we now commonly term

Swiss typography.

- Figure 3

Modern typefaces
Modern typefaces are sans serf, typified
by Helvetica and Univers. These are not to be
confused with the traditional classification of
“moder” that includes Bodoni. Unlike traditional
typefaces, which have a thick-thin stroke, the
modern typeface has a consistent stroke weight.
The modern sans serif typeface reflects the
functional modern approach to design. Early
modern sans serif typefaces were geometrically
constructed from straight lines and circles. One
typical example is Futura, designed by Paul Renner
in 1930, Although it is beautifully simple in con
itis inappropriate for large amounts of text because
ts leters have such simlar shapes. Typeface
designs, like other modern design elements, must
strike a balance between unity and variety.
Helvetica nad Univers, designed twenty-five
years later, were drawn for optical balance rather
than constructed geometrically. Their letterforms
differentiate much more clearly to the reader.
Typical of the trend in typeface design since
World War Il Helvetica and Univers have large
xcheights in proportion to their ascenders and
capitals. This allows smaller point sizes to be used
without loss of readability because of size. Modern
typefaces are designed as famiies, that s, sets of
typefaces in different proportions and weights that
are developed from a single master design. Univers,
designed by Adrian Frutiger, offered twenty-one
variations when it was inlroduced

Figure 1. This is the caption
text for the first image.

Figure 2. This is the caption
text for the second image.

Figure 3. This is the caption
text for the third image.




CHASE

CHASE
CHAS®E
chase

chase

STUDENT WORK | Writing: Upper to lowercase transition — junior Mr. Alessandro Segalini | 512-214-3089 | alessandro@as8.it | http://about.me/alessandrosegalini | http://ratemyprofessors.com/asegalini




and harmony among rooms also play a huge part in their final designs. Bedrooms are designed
to be just as equally pleasant as living rooms for many of the houses. Interior sections of these
selected works also play on the beauty of simplicity and the importance of nature. From celling to
floor glass walls that seem to magnify the nature outside, or balancing rooms on thin steel beams
to allow the building to appear as if its floating in the woods, working in harmony with nature is

In recognition of that notion, here are some incredible examples of nature inspired buildings.

at the core of their design principles. Nature is by far the richest source of inspiration that we have.

PH. 02

INDEX

PH. 01

Juvet Landscape Hotel
Room @9 & Room 10
Alstad, Norway
Jensen & Skodvin

PH. 04

Juvet Landscape Hotel
Interior, Spa Room
Alstad, Norway
Jensen & Skodvin

PH. 07

Juvet Landscape Hotel
Room 01, Alternate View
Alstad, Norway

Jensen & Skodvin

PH. 10

Juvet Landscape Hotel
Sauna Waiting Room
Alstad, Norway
Jensen & Skodvin

PH. 13

Storfjord Summer House
Interior, Kitchen
Storfjord, Norway
Jensen & Skodvin

FIG. 01

Juvet Landscape Hotel
Topographic Overview
Alstad, Norway
Jensen & Skodvin

FIG. 04

Storfjord Summer House
Topographic Overview
Storfjord, Norway
Jensen & Skodvin

PH. 02

Juvet Landscape Hotel
Room @3

Alstad, Norway
Jensen & Skodvin

PH. 05

Juvet Landscape Hotel
Rooms 06 & 07

Alstad, Norway
Jensen & Skodvin

PH. 08

Juvet Landscape Hotel
Exterior, Spa Room
Alstad, Norway
Jensen & Skodvin

PH. 11

Storfjord Summer House
Exterior

Storfjord, Norway
Jensen & Skodvin

PH. 14

Storfjord Summer House
Interior, Bedroom
storfjord, Norway
Jensen & Skodvin

FIG. 02

Juvet Landscape Hotel
Blueprint, Room 01
Alstad, Norway
Jensen & Skodvin

FIG. 05

Storfjord Summer House
Detailed Layout
Storfjord, Norway
Jensen & Skodvin

PH. 03

Jan Olav Jensen &
Borre Skodvin,
Founding Partners

PH. 06

Juvet Landscape Hotel
Room 01

Alstad, Norway
Jensen & Skodvin

PH. 09

Juvet Landscape Hotel
Interior, Sauna
Alstad, Norway
Jensen & Skodvin

PH. 12

Storfjord Summer House
Interior, Living Room
Storjord, Norway
Jensen & Skodvin

FIG. 03

Juvet Landscape Hotel
Blueprint, Room 05
Alstad, Norway
Jensen & Skodvin

FIG. 06

Storfjord Summer House
Ammended Layout
storfjord, Norway
Jensen & Skodvin
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“Web type is driving new innovation”
—John Hudson

Constantia

Constantia is a modulated sans-serif typeface
designed primarily for continuous text on both
electronicand paper documents. The typeface is
part of the ClearType Font Collection, a suite of
fonts from various designers released with Win-
dows Vista. They all start with the letter C to re-
flect that they were designed to work well with
Microsoft’s ClearType text rendering system, a
text rendering engine designed to make text
clearer to read on LCD monitors.

Aa Bb Cc DA Ee Ff Gg Hh Ii Jj Kk LI Mm Nn
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“Type is a form of human expression”

—Frank Hinman Pierpont

The Metropolitan
Museum of Art

Centaur®
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Rockwell

Rockuwell is part of the geometric slab serif
family and is a strong display face for head-
lines and posters;itis alsolegible in short text
blocks. This is because of it's mono-weighted
stroke. Slab-serif type became popular in the
nineteenth century when type was made from
wooden blocks. This was mainly because in-
tricate letters were much harder to cut out.
Rocluwell is based on an earlier slab serif de-
sign called Litho Antique.

Aa Bb Cc Dd Ee Ff Gg Hh Ii Jj Kk Ll Mm
Nn Oo Pp Qq Rr s Tt Uu Vv W Xx Yy 2z
(01234567891@#$%A&*)

AECEEPIOOUBPSZLS
¢£0¥ |50/@fEMTUIO=

L3

“Letters are things, not pictures of things”

—Eric Gill

Gill Sans

Gill Sans is 2 humanist sans-serif typeface. Eric Gill
was commisioned to create a font that could com-
pete with a wave of German sans-serif fonts in 2
new “geometric” style. He was inspired to create
chis typeface as an improvement o another face,
Johnston Sans,tating that some of the letters were
“un-satisactory". Gill Sans was marketed as a de-
sign of “classic simplicity and real beauty”, it was
intended as a display typeface that could be used
for posters and advertisements

Aa Bb Cc Dd Ee Ff Gg Hh Ii Jj Kk LI Mm
Nn Oo Pp Qq Rr S5 Te Uu Vv Www Xx Yy Zz
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This spring our biodiesel repair truck will travel from California to
New York doing free clothing repairs, teaching you how to fix your
own gear and selling used Patagoinia clothing. Bring us your tired,
well-loved clothing for repair. If you don’t have any we'll supply it,
fix it and you can keep it.

#WORNWEAR DATES/TIMES LOCATION

Follow us at Wednesday, April 15, 12-6 PM REI
patagonia.com/wornwear Santa Rosa, CA

I b patagonia
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Download: http://adamdodsondesigns.com/Font-Catalog.html
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Download: http://edgarrios.com/font-metric-guide
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The Method

Ingredient-driven Ideas & Inspiration

Download: http://karajalbe.com/method

STUDENT WORK | Book Design Independent Project: Cookbook — senior

Bruschetta

Bruschetta has evolved from its humble origins of being toasted sweet @ savory
over hot coals and used to test the new press of olive oil to the sis B
tomato-topped appetizer we know today in America. It's a heat no heat
healthy and light start to a meal that's vegetarian by nature but ease
can be made more substantial with other toppings like cured time
meats and cheeses. mess
Caprese Serves 2-3
1 baguette, cut into 2" slices fresh basil leaves, torn
1 ball fresh mozzarella or a handful of olive oil

bocconcini salt & pepper
2 medium Roma tomatoes crushed red pepper

Preheat the oven to 350°. Arrange the baguette slices on a baking sheet and brush with olive oil. Bake
until slightly golden and completely dried out, about 10 minutes. All ovens are different and there's
just about nothing worse than burnt bread, so keep a close eye on them. Meanwhile, dice the toma-
toes, discarding some of the seeds and excess juices so your bread doesn't get too soggy. Toss with the
basil, a drizzle of olive oil, salt and peppers. Top your toasted crostini with pulled or sliced mozzarella,
then the tomato mixture, and finally more basil for garnish. Serve right away.

Strawberry Balsamic Serves 2-3

1 baguette, cut into %2" slices good olive oil, balsamic vinegar
2 handfuls cherry tomatoes, quartered salt & pepper

1 handful ripe strawberries

Though it may sound a little strange, you'd be hard-pressed to tell the difference between a strawberry
and a tomato in a bite of this bruschetta. Toast your baguette slices in a 350° oven with a bit of olive oil
or butter. Dice your strawberries about the same size as the tomatoes and dress with olive oil, salt and
pepper, tearing in basil or mint if you'd like as well. Place the mixture on top of your toasted bread and
finish with a drizzle of balsamic vinegar.

Also Try

Spread your bread with pesto (p. 46) or ricotta Go a sweet route with a wheat baguette, chevre,
cheese before topping with the tomato mixture. roasted grapes and a drizzle of honey

Roast the tomatoes along with red bell peppers Parmesan shavings, prosciutto, chive

Intro

Breakfast
Starters
Salads
Mains

Sauces &
Spreads

Drinks &
Desserts

Index
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In order to achieve the desired personality of the font—
bold and unapologetic— started with a heavier weight
of the base font.

Lato already had a measure of curvature to some of

its corners, so the first modification was to push those

MODIFICATION —

rounded corners to a more noticeable level (Figure 3).
The severity of contrast was achieved by creating soft,

gentle curves that terminated in harsh angles.

o :l : Another aspect of the modification was to create more
I A —h -
" consistency between the letterforms by instituting curves
-— Y " ©
. at common corner locations throughout the letterforms.

-— To this point, select corers were carved out to create

consistent curves that tie the font together (Figure 4).

The resulting letterforms create a cohesive typeface that

s ING
§9-"® O Y23 %o

CEYERRAEXO ~..
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STUDENT WORK | Stroke Theory: Labanotation research — master Mr. Alessandro Segalini | 512-214-3089 | alessandro@as8.it | http://about.me/alessandrosegalini | http://ratemyprofessors.com/asegalini
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STUDENT WORK | Type Design: De-serif — master Mr. Alessandro Segalini | 512-214-3089 | alessandro@as8.it | http://about.me/alessandrosegalini | http://ratemyprofessors.com/asegalini
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STUDENT WORK | Fontography: Parametric Type Design — master Mr. Alessandro Segalini | 512-214-3089 | alessandro@as8.it | http://about.me/alessandrosegalini | http://ratemyprofessors.com/asegalini
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STUDENT WORK | Stroke Theory: Instructional material — all levels Mr. Alessandro Segalini | 512-214-3089 | alessandro@as8.it | http://about.me/alessandrosegalini | http://ratemyprofessors.com/asegalini
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Albert Schmalz’s “Méthode pédagogique”.

The assessment being according to
(19971)

Mr. Alessandro Segalini | 512-214-3089 | alessandro@as8.it | http://about.me/alessandrosegalini | http://ratemyprofessors.com/asegalini

all levels

STUDENT WORK | Letterforms (Capitals & Lowercase): Instructional material
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