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To my former students

Students’ works designed in my typography classes in the
RIsD Graphic Design Department in the years 1982—2010.

The collection includes several interesting designs of my
students from the Academy of Fine Art in £6dz and Poznat,
as well as students of the University of Canterbury in
Christchurch, New Zealand.

Most of them are unsigned. | do apologize for being unable
to recall all the designers’ names.

Krzysztof Lenk
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In 2018, Krzysztof Lenk invited me to collaboration on
developing a research paper concerning his typography
education curriculum in the Rhode Island School of Design in
Providence. The Professor entrusted me with the analysis of
its content and its results, followed by indicating the most
valuable, important and interesting design and didactic
issues. His intention was also to present the reader with

a different perspective, provided by a younger graphic design
professional and teacher, functioning in a system of educa-
tion other than risp’s. | would like to emphasize that com-
menting on any achievements of such a recognized colleague
is an incredibly responsible challenge. Indeed, Krzysztof
Lenk’s accuracy at describing and explaining even the most
complex design issues remains unmatched'. At the Profes-
sor’s request, | have provided Six Lessons in Typography... with
commentaries regarding the problems | found worth present-
ing or developing from a different professional perspective, in
order to make the possibly most complete and clear state-
ment to the wider audience. Having analyzed the material,

| realized that Professor Lenk’s typography program also
involved other unobvious and implied qualities, which could
be of a great value to the reader (designer, educator, student).
The discussed visual communication problems are universal
in character and remain valid regardless of the design disci-
pline in question.

The objectives of Krzysztof Lenk’s didactic work can be also
found in his syllabus of 2005, where he wrote: over the last
decade, human communication has been through another
revolution. Electronic media have reached nearly all areas of our
lives, radically changing the profession of a visual communication
designer. As with any revolution, we must ask a question what is
temporary and what is permanent. In my opinion, regardless of
all the technological developments we face, the principles of
visual order remain the same. It is hard to argue otherwise, and
his words have obviously found confirmation since

In his conversation with Ewa Satalecka, Krzysztof Lenk
comments on typography education: The ability to efficiently
apply typographic means should be embedded in the designer’s
awareness. It requires a combination of knowledge and skills
which allows us to set the communication objectives on the one
hand, and to select the accurate means to meet them on the
other. In this short statement, a credo, the Professor
describes the role of a graphic designer and sets detailed
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goals of typography education. Comprehensive as these two
short sentences seem, Lenk continues: There’s no denying that,
I think+. Here — exceptionally — you may disagree. Many
teachers find Lenk’s perception of typography through

the prism of its usability, and his praxeological approach to
the design process not only debatable but non-obvious as
well. In their opinion, typographic education should boil
down to teaching the use of tools, presenting typographic
means and their formal possibilities. Another common
opinion is that students must learn the use of tools and the
visual effects they produce first, and then, somehow, figure
out their purpose at the right moment, which is quite naive.
Many graphic design teachers are not familiar with praxeol-
ogy and therefore their programs lack references to the
results to be achieved by means of communications, created
by their students. Although it seems paradoxical, such

a situation still takes place and it is difficult to see why.
Krzysztof Lenk, on the contrary, grounded his priority as early
as his study time in Katowice: if you have an assignment, start
with determining the expected result and the attributes of what
you want to make, and then try to achieve this step by steps.
Moreover, unlike the academic lecturers focused solely on
their didactic and, sometimes, research activity, Krzysztof
Lenk disposed of extensive experience as a graphic design
professional. Not only had he brought this experience with
him to Providence from his previous work in Warsaw and
Paris, but also continuously expanded it — by co-launching
and running the Dynamic Diagrams studio among other
things — and included in the program. This is probably why
his didactic work emphasized planning the result and devel-
oping the means to achieve it.

As early as the 1980s, Professor Lenk taught his typography
students the ability of asking the key design questions: What
is there to communicate? What is the goal of the communica-
tion? To whom is it addressed?, and then working to generate
practical answers. He found the skill of defining communica-
tion goals at the beginning of the design process as a base for
organizing the content into particular information structures
by means of accurate visual measures — essential. The
Professor emphasized that the applied visual means and, in
fact, the grammar of the visual language they compose, must
match the character of the communication, its context of use,
characteristic of the recipient and the sender’s intentions.®
What might seem obvious to those well acquainted with



design goals, to young students constitutes fundamental
knowledge that will affect their attitude and professional
conduct. Especially that the approach to teaching typography
represented by Krzysztof Lenk is still quite rare.

Also his attitude towards the tools and means of production
of visual communications was well balanced. Importantly, the
Professor could teach that as well. He wrote: good typography
is not rooted in the technology of composition or printing, but in
the complicated processes of human perception. A designer needs
to understand and accurately apply these principles in order to
elicit in the reader’s awareness the pleasure of fluent reading and

the sense of harmony and respect for a dynamic layout of a page’.

Krzysztof Lenk would say on many occasions that designers
need to know that their design aims to make a particular
impression to be registered in the reader’s mind rather

than just to create a nice printed issue®. For the Professor, the
medium and typographic communication were the means to
an end — the intended result. Such a goal orientation, focus
on the recipient and openness to the medium come very
close to the idea of design thinking.

Other characteristic features of the typography program

presented in Six Lessons in Typography... include, inter alia:

—> Teaching how to work and develop efficient solutions with
limited measures.

—> Concise composing of image and text, and precise con-
struction of semantic image—text relationships, matching
the goal of communication.

= Indicating the visual properties of characters and text no
so much as content carriers, but foremost as them becom-
ing a communication understood to the recipient.

—> Teaching how to design typographic communications
based on sequences.

—> Teaching associative thinking.

—> Teaching categorizing and ordering.

—> Teaching creative thinking towards efficient action.

—> Teaching reading experience design based on the analysis
of potential reading strategies used by the recipient.
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The challenge to the perception of design subjects is that the
recipient’s attention (mainly students), more or less con-
sciously, focuses on the visual effects of assignments while
neglecting two important issues. Firstly, the context of
department or faculty curriculum, including the frequency of
classes and number of hours dedicated to particular subjects,
as well as the teaching methods. In order to bring closer the
content of Six Lessons in Typography..., let me quote Lenk’s
statement concerning the specifics of R1sD typography
teaching program: In the mid-eighties, the rR1sD program
divided the course of typography into three stages of teaching, in
three semesters (the total of two hundred and forty hours in the
studio, plus the homework). Each stage consisted of the lectures
on history and theory of typography as well as the design work in
the studio. The first semester (the fall semester of the second
year) and third semester (in the third year) both had sixty
contact hours, and the second semester (the spring semester of
the second year) — a hundred and twenty hours. Our department
had always followed the assumption that the accurately used

typographic means make images out of words (type as an image).

Therefore, our typography classes (except some assignments in
the second semester) did not merge texts with illustrations —
other classes covered this area®.

The second issue hindering the understanding of design
subjects curricula is the so-called iceberg effect. It is forgotten
that the artefacts created in the didactic process do not reveal
the complete content of classes or didactic methods. Simi-
larly to the said iceberg, what is crucial to students, teachers
and potential employers is hidden “under the surface”: such
matters as design process, generated knowledge and newly
acquired skills. Lenk’s lessons in typography contain

a well-balanced selection of — first and foremost — logically
connected points. The Professor perceived the topics of
assignments as secondary and built them around particular
issues, which constituted basics for assignments. Although
many of the readers may find that a truism, a large group of
teachers still focus their classes on topics, patchworked and
overestimated in didactic value or remote from the declared
content of the curricula. In Krzysztof Lenk’s assignments,
there was no place for such an attitude, along with empty
creation, undefined attractiveness of final results, wrongly
understood experiment, pursuit of ineffective or purely formal
solutions, interesting only for their artistic qualities. A foun-
dation of every assignment was the precise instruction given

to students. He also included the kind of explanation, the
instruction (didactic) objectives, which provided for their
agency: having realized the applied value of the assignment,
students were able to use the obtained experience to solve
other design problems. Six Lessons... are, therefore, a worth-
while material for broader analysis, accounting for the
characteristic of didactic system.

Six Lessons in Typography... is not only a record of the
Professor’s didactic achievements in the area of typography
education in a prestigious American school, but also a set of
guidelines towards intelligent design teaching. The assign-
ments contained in Six Lessons in Typography... are usually

a pretext to teaching something more than “only” the basics
of reading experience design. Six Lessons in Typography... also
account for teaching the design process, data analysis and
selection, logical systemizing and designing information
structures. Moreover, the program emphasizes the develop-
ment of students’ critical thinking — one of the four Cs, listed
by Yuval Noah Harari as competences important to

a 21st-century human.’ In many of Professor Lenk’s assign-
ments, students must take a stand on the content, with which
they work, and the goal they are to achieve. In his own words,
a typographic layout should press the pedal, cause a reaction
prompting to read, and elicit a particular expected reflection in
the recipient’s mind". Beside students’ acquiring an important
social competence, as described by Harari, Lenk’s typography
program included designer’s critical thinking as an effective
method of generating useful design solutions.

All this makes the program content of Six Lessons in Typogra-
phy... as well as the presented didactic methods easy to
modify and implement — as a whole or in fragments — to the
curricula of other design disciplines, such as visual informa-
tion, paper and digital publication, application, ui and ux
design. The issues and the manner of teaching described in
Six Lessons in Typography... can be reread and adopted to the
requirements of the times, needs, design discipline and ways
of teaching (eg. workshops, trainings, curricula). This book is,
therefore, dedicated not only to teachers, but also to students,
designers, instructors and all these, who would like to
develop their skills of constructing efficient visual communi-
cations by means of narratives based on text sequences.

Introduction 7

Acknowledgements

Krzysztof Lenk’s invitation to co-author this book came as an
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stress and questions: Will | manage this? Can | do this the way
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days and presented me with carefully prepared materials
(including the publication layout), which we managed to
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about the typography program with his son, Jack, also

a graphic designer. Here, | would like to give particular thanks
to the Professor’s closest family — his wife Ewa and son Jack,
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Tomasz Bierkowski

1 As apparent from his texts, including such publications as: Podaj
Pass It On (2020), Krdtkie teksty o sztuce projektowania [Short Texts on
the Art of Design] (2011), To Show. To Explain. To Guide (2011),
Projekty i bazgroty. Projects and Doodles (2009), and articles in, ia.,
“2+3D” Design Quarterly, Nos. 12, 15, 16, 17, 18, 25, 34, 53.

2 In the same vein is the statement about conventions in typography
made by Dr. Gerry Leonidas of the University of Reading: The
conventions we are used to are extremely strong. Even in environments
like a digital newspaper, and it is from a few years back, the conventions
of a printed document still survive. We are always referring back to the
hierarchy that the printed document has introduced to us, to the
relationship between images and text that the printed document has
introduced to us [...] https://ninateka.pl/film/edu-od-ala-ma-kota-do-e-
matury-gerry-leonidas, May 5, 2020

3 Pass It On. Krzysztof Lenk in conversation with Ewa Satalecka, P)AIT,
Warsaw 2020, p. 224

4 ibidem

5 ibidem, p. 49

6 The recipient is present in the typography program as early as the
second semester, in Lesson II. Cf. pp. 51-52

7 Pass It On..., op. cit., p. 271

8 ibidem, p. 163
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9 ibidem, p. 224

10 Cf. Y.N. Harari, 21 Lessons for the 21st Century, Random House 2018,

p. 335, after: C.N. Davidson, The New Education. How to Revolutionize
the University to Prepare Students for a World in Flux, New York 2017
11 In the conversation with Jack Lenk, 2018




Presenting typographic assignments designed by Professor
Krzysztof Lenk at the turn of the century, this book consti-
tutes a brilliantly developed collection of universal principles
regarding the design of layout, hierarchy of information,
applying typeface, and the use of white space — from interg-
lyph spaces to margins. The scope of these assignments goes
beyond formal means and involves the analysis of included
content. The final effect, therefore, depends on numerous
factors for students’ consideration. The assignments are
universal and can be efficiently used today.

The Graphic Design curriculum of Rhode Island School of
Design, where Prof. Lenk was teaching in the years 1982—2010,
no longer exists in the form described in this book. Typogra-
phy, however, remains a vital area of rRISD’s program and the
entire faculty dedicate many didactic hours to this subject.
Lenk wrote: the typography curriculum was constantly adapting
to the revolutionary changes in typesetting — and so it is today.
Krzysztof Lenk described his vision of typography education
and the related issues in the interview for the “2+3p” Design
Quarterly back in 2002: The arrival of new media and the
resulting fast changes in social communication are not reflected
as critical analysis in the [R1sD] curriculum, because it is hard to
find experts to conduct it on the appropriate level. The changes
to the program proposed by Prof. Lenk back then were actu-
ally introduced after he had left rRisD. Typography, especially
in the third semester, is currently perceived as a dynamically
changing structure connected with reading of textual con-
tent across media. It can be both static and dynamic (type in
motion) and introduce complex and layered meanings across
multiple platforms in interactive or hypertext projects using
letters as part of a system.

This is not the first book by Krzysztof Lenk. His previous pub-
lications include a 2010 volume accompanying the exhibition
of his students’ works in the area of information design

To Show. To Explain. To Guide, which comes as a great didactic
aid in designing visual elaboration of processes, diagrams,
data visualization and infographics.

The typography section of publishing market is filled with
books about history of type, its classification and terminology,
even the principles of typesetting. Still, there are few publica-
tions providing clear instruction how to apply this knowledge

Foreword

to particular assignments and use them in the didactic
process. This book, therefore, accompanied by Prof. Tomasz
Bierkowski’'s commentary, is an exceptional tool for all typog-
raphy teachers or those who want to master this difficult craft
on their own.

Jacek Mrowczyk

Associate Professor at the Academy of Fine Arts and Design
in Katowice
Senior Critic at Rhode Island School of Design, Providence

1 See Lessons..., p. 13
2 K. Lenk in the interview for the “2+3D” Design Quarterly, “2+3D”
No. 3, p. 11




Rhode Island School of Design (rR1sD) in Providence, Rhode
Island, is over 140 years old. Much as other American schools
and universities, it is organized in the fashion of the English
College. Studies are conducted in particular departments,
where students take classes and receive credits. The majority
of practical and theoretical classes are compulsory. Beside
them, there are elective courses, available in the student’s
primary department as well as other departments. In order to
receive the title of Bachelor of Fine Arts (in Graphic Design),
one must collect the total number of points specified in
Graduation Requirements.

RISD also conducts separate MFA programs. The school has
about 2400 students, including 2000 on the BFA and 400 on
the MFA level.

Design schools in the United States provide the study of
variety of subjects and assignments in classes led by experts.
This is distinctly different than the more traditional system of
years-long studies of apprenticeship in a Master’s studio,
common in some schools in Poland and until recently across
Europe.

The four year BFA (Bachelor of Fine Arts) program is divided
into two parts. First, there is a one year preliminary program,
mandatory for all freshmen, called the Foundation Year
Program. It involves an intensive study of 2b and 30 compo-
sition, drawing, along with a very broad course of art history.

After the first common year, students choose three-year
specialization studies in one of the art or design departments.
The departments are grouped in three Divisions: Design and
Architecture; Fine Arts; and Liberal Arts including historical
sciences, social sciences, language and literature studies.
Each Division is headed by a Dean. An academic year con-
sists of 30 study weeks divided into three semesters. The
spring and fall semesters include 12 study weeks each, and
the shorter winter semester has only six.

The Graphic Design Department admits 60—70 new students
every year, which sums up to 180—210 students in the three
years of BFA studies. The numbers are fluid and change from

About the program*

year to year. A separate part of the department — the two-year
MFA degree program — admits 12 to 15 students per year.

The typography curriculum is included in the group of com-
pulsory subjects and spread over three semesters. Students
meet once per week for a five-hour studio class, which sums
up to 60 didactic hours per term. This shifts in the spring
semester for the second year students, when they have
classes twice per week, which adds up to 120 hours in that

term. The sum of typographic studies totals 240 studio hours.

As the RisD Policy restricts the number of students in studio
classes to 15 in the second year and 12 in the third and fourth
years, classes are conducted in four or five parallel sections
led by various instructors. Hence the need for a common
curriculum detailing the objectives and means, as well as
listing the skills students must master by the end of each
semester. The creative execution of this curriculum lies in the
hands of individual professors.

One of the Department’s fundamental didactic assumptions
is the inseparability of professional knowledge and skills. The
instructor is therefore obliged to present the design assign-
ments in a broader methodological and historical context.
Thus, every studio meeting starts with an introductory lecture,
and students are assigned obligatory professional readings
for credit.

Typography 1 is dedicated to the practical knowledge of
typefaces and to constructing various typographic composi-
tions on a single page. The assignments start from very basic
layout elements and conclude with very advanced designs.

Typography 11, held twice per week, is dedicated to typo-
graphic layouts spreading across time and space of multiple
pages. The final project usually consists of a printed and
bound book or a similarly assembled time-space form.

Typography 111 is taught in the third year spring semester,
when students have already taken the Making Meaning class
with introduction to semiotics, and training on informed
construction of signs and visual meanings. This class aims to
expand students’ typographic experience with more open or

experimental forms. These can be large-format (B1) typo-
graphic layouts or complicated multi-threaded monographic
albums about designers or artists. This study aims at match-
ing adequately designed typographic forms to the conveyed
content, and searching for highly original solutions.

The underlying objective of RISD’s typography program is
developing students’ awareness that a typographic form
communicates and, when used properly, changes the simple
act of reading into an aesthetic experience, enhancing the
process of perceiving the meaning. All teachers involved with
the curriculum have sought to achieve this goal.

13

which allowed for typesetting, illustration processing and
page assembly on the computer screen. And so started the
revolution, which is still in progress today. Soon, the Depart-
ment had 55 computers available to students in several labs
open 24/7, and 75% of the Department’s budget was used to
upkeep the computers, printers and scanners as well as for
constant software updates. It was apparent the school would
go bankrupt shortly.

Therefore, we changed the model of computer use. At that
point, the school started to purchase Apple laptops and
Adobe software and font libraries in bulk, at a considerable
discount. Starting the second year, students buy computers

When | was teaching at RisD, from 1982 to 2010, the typogra- from the school on credit payable over three years in small

phy curriculum was constantly adapting to the revolutionary
changes in typesetting, editing and reproduction methods
arising in the late 1980s with the development and accessibil-
ity of computer technologies. Today’s students find it hard to
believe that it used to be impossible to change typefaces

monthly installments. All buildings in the school were
equipped with wifi connections, and the school provides
scanners, printers and large screens to all classrooms.

Now, students are under the impression that typography is

from Bodoni to Garamond with a few clicks, and there was no easy, which makes it increasingly hard to convince them that

monitor to see all of that happen.

Previously, layout design required the well-grounded knowl-
edge of a complicated workshop. The first fittings were made
in placeholder text or were hand-drawn in order to determine
the setting parameters. The precisely edited text was
uploaded into a computer typesetter which produced a long
band of paper or film. This band was cut into sections and
paragraphs to be further assembled by gluing onto the
previously printed light blue pages and spreads. The layouts,
assembled on cardboard, were used for negative photo
reproduction 1:1, later exposed into black-and-white positives
on the ozalid reproduction machine. Every mistake was
difficult and costly to fix, and the entire laborious process
required incredible focus and precision. It was therefore
necessary to separate the conceptual stage with its prelimi-
nary sketches, tracing paper layouts and mock prototypes,
which were subjected to discussion and assessment, from
the execution stage, where one had to be sure about the
intended result.

In the late 1980s, when Apple computers had more storage
capacity and larger 16-inch screens (!), three programs
became available: Page Maker, Illustrator and Photoshop,

the conceptual and creative stage of design is something else
than the production stage on the computer screen. But this is
a topic for another essay — about teaching typography in the
era of computers.

Krzysztof Lenk

*) the text refers to the years 1982—2010 when Prof. Krzysztof Lenk
taught at the Rhode Island School of Design
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Perception of
typographic layout

is a complex process
of reading and
understanding the text
whose form affects
interpretation of the
content.

Both hemispheres of
human brain, the left
controlling rational
processing and the
right responsible for
form and emotions,
operate in perfect

Letters are not a truth but a resemblance.
Plato

A typographer, like a musician, is not created in a day — or

a semester, a year, or even a decade. Practice, time, skill, and
human experience are all factors involved in the evolutionary
process of becoming a typographer. Initially the structures
are set forth and revealed. Later they are built upon and
mastered, all the while being infused with creative inquiry and
experimentation. Finally, a voice begins to emerge that
combines its history of practice and performance into

a unique and personal expression.

To teach typography is not to teach an aesthetic truth but to
develop a way of approaching the page, of understanding the
relationship between form and content, of seeking the nature

Typography is a State of Mind 15

Complex compositions evolve. Harmonies and layers of
sounds [ texts create narratives of time and space. Through-
out the progression the system has expanded and grown
more complex in both form and content. But the emphasis is
not on a change in quality but in quantity. Each element
retains a certain richness and depth of voice, combining
within a larger system to communicate a message.

In the end each student will develop a unique sensitivity and
will choose his own tools as well as his own aesthetic. There
are no aesthetic truths: only the relationship between form
and content and the intention of the message to be commu-
nicated. We are not teaching the truth of typography but

Obser fi 8 of meaning. It was once said that typography is the art of rather the truth in typography. Typography is a state of mind
ractical & C':D Z unstructured harmony. using black to bring out whiteness. The surface of the page is  and should be taught as such.
J :\}\[;[r]:\tetnenm emOtIOH a partner to the text in the creation of meaning through visual
knowmg Sltmltlltanelty language. Typography is not an additive process of visual
" devices and conventions. Instead, it is a process by which the Krzysztof Lenk
aeﬁthft‘lwcf text is brought out from within the page. All possibilities exist
£beh below the surface. A typographer’s task is to reveal these
possibilities. . e ,, . .
erce tlon Essay published in “Spirals Journal”, 1991 presenting the pedagogical
approach of the Graphic Design Department at Rhode Island School of
Sconcrete Music [ typography is a structure of interrelated parts Design
s ‘jfmggqtept We begin with a single note / letter. It is an image, a structure
L. recognition - c . . i
£ insight isolated from a larger whole, a pe.rson.allty exerting its inde
Qb experience pendence. We learn to recognize its visual resonance and to
o see it as an element within a system of larger formal features:

weight, serifs, angles, curves etc.

do /re [ mi[fa[sol [la/si/do
abcdefghlijklmnopqrstuvwxyz

Notes / letters are combined within a larger whole.

The structure is expanding and possibilities for expression
grow. The eye, like the ear, must be trained to recognize the
invisible as well as the visible. It is silence that defines sound.

o2 Now we are given a context. The combination of notes /
letters, silence / space communicate an intention, a mood or
feeling, a message. Meaning derives from form. Rhythm,
texture, repetition, and isolation identify the structure and
define its form. It is this form that serves as the expression of
meaning.

HUMAN BRAIN MAP
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ORDER

IS

Condition for anything

the human mind is to
understand

Arrangements s
as the layout of a buildit

structure .

detail

pppppppp

MAKES

FOCUS an wnat i e and what is aiterent, what

wan FElAtion e

whole s
Parts. e uweias e

hierarchic e importance snd pover
by Which some sructural features are dominant, ofhe

The above text written by
Rudof Arnheim is crucial to
understanding typography
as an organized system

of logically interrelated
elements.

The two designs on the left
are examples of different
interpretation of the same
text. Each of them has
distinct characteristics.

Order is a necessary condition for anything the
human mind is to understand. Arrangements such
as the layout of a city or building, a set of tools,

a display of merchandise, the verbal exposition

of facts or ideas, or a painting or piece of music are
called orderly when an observer or listener can
grasp their overall structure and the ramification
of the structure in some detail. Order makes it
possible to focus on what is alike and what

is different, what belongs together and what is
segregated. When nothing superfluous is included
and nothing indispensable left out, one can
understand the interrelation of the whole and its
parts, as well as the hierarchic scale of importance
and power by which some structural features are
dominant, others subordinate.

Rudolf Arnheim
Entrophy
and The Art



18

Typography depends on
appropriate relations
between the black and
the white elements of the
layout. This specific
composition is built
around a horizontal axis,
separating the white and
the black areas. Elements
situated in these areas
(letters and texts) create
the illusion of depth and
thereby emphasize the
associations with memo-
rable seaside views.

Lesson | - On black and white 19

Black and white define each other. The classic example is Yin
& Yang. It has both tension and balance. The goal of this
chapter and assignment is for students to familiarize them-
selves with the game of playing with black and white, and
subsequently to begin to see how this can bridge into more
practical applications.












Commentary to Lesson |

For most of us, text, word, sentence or individual characters
are merely carriers of content recorded and read solely by
means of our knowledge of alphabet. The readers are usually
not aware that the visual form of a text communication also
makes meanings, and when used properly — achieves its
communication goal. What it worse, students who begin their
education are equally unaware of this fact. Moreover, a fresh-
man of graphic design often doesn’t know that all the layout
components are involved in the perception of the constituted
message. There is also a simple technical thing: constructing
a page, students lay its elements out on a flat sheet of paper
or a document drafted in a graphic program. The resulting
format is therefore erroneously treated as a mere background
or/and a physical carrier of content. For these reasons, it is
vital to teach students to work on the layout by means of all
its equal components, accounting for their properties. In the
case of Lesson I, the components will be black and white. One
of its objectives is making students aware that these two
colors — especially in the object—-background relationship —
affect each other and thereby determine legibility and read-
ability of the whole text as much as an individual character.
This fact is of key importance to the future designers of
publications, fonts, as well as logotypes and pictograms.

Lesson | = On black and white 26

A problem faced by every typography teacher is making
students aware of the above as early in their education
process as possible. Krzysztof Lenk’s lesson On black and
white (purposefully numbered as Lesson ) teaches things
fundamental to the education of visual communication
designers: the possible semantic and formal relationships
among the components of typographic layout, and their
potential effects on the quality a typographic communication.
What is more, the assignments included in the lesson

On black and white work to destereotype text and characters in
a layout. The character is no longer treated by the student
solely as a graphic image of a letter, and the text — as a literal
carrier of content. They become abstract forms, building
material for a logically ordered system, facilitating the reading
process. Moreover, students consciously learn and familiarize
themselves with typographic means, such as: character, word,
text, typeface, margin, format, blank space, and start treating
them as construction material for layout. Changing the
parameters of typographic means and analyzing the mutual
relationships of the resulting typographic qualities in refer-
ence to the layout system, the future graphic designer starts
to perceive them as material to build a communication.

On black and white is also a lesson in observation and making
the eye sensitive to detail. The included assignments help
students answer the questions:

—> How do black and white affect each other, as they make up
the typographic color of the text?

—> What are the possible relationships of this color with other
components of the typographic layout?

—> What typographic qualities result from the change of
typographic parameters (type size, leading, interword and
interglyph spaces)?

= What is the role of contrast in the typographic layout?

—> What builds contrast and how can it affect the formal and
semantic quality of the message?
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The subsequent assignments in Lesson | gradually become
more complicated; the scope of the studied relationships
between black and white expands: from operating on texts of
similar density, and therefore comparable typographic color,
to the more dynamic and complex layouts with strong domi-
nants, which build contrasts. The required discipline and
focus are also intended to equip students with the ability of
detecting nuances and conscious use of typographic means
and parameters in creating optimum quality of the visual
communication. This constitutes a fundamental skill set of
the future designer, as much as music students need the
ability of playing the sounds in a given tempo, key and tone,
while the knowledge of notes allows them to read and inter-
pret the scores, and eventually — to compose or perform

a musical piece. Speaking of a different medium: the added
value of Lesson | is the adaptability to dynamic narratives,
possibly accounting for the questions of motion, time and
sequence.

Although the assignments included in the lesson On black
and white may seem to be purely formal, the knowledge and
experience they provide will translate directly into the good
quality of students’ work on applied designs. The value of
teaching page composition with typographic means along
with understanding how black and white affect each other
cannot be overestimated. It will facilitate the design of
communications much more elaborate for their: goal, type,
medium, content complexity and its structure. One could say
that the potential knowledge derived from the assignments
included in the lesson On black and white is fundamental to
understanding the specifics of visual language, with text as
the main construction material, and to learning how to use
this language.
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The essential material of typography is text, which carries
content. The goal of the assignments in this chapter is to
most rapidly familiarize students with the characteristics of
type forms, and their composition to achieve certain
expressions.

Overlaying several typefaces
allows to instantly see and
compare the differences of
their graphic and structural
characteristics. This simple
method facilitates understand-
ing of what seems difficult
and confusing to inexperi-
enced students and designers.
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Traditional comparison of four
typefaces in historical order
presenting the evolution of type
design over the centuries.

Original Renaissance Garamond
typeface set along its modified
form, designed by John
Baskerville. Over the 150 years
since Garamond design, many
factors have influenced the
possibilities of designing more
precise and formally diverse
typefaces. These include: better
quality of printing presses,
technological development of
type foundry, smoother hot press
paper, improved printing paints
and transition to Baroque which

emphasized the richness of form.
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who started his career as a photographer, describes his first foray into product
design as an accident. However, his picture-perfect, handblown glass creations
Yles strives to create simple,

are anything but. Citing nature as his key influenc
e amen'l edbythe

organic, ye

h becomesomeofNew Yc
And the success of the lamps led to him launching his own East Village interiors
boutique, Niche Modern, which has put him firmly on the city’s design map. Like
Chivas Regal 18 yea old, one of the world's finest blends of whisky, Niche Modern
puts incredible craft and care into its pieces, handmaking each to ensure a truly
unique offering. But while Pyles is dedicated to producing well-crafted, unique
products, he took a different approach for his work for Chivas Regal 18
‘The complexity of this blended whisky, its amber colour (the result
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of aging in oak casks for a minimum of 18 years), and the shape of  has fast become one of the hottest new addi-

its distinctive bottle influenced a design far ore intricate than the
artsit’s previous work. A layered, interlocking series of five vessels
(three of which are pictured here), blown in a rich shade of amber,
the piece not only echoes the Chivas Regal 18 appreciation of quality
han richcolourand butisalsoastand-

aloneobject of beauty, reflecting the luxurious essence of the whisky

Jeremy Pyles,

commitment to both practicality and
accolades. Whether rethinking classics by
values both form and function equally,
with an emphasis on elegance. It is this, as
well as alove for the indulgent, that makes
him the perfect artist to express the luxuri-

tions to New York’s dynamic design scene.
Cleverly walking the line between concep-
tual art and product design, Wong has cre-
ated an impressive, and often controversial,
breadth of work known for its humor and
irony. The designer’s irreverent style was evi-
dent from the start, when the young graduate
of New York’s Cooper Union art school rein-
vented Philippe Starck’s ‘Bubble Club’ chair
as a lamp. Since then, Wong has continually
drawn parallels between art and design in
his signature tongue-in-cheek style, creat-
ing everything from a bulletproof rose cor-
sage to a rubber dipped chandelier. More
than his penchant for innovation and wit, his
luxury materials has earned him many design
mastersor creating proprietarypieces, Wong

Tobias Wong,

ous essence and opulent escapism of Chi-

vas Regal 18 year old.
Using the largest single, classic, round crystal stones that Swarovski had to offer, Wong created an origi-
nal crystal chandelier installation that appear to flow down from the ceiling, reflecting the flow of whisky
being poured from the bottle. Hovering just an inch above the table, the chandelier has an ¢, captivat

ing presence that commands attention for its sheer opulence and ability to capture and refract natural light
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Prensa (2003), possibly Highsmith’s most
successful typeface to date, originated as a commis-
sioned magazine typeface but then — when dumped
by the art director after a revamp — became a personal
project. Prensa explores the possibilities of a creating a
tension, or contradiction, between the outside and the
inside curves of the characters. Highsmith consciously
borrowed this device from W. A. Dwiggins, who first
used it in his bookface Electra (193s). ‘I am not an ex-
pert on Dwiggins,’ says Highsmith, ‘but I've spent time
looking at his work. When I first came across his work, I
was attracted to his relationship with tools and mate-
rials. When he needed to design something, he drew it.
‘When he needed a tool, he made it. He seemed to have
built a visual world for himself where he could tinker.

same components,

thing else slightly
thing else slightly changed. Judging

‘As I became more interes
felt like a second encount
example, the stencils he
Falcon made a lot of sense
at the time about how lett
I was able to gather about
was all about stroke orde
in a linear way. So Dwiggi
and confirmed my ideas

tedin type design, I became aware of his typefaces, which
er. His non-calligraphic approach interested me alot. For
made to quickly sketch the basic characters of Electra and
to me. It appealed to my own ideas that I was developing
ers could be constructed. Until then, all the information
drawing letters was from a calligraphic point of view. It
r and writing from left to right. My brain doesn’t work
ns’s modular approach to letter drawing appealed to me
that there are different ways to approach type design.
‘Finally, I looked closely at his work for a third time in
regards to his approach to form and counterform. Since
I was young, my approach to drawing has been based
around negative space. I learnt it from my mother who
is an artist. The lesson came one day when I was frus-
trated that my drawings of trees never really looked like
trees. They just looked like a bunch of lines. I could not
get a feel of the shape or structure of a tree. She taught
me to draw the shapes between the branches instead of
the branches themselves. When you do that, you quickly
come a lot closer to actually drawing something resem-
bles a tree. When I am drawing letters, I use the same
approach. I am drawing the white shapes not the black
strokes. So the relationship between the white shapes
on the inside of the character and the outside of the
character is something I am very interested in. I think
Dwiggins had a similar interest so I studied his work

from this point of view.
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In 2006, it was reported
[7] that mobile phone
users suffer much more
serious lesions than non-
users, in case of being
struck by lightning dur-
ing an electrical storm.
Cell phones do not, how-
ever, present the danger
of a land line during an
electrical storm; whereas
wires can carry a light-

present the danger ofning Strike to a nedr’by

a land line during an
electrical storm; whereas
wires can carry a light-
ning strike to a nearby
telephone user, cell
phone signals are im-
mune to such danger.

telephone user, cell
phone signals are im-
mune to such danger.
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Jeremy Pyles,

who started his career as a photographer, describes his first foray into product
design as an accident. However, his picture-perfect, handblown glass
creations are anything but. Citing nature as his key influence,
Pyles strives to create simple, organic, yet interesting forms.
His signature line of ‘Stamen’ lamps, inspired by the struc-
ture of a flower, have become some of New York’s most highly
coveted objects. And thesuccess of thelampsled to himlaunch-
ing his own East Village interiors boutique, Niche Modern,
which has put him firmly on the city’s design map. Like Chivas
Regal 18 yea old, one of the world’s finest blends of whisky,
Niche Modern puts incredible craft and care into its pieces,
its pieces, handmaking each to ensure a truly unique offering.
But while Pyles is dedicated to producing well-crafted, unique
products, he took a different approach for his work for Chivas

Regal 18. The complexity of this blended whisky, its amber colour
(the result of aging in oak casks for a minimum of 18 years), and
the shape of its distinctive bottle influenced a design far more

intricate than the artist’s previous work. A lay-
ered, interlocking series of five vessels (three of
which are pictured here), blown in a rich shade
of amber, the piece not only echoes the Chivas
Regal 18 appreciation of quality handcrafts-
manship, rich colour and individuality, but is
also a stand-alone object of beauty, reflecting
the luxurious essence of the whisky.

Letter is the quantitative element

of text. Students must develop
flexibility and creativity in working
with paragraphs. This assignment
introduces students to manipulating
with paragraphs as integral units of
design. The arrangement of para-
graphs can provide the typographic
layout with certain expression and
thereby amplify its message.
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www.lostorga.com

Lorem ipsum dolor sit amet,

Lorem ipsum dolor sit amet, consectetuer adipiscing elit.
Cras congue accumsan felis. Aliquam erat volutpat. Proin tin-
cidunt. Sed magna elit, aliquet in, scelerisque eget, aliquet
elementum, lorem. Proin quis arcu ut quam blandit dapibus. In
vitae nibh id diam scelerisque pellentesque. Donec placerat
elementum ligula. Nulla condimentum, neque sed feugiat vo-
lutpat, mauris lorem mattis ante, in laoreet nulla erat sit
amet orci. Morbi sit amet enim et lectus viverra ornare. Cum
sociis natoque penatibus et magnis dis parturient montes,
nascetur ridiculus mus. Aliquam feugiat. Nulla erat mauris,
varius id, luctus a, ultricies eu, sem. Vestibulum nisl.
Etiam arcu turpis, placerat vel, pharetra non, porttitor a,
orci. Vivamus vehicula, enim et lacinia varius, lacus nisl
vehicula lectus, vitae commodo tortor risus sed ante. Morbi
wisi. Mauris ullamcorper. Ut sit amet eros.

Vivamus turpis. Aenean sed dolor. Nulla iaculis velit ut
orci. Donec nibh arcu, tristique et, tempor vitae, pellen-
tesque id, diam. Donec dictum. Duis erat neque, euismod in,
feugiat vel, imperdiet non, lectus. Fusce dignissim mattis
mi. Quisque a ligula ac purus elementum aliquam. Nulla faci-
lisi. Donec eget wisi. Nam a sem a sem scelerisque hendrerit.

Pellentesque felis risus, varius sed, mattis vitae, pre-
tium in, neque. Nulla urna ante, euismod et, iaculis eget,
posuere sit amet, urna. Mauris mattis condimentum turpis.
Proin elementum nisl sit amet leo. Praesent egestas sceleris-
que nunc. Cras tempus sem id mi. Sed risus. Suspendisse nisl.
Quisque tristique lobortis turpis. Vestibulum iaculis congue
sem. Donec eu ligula hendrerit lacus sollicitudin ornare.
Etiam vitae sapien. Suspendisse non neque ut sapien auctor
rutrum. Sed pulvinar, erat in euismod dignissim, risus odio
convallis lacus, a pulvinar orci justo non risus. Nullam 1i-
bero. Integer vehicula. Vestibulum dolor. Integer dui diam,
feugiat in, pulvinar eget, auctor in, massa.

Fusce nec justo non sem egestas eleifend. Phasellus sit
amet erat quis nunc pharetra congue. Pellentesque a arcu ut
augue tempus consectetuer. Nam sit amet pede. Morbi nulla ri-
sus, tempus a, sodales vitae, euismod sit amet, metus. Donec
vulputate, nibh nec sodales dapibus, odio neque facilisis mi,
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Together with their families

Cedric Franco
Katherine Meng

Are happy to announce their marriage and

invite you to join them in celebration

Saturday, the twentieth of June, two thousand and ten
Half past six o’clock in the evening

San Miguel Beach

Two hundred and thirty West North Loop

Santa Barbara, California

Please join

Katherine Meng
&
Andy Samberg

As they happily annouce their marriage and invite you to join them in celebration

together with their families as they exchange wedding vows

Saturday, the twentieth of June
Two thousand and ten
Six o’clock

San Miguel Beach
2330 North Loop Dr.

Santa Barbara, California

The honor of your presence is requested at the marriage of

MS JINAH SON to MR SOMEONE LEE

sATURDAY sth may 2010 at noon

GRAND HYATT HOTEL 747 hannam 2 dong yongsanku seoul south korea

TOGETHER WITH THEIR PARENTS

sojin ouh ¢ Jeff han

request the pleasure of your company at the celebration of
their marriage * saturday, the fourteenth of september two thousand and

seventeen # first episcopal church of boston 58 main street boston, massachusetts

5.27.16 / Versailles / 4pm
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“Print” magazine cover.
Discovering the joy of
toying with letter forms,
students are able to
feel free and play with
expression, which is the
game other than the
typical pragmatic typog-
raphy. The intended
result is the pure visual
pleasure.
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Commentary to Lesson II

The description of Lesson Il didactic objectives starts with an
inconspicuous yet important statement: The essential material
of typography is text, which carries content. It is worth paying
attention to the second part of this sentence and its deeper
meaning: writing that text carries content, Krzysztof Lenk
emphasizes that the very record is not identical with a typo-
graphic communication, which provides the expression with
a particular sense, expected by the sender. A typographic
communication is created by means of logically selected and
systemized set of typographic means with the purpose of
facilitating the reading process (the process of perception,
understanding and interpretation of the content presented as
text), and indirectly — to generate knowledge. The statement:
text, which carries content, therefore, should be taken literally.
Nothing more. It is the visual form of text that builds its
meaning, as implied by Professor Lenk.

Lesson Il contains the largest selection of autonomous and
closely interconnected assignments. They are characterized,
among other things, by merging the practice of letter con-
struction, based on classical typefaces: Baskerville, Bodoni,
Clarendon and Garamond, with an unconventional approach
to their application. The typefaces are used in unusual
contexts regarding their content, function and form (eg. jazz
concert poster, wedding invitation card, letterhead stationery,
logotype, business card, biogram). This bridges the gap
between theory (learning about the history of design and the
typeface anatomy) and practice (using a classical typeface in
a contemporary context and in reference to a young person
living at the turn of the 20th and 21st centuries) and is
therefore invaluable from the perspective of graphic design
education. Moreover, suggesting the use of a recognizable,
centuries-old typeface for a contemporary design of a busi-
ness card, for instance, teaches modern students creativity
and unconventional approach to design problem solving.
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The assignments in making one’s own business card and
stationery, and foremost — a curriculum vitae, teach con-
structing legible and clear messages based on logically
organized information, and achieving that with very moderate
typographic means. Beside the color restriction (black and
white), students have at most two typefaces at their disposal,
including one classical, of anatomy and expressive properties
deeply studied in the previous assignments. Contrary to
appearances, there are many variables as starting points of
iteration: spacing the text out by means of interglyph spaces,
lowercase and uppercase characters, small caps, using
different — sometimes in details — versions of one typeface.
This way, the future graphic designer learns how to develop
creative solutions within seemingly limited and non-obvious
measures.

At the same time, students become familiar with two very
important, yet frequently confused terms: emphasizing and
distinguishing of information. Although a young person’s
business card, letterhead and curriculum vitae may not be
extensive for their content, it still has a rich multilayered
structure. In order to successfully complete the assignment,
students need to identify types of information, assess its level
of importance, interdependence, if and how it is intercon-
nected. Only then are they able to construct purposeful
(useful) visual relationships as regards the goal, character
and content of a message. This interesting and universal
practice provides students with knowledge and experience
which translate directly into such design disciplines as visual
information design, interface design, publication design,
visual communication systems, and more.

One of the added values of Lesson Il is accounting for the
sender in individual assignments. For some strange reason,
both the sender and the recipient are still neglected in the
majority of typography curricula, even though they should be
present already at the elementary level. Indicating a student
as the sender of a typographic communication, Krzysztof
Lenk made a good call. First of all, students waste no time
recognizing the specific of their clients (such as values,
expectations, needs), as they are the clients (in a rare blend
of the message sender and its designer). Secondly, the
communication recipients are persons students know well
(wedding guests, for instance), which helps them verify their
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design decisions at any stage of the creative process. On the
other hand, insufficient distance and strongly emotional
approach towards one’s own design do not make work any
easier even to experienced designers. Still, the presence of at
least one of the two links of the communication process
(sender or recipient) pushes students — often focused on
“expressing themselves” — out of their comfort zone, making
them aware of being “only” a mediator, largely responsible for
achieving the communication goal. By means of assignments
involving the sender and the recipient, or a group of recipi-
ents (wedding invitation, for example), a student, put in

a double role, realizes early enough what a designer’s work
actually involves and has a chance to understand that a visual
message is a means rather than the goal of design.
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Text content has the potential to be presented in various
alternative compositions. The goal of the assignments in this
chapter is for students to see the multitude of possible visual
solutions and begin to feel their subtle differences. For each
variation, a balance needs to be struck. This was an introduc-
tion to “the creative search” — the discovery of typographic
harmonies, and bravery in looking for them.
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Posters for fictitious typographic
lectures. On the left, the focal
point is the center of the dark
area. The peripheral elements of
the layout, such as perforation,
are coordinated well. The other
are implied and beyond the
format. In this design, the purely
graphic elements have stronger
visual effect than typographic
means. The layout on the neigh-
boring page, in turn, is based on
contrasts of large and small ele-
ments. The main building matter
of the layout is letter.
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New York:
Thursday, October 8,
6:30pm,

Boucarou Lounge,

64 East 1 Street San Fran "

Thursday, October 8,
6:30pm,
Taverna Aventine,

Boston: 582 Washington Street

Thursday, October 8,
6:30pm,
Channel Cafe,
300 Summer Street Providence:
. Do You Speak RISD?
Saturday, October 10, Of course, you do. All RISD grads
9pm-12am, do. And this October you'll have
Main Gallery, an opportunity to speak RISD
The RISD Museum, once again with other 2004 class-
20 North Main Street mates at special RISD Reunions
parties for young alum
Then get ready to enjoy that special vibe that comes from hanging
out with people who look at light fragmenting through the ice cubes
inadrink and see an intricate pattern of possibilities for next week’s
project. Or if you're merely thirsty and want to see old friends, then this
is the event for you, too!
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Taverna Aventine

582 Washington Street

Do You Speak RISD? Of course, you do. All RISD grads
do. And this October you'll have an opportunity to
speak RISD once again with other 2004 classmates at
special RISD Reunions parties for young alumni.

San Francisco: Providence:
Thursday, October 8 Saturday, October 10
6:30pm  9pm - 12am
Taverna Aventine Main Gallery
582 Washington Street  The RISD Museum
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64 East 1 Street 300 summer Street

Then get ready to enjoy that special vibe that comes
from hanging out with people who look at light frag-
menting through the ice cubes in a drink and see an in-
tricate pattern of possibilities for next week’s project.
Or if you're merely thirsty and want to see old friends,
then this is the event for you, too!




Boston Symphony concert
program 2008/2009. Some of
the concerts are held in 2008,
other in 2009. The information
included in the program is very
structured: year, month, date,
composers and performers.
Designer’s visual strategies —
selecting the dominant element
of organization — can emphasize
particular elements: composer?
year? date? The decision fre-
quently relies upon the context in
which the program will be used.
The didactic goal of this assign-
ment is opening students’ minds
to the options which they must
uncover and logically apply.
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Assignments within the Summer School.
Work with larger format and longer texts. Stu-
dents were instructed to combine three types
of texts related to RisD: a school promotion
written by its Dean, letter inviting a friend

to Providence and directions how to get
there. The three texts should maintain their
visual distinctness while working together as
a harmonious whole. The assignment relies
ia. upon individual approach to the elements
according to their respective content and
character, followed by integrating them on the
page. The surprising challenge was the large
format, as students were not used to working
in such scale. Their designs were viewed on
the wall and not the table, as usual.
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Continuation of the previous
assignment: operating with the
minimal and focusing mainly on
the spatial organization of infor-
mation. The challenge of this
assignment consists in increas-
ing the contrast by modifying

a larger number of typographic
parameters as to diversify the
character of the content and
thereby amplify the message.
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Layout of three texts written by:

Jan Tschichold (main text), Paul Rand
(saluting him) and Milton Glaser (who
says it’s utter nonsense). Students were
instructed to analyze the texts, study
their mutual connections and then come
up with a desigh communicating the
relationships between these contents
and supporting the reader in their
interpretation. Due to the fact that all
three accounts come from designers,
the arguments included in the contents
should affect the visual dynamics of the
layout.
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Commentary to Lesson Il

One of the Lesson 111 objectives, indicated by Professor Lenk,
is making the student aware that typography is a communica-
tion activity'. [The designer] communicates something to
someone. In other words: it should emphasize to students
that typography aims to communicate particular information
to a particular recipient by means of a purposefully developed
visual language (What is there to communicate? To whom?
How?). In order to intentionally communicate something to
someone, students must learn to make a design decision,
select the typographic means and merge them into such
relationships that will meet the goal set at the beginning of
the design process. The question is: how to use the visual
language to produce a particular and expected sense,
intended by the sender, in the recipient’s awareness. It is
worth noticing that Krzysztof Lenk teaches the primary goals
of visual communication design as early as the undergradu-
ate level of design education.

Another objective of Lesson Ill, regarding the problematics of
workshop this time, is providing students with the opportu-
nity of experiencing the variety of applied formal means as
well as pursuing and finding the desired design solutions
(hence the title: On variations). Students master their use of
scale, emphasis, expression (regarding the used typefaces
and layout elements), contrast, relationships — not only
formal, but also semantic ones — between individual ele-
ments. Moreover, they can alter and construct the communi-
cation structure by systemizing the content based on the
accurate classification of data — according to the hierarchy of
information, for instance. Irrespective of how and by what
means the information structure is constructed, its superior
and invariable objective is the communication intent. From
the very beginning, students must know what they want to
convey by means of their design, in order to create a solution
towards this result.

Although the assignment Boston Symphony Concert Calendar
may seem uncomplicated, prior to actual designing, students
are required to consider types of readers, their needs and
potential reading strategies. A music lover, for example, will
focus on the repertoire and performers (or only the perform-
ers), while a tourist or a person with little time to spare will
make decisions based on the available dates of concerts.

Lesson Il = On variations 74

This attempt of learning about types of recipients, their
motivation and interests, as well as defining the goal of

a communication, will determine the type, quantity and order
of the subsequent information filters (LATCH?). As a result of
the Boston Symphony Concert Calendar assignment, students
learn not only to create communications with minimal means
(mostly the strictly limited contrast), but mainly to make
decisions based on rational premises and possibly lowest
uncertainty about the final results. The sooner the future
designers are able to introduce this thinking, the better for
their professional development and, foremost, for the
potential users of their designs.

In the assignment Excerpt from the Bible, students interpret

a chosen fragment of The Bible using composition, contrast
between particular typographic means and text setting. The
suggested content provides for creating conditions of either
constant or selective reading. Students, therefore, are offered
a great deal of freedom in thinking about reading strategy
and constructing a message they find interesting. The group
is also provided with an opportunity of comparing diverse
concepts based on different reading strategies. The designed
solutions accent individual protagonists (sons of Jacob), their
mutual relationships and group them according to various
criteria (maintaining the original content structure).

In relation to other assignments, an interesting assignment
of Lesson Il concerns designing a communication directed to
the future RIsD student. It is composed of three texts about
the Providence school of various character and level of
emotions: driving directions to school, a welcome document
of the school authorities and a letter to a friend written by
rIsD student. With different distance to the recipient, all
three communications refer to the school, and students must
create a consistent message. It was achieved by means of
minimal contrast between typographic measures, and
foremost — by operating with scale, layout components on
the page and their relationships regarding composition and
meaning. From the didactic perspective, it is interesting to
assign one design including the “cool” (driving directions),

“hot” (friend’s letter) and “warm” (welcome letter) communi-

cations with a common denominator in the form of their
subject — the Providence school. Students were faced with the
necessity of building a narrative based on three sequences,

which varied with the register (formal vs. informal), volume
and type of message. Challenging young designers with

a multilayered problem requires them to analyze the content,
teaches creativity and workshop skills, but also forces them
to take a stand regarding the text content and finally — build-
ing a narrative.

In contrast to the Letter... and Boston Symphony Concert
Calendar, where the role of contrast in constructing the
information structure was minimal, the assignment involving
texts by Jan Tschichold, Paul Rand and Milton Glaser is
dedicated to creating typographic messages using strong
contrasts. Importantly, contrast does not refer only to how
the visual means are applied, but it is also present in the
authors’ statements. Unlike several other assignments in this
Lesson, rather than content interpretation, this assignment
requires visualization of mutual relationships, their differ-
ences and similarities. While Tschichold and Rand share
related opinions (Rand’s text supports Tschichold’s theses),
Glaser's text is critical towards the other two. This assign-
ment is a dialogue of three authors, where one interlocutor is
in opposition to the others. The semantic contrasts between
the texts are meant to be used by students in building the
layout, but mainly to make a statement regarding the authors’
opinions and express it, thereby encouraging the reader’s
reflection. These objectives facilitate students’ critical think-
ing (necessary in the times of big data), teach the practical
coherence, or ‘congenial typography’ — the term coined by
Jan Tschichold, nota bene. The added value to this assign-
ment is familiarizing students with opinions expressed by the
leading graphic designers.

Lesson Ill is titled On variations for a good reason. The
included assignments teach courage, ability to create several
concepts in numerous versions in response to the presented
problem, operating with contrast (strong and weak alike),
pursuit of the best solutions, observation and finally — deci-
sion making. Each assignment encourages students to

the analysis — more or less deep — of the content and its
function in the message, and then provokes to find as many
solutions as possible by means of (sometimes quite subtle)
modifications.
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The process of pursuit and experiment included in the
assignments of Lesson Il always regards the content, func-
tion, intention of the message, and frequently — its recipient.
By no means is it formal in character or concentrated on
creating — solely — a formally perfect typographic layout,
which is far too common in typography programs. Another
objective of Lesson 1l is to shape a creative and seeking
attitude by making students aware that there are always many
possible solutions to a problem, and choosing the best

one — making a decision — is usually difficult due to numer-
ous factors, often beyond the designer’s influence.

1 In the conversation with Jack Lenk, 2018

2 The acronym LATCH represents five ways to analyze data and to
organize information by: location (L), alphabet (A), time (T), category
(c), hierarchy (H), developed and described by Richard Saul Wurman.



Assignment based on
content from the 19
advices given by the
Dalai Lama for the new
millennium. Each student
chose one they like and
made a layout for it.
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What | refer to as a narration is a story with characters and
actions, forming a beginning/middle/end, framed in a singular
presentation. In a narration everything is connected and
revolves around a core message or crux of the story. As in every
story, the storyteller will have some items of emphasis, and the
typographer’s game is to find and bring those forth. In these
assignments, the visual form should reflect what the story is
talking about.



Lesson IV = Narrations

78

4-page fold presentation of
recipes. Content includes:
ingredients, process,
serving. The work was
created before the desktop
publishing revolution
using IBM typewriters, cut
and pasted by hand, then
reproduced by camera.
This material is sentimental
to me as the assignment
was in the first year of my
teaching at RisD.
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On following pages:

Students were asked to pick a passage from
Bertold Brecht to present on the page (16x16”).
This is about sketching layouts. In pre-computer
typography, it was essential to draw what you
intended to produce first, because the real
production was very labor intensive and the
errors more expensive. The real intention of
creating sketches first is to clarify the concept in
your mind.
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Final renderings from
same assignment as
sketches on previous

pages.
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Content from historian Erwin
Panofsky’s Perspective as Sym-
bolic Form, where the quantity
of footnote text outweighs the
main essay. This assignment’s
output harkens back to old
medieval traditions of illuminated
manuscripts.
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Same assignment as previ-
ous page. This is one of my
personal favorite student
works. Innovative, daring,
elegant.
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Two projects analyzing the
process of design as a set of
steps. The goal was to create
an explanation that may be
presented to a client or curious
outsider.
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Commentary to Lesson IV

The first assignment of Lesson IV regards designing a coher-
ent story composed of three narrations. The components are:

a culinary recipe, a list of ingredients and a serving suggestion.

Students must create three individual units of information on
the one hand, and define the accurate relationships between
them on the other. The key issue of this assignment is
creating a coherent message, built of a visual form — match-
ing the character of the story — as well as the logically system-
ized components. The thematic lightness of content along
with scarcity of applied visual measures could make this
assignment seem quite simple. There is nothing wrong with
that; on the contrary —in the didactic process, it is worth
generating positive emotions, if only by means of the content
(everyone likes good cuisine), as they facilitate the course of
education and provide for its good quality.

The assignment with a selected fragment of Bertold Brecht’s
text, rather than presenting students with the concept of
layout, is meant to indicate the important issue of classifica-
tion of the design idea by its visualization. Professor Lenk
explains that even a simple sketch of a concept allows its
author to quickly verify the assumed definitions. Students
learn that when visualized, the idea is clarified; moreover, the
method helps validate the pursued concept. Krzysztof Lenk
said on many occasions that typography is a state of mind,
and the role of drawing is essential at any stage of the design
process for designers to have an intellectual image of what
they want to communicate. One could venture an opinion
that Professor Lenk provides the notion of “drawing” in visual
communication with a new meaning; he destereotypes it,
expanding its functions and defining its role and place in the
design process. In the previously mentioned in-depth inter-
view, carried out by Ewa Satalecka, Krzysztof Lenk says:
Everything we can see on the screen today seems so easy. It seems
like you can do anything. What you want to do, however, has to
be defined in advance [...]. Before you spring into action, you
need to determine a reference point for your further work on the
project. When you get an idea — note it down, sketch it in pencil
and see, if it works. [...] I'm a firm believer that a pencil is in fact
the extension of consciousness. At this stage your thinking
materializes and provides you with a feedback. It is something
very different from simply uploading a text to your computer and
changing the weight of a font from Medium to Light." Although
an aware graphic designer finds the issues of prototyping the

Lesson IV - Narrations 98

idea, concept or particular solution common knowledge, to
an inexperienced one or a design student they are crucial,
especially in reference to technologically complicated designs
with small margin for error. The assignment with Bertold
Brecht's texts is only a pretext to teaching something more
important than the layout itself. In other words, Lesson IV
provides students with more than a workshop meaning of
layout.

Although the three subsequent assignments have diverse
variables (different character of communications, structure,
content, volume), the narration remains the reference point
of individual designs. This focus on building a statement is
probably the main contrast with many common typography
programs, oriented towards teaching a variety of typographic
means, self-expressive eruption or creating “original” compo-
sitions. Professor Lenk’s didactic philosophy is based on the
idea of developing students’ ability of building a clear narra-
tive by means of an individually created grammar of the
visual language. According to the Professor, this skill should
be taught as early in the education process as possible.

The preliminary assignment is a two-page spread design.
Students dispose of a fragment of the body text, accompa-
nied by illustrations, folios, running titles and extensive
footnotes — their volume is, in fact, larger than the com-
mented text. In this assignment, students attempt to build

a narration mostly by means of a logical layout of compo-
nents, while the role of contrast — for the first time in Lesson
IV —is minimalized. Importantly, they are not meant to create
a parallel narration (as tempting as it is). The body text
should be readable as superior, while the autonomous
footnotes must expand its meaning and remain in close
semantic relationship. In this assignment, students also learn
to assign individual components with functions, making
them clear and explicit to the reader.

The final assignment of Lesson IV requires students to
analyze a selected model of the design process and explain it
to a given recipient. Similarly to the Lesson Il assignment
based on the texts of renowned typographers, Professor Lenk
“smuggles” deliberate information, crucial to the future
designer. While using any other, non-design text would not
have a negative effect on achieving the didactic objective,
there is an obvious value to working on purposeful content.
Thereby, theory can be merged with practice, if indirectly.
Krzysztof Lenk said that a designer should be both skillful and
enlightened®. It is possible to achieve, among other things,
thanks to a clever procedure of blending the content of
design theory into practical assignments.

1 Pass It On. Krzysztof Lenk in conversation with Ewa Satalecka, P)AIT,
Warsaw 2020, p. 57
2 ibidem, p. 238
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Lesson V - Definitions 101

Every word is a signifier, and the dictionary is a catalog of their
significance. For each, a visual connotation or expression can be
found. Students were asked to choose one word and design

a 24x36" poster presenting it in a composition that expressed
the meaning. They had to use fundamental elements of contrast,
balance, and form as a language to distill the essence of the
word’s visual expression and capture the gestalt or connotation
in a typographic visualization.
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Another variation

of the assignment
ventured into requesting
three dimensional
representation, or
consideration for

depth of space in the
composition.
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Assignment variation:
the word “contrast”
and its definition
(24x24" square).
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Assignment variation
from New Zealand:
students were asked
to select a verb to
represent.
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Assignment to choose

a word and give it a form
with connotation to its
existing uses (24x24"
square).
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Commentary to Lesson V

Typographic interpretation of a notion is a very popular
assignment, included not only in the program of secondary
and higher art schools, but also present in the entrance
exams. This design method serves to make the recipient
familiar — in the most direct way — with the meaning of a term,
to image an item, phenomenon or idea with limited typo-
graphic measures. Typographic interpretation of a notion or
short text is not only a matter of didactics. For at least

a century, this method has been efficiently used by many
professional designers, among them such names as Herb
Lubalin, Emil Ruder and Henryk Tomaszewski, who have
mastered the typographic interpretation of even very abstract
notions. There are several ways of achieving typographic
interpretation, which include scaling, reversing, overlapping,
replacing and deconstruction of letters in a word, laying

a word out on a page, as well as expression — compositions
or typefaces and lettering used in the design. Most frequently,
there are mergers and variation of the above.
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Teaching communication by distilling and explaining confus-
ing or complex terms with typographic means, Professor
Lenk has not limited it to a single word, as most of educators
would. The notions used in the assignment have been
expanded by comprehensive dictionary definitions, which —
contrary to appearances — does not make designing any
easier. Students must construct a compositionally and
semantically integrated communication, based on contrast:
a word with its sense explained mainly by visual expression
on the one hand, and a content of an extensive definition with
its neutral, objective and maximally readable form on the
other. In this assignment objectives, Krzysztof Lenk intro-
duced something infrequent in didactics: he faced students
with the necessity of merging extremally expressive typogra-
phy with transparent one by means of limited formal meas-
ures (one color, no illustrations). Moreover, Professor Lenk
leaves at students’ disposal antonyms of given terms, and

a possibility of using more than one poster to explain them.
This clash of opposing but complementary contents and
visual languages supports the communication. Once again,
there is contrast, if not always in its direct and visual form.
The above mentioned characteristics of this assignment have
an overarching objective: teaching how to create proper
connotations of the term (its meaning) by means of layout,
expression of the visual language or manipulating conven-
tions. On the analysis of the selected designs made by
Professor Lenk’s students, what strikes is their diversity and
the wide range of applied visual means, as well as the high
intellectual level of these solutions.
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Lesson VI » Presentations 121

Students were asked to choose an artist they truly admire and
create layouts for an art magazine, with a sequence of pages
using illustrations, the artist’s bio, quotes of their statements,
and statements made about them by others. The goal of this
assignment was to create a personal presentation that was free
to be expressive and move beyond traditional conventions of
typographic form.



Notice that the student generates contrast
between the density of the Kandinsky’s paint-
ings and the other page. By allowing open
space to breathe in juxtaposition, the paint-
ings are given emphasis and celebration of
their textures and material form.
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the ‘artist’: a

mystical creation

It detaches
itself from him,

it aquires an

.......

The true work o

f
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This is a story about Alexander Calder and Joan
Miro who had a lifelong friendship, exchanging
letters and opinions. There is a wonderful inter-
action of image and text throughout the layouts.
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Alexy Brodovitch, a periodical
designer (“Vogue” and “Harper”
“Bazaar”), revolutionized modern
magazine page layouts. He was
interested in the “ballet of the
page” — for elements to dance
and play on the page. He often
said to his students, “Astonish
me!”. These layouts demonstrate
a thoughtful interplay of
presentation and the subject’s
work.
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Expressing His Mind
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The use of texts in these layouts on
the work of Francis Bacon invites
viewers inside the images. The content
of the imagery is rich and textured,
photographs of the artist’s studio
blending almost seamlessly with

the world of the paintings. Overall,
the composition creates an immersive
experience.
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Layouts about the work of Auguste Rodin. Beautiful plays of texture and color are found on
these pages. There is a sense of depth and an ephemeral feeling to the layouts, very much like the
sculptures which bring stone to life. Floating snippets of text mingle with cropped photographs,
revealing glimpses into the artist’s story.
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Banksy’s art is a social and political one. Its
presentation style has an activist connotation,
contextually appropriate to the types of
publications it may be commonly featured in.
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Presenting the works

of Man Ray. Expressive
typography compliments
the geometric graphical
style of the artist.



Commentary to Lesson VI

Once more, Professor Lenk introduces his concept of simul-
taneously expanding students’ professional and general
knowledge while executing a design assignment (to assist
them in becoming both skillful and enlightened designers’).

In order to meet the requirements included in Lesson VI
assignments, students had to learn as much as possible
about their protagonist. First of all, collect data (including the
iconographic material), carry out the analysis, and finally —
draw conclusions and systemize. The next step was using the
gathered information to make a statement by means of

a visual language reflecting the character of the given artists’
work to create their “portraits” (Professor Lenk used the term
typographic portrait®). The resulting two-page spreads are
therefore a pretext to teaching more than a typographic layout
of proper image—text relationships.

There are two more invaluable layers to Lesson VI: analytical
and interpretative. First, students collect and explore the
obtained data (texts, quotations, illustrations). Then, they use
them as a basis for designing information (by organizing and
ordering the collected data), and finally explain it to the
recipient by means of a visual communication. It is a great
advantage of this assignment, visible only from the level of
the didactic process. Given the ready-made data, prepared by
their teacher, students would not benefit in this respect —
although the visual effects might be similar, they would not
acquire the skills, knowledge and experience regarding data
gathering, analysis, and drawing conclusions to be applied in
the solution (design doing). These notions are fundamental to
any designer, regardless of the represented design discipline.
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Another interesting quality of Lesson VI refers to explanation.
The simply formulated objectives: the goal of this assignment
was to create a personal presentation confronted students with
the situation of double authorship. Not only were they
required to collect and edit the content (including texts and
photo materials), but also to use it as a basis of a visual
narrative. Students’ distance to their design was therefore
shortened, while the awareness of consequences of all their
design decisions increased. Working this way, they directly
experienced and realized how even the slightest change may
have a vital (positive or negative) effect on the quality of the
message. It is the education in mindfulness, responsibility
and efficient work from the practical perspective.

Among other things, the Lesson VI assignments require
students to analyze the formal properties of a given artist’s
work. It is not meant, however, to imitate the protagonist’s
style or to stylize the graphic design, nor to stimulate stu-
dents to construct a purposeless self-expression or generate
purely formal solutions. The point is developing a particular
type of interpretation, so that the resulting visual language of
the designed article makes connotations accurate to the
character of its protagonist’s work. In other words, the formal
properties of the artist’s work should purposefully inspire
students to make a design about this person’s art. The design
is intended to communicate about the protagonist by means
of a wide range of measures learned in the previous Lessons,
rather than by stylization. Thus the title of Lesson VI: Presenta-
tions. The art, as narrated by students, is the center of atten-
tion — rather than the artists themselves, while the properties
of their style become part of a narration, and not its founda-
tion. It is another level of difficulty in this seemingly simple
and low-profile assignment. As much as with other typogra-
phy assignments offered by Krzysztof Lenk, it is easy to adapt
the objectives to design disciplines outside of typography,
such as visual information or web design. Lesson VI is a logi-
cal conclusion of Professor Lenk’s typography teaching
program and his approach and attitude to design.

1 Pass It On. Krzysztof Lenk in conversation with Ewa Satalecka, P)AIT,
Warsaw 2020, p. 238

2 Cf. K. Lenk, Wystawa, wyktad, warsztaty [Exhibition, Lecture,
Workshops], University of the Arts in Poznan, Poznari 2011
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BIOGRAPHICAL NOTES

Krzysztof Lenk (also known as Kris; July 21, 1936 — May 22,
2018) was a graphic designer known as a specialist of visual
communication, and a celebrated educator. During his career,
he designed numerous magazines and publications, posters
and book covers, diagrams and information maps; he was

a professor of graphic design at Academy of Fine Arts in £4dz,
Poland, and later at Rhode Island School of Design (RisD) in
the us; co-founder (with Paul Kahn) of Dynamic Diagrams,

a firm specializing in information design, where he served as
creative director between 1990 and 2001. Krzysztof Lenk
shared his expertise through numerous lectures, workshops
and conferences in many countries. He was an author and
co-author of many books and articles. For his achievements
he received an Honorary Doctorate Degree at the Academy of
Fine Arts and Design in Katowice, Poland, his alma mater.

Krzysztof Lenk was born in 1936 in Warsaw, Poland. His early
memories include time witnessing World War II. After the war
he lived in Warsaw with his parents and later his wife and
children throughout the first half of his life. He studied at the
Warsaw Academy of Fine Arts and then in the Faculty of
Design of the Academy of Fine Arts in Katowice (from 2021
Academy of Fine Arts and Design), where he graduated in
1961. After earning his degree, Lenk worked freelance design-
ing books, book covers and posters. He traveled to Paris,
where he worked for the Société Nouvelle d’Information et
Publicité (sn1P) advertising agency (which later became
TBWA) and for the magazine “Jeune Afrique”. These experi-
ences led him to discover his interest for design of informa-
tion and narration, and steered his work toward magazines.

Back in Warsaw, in 1969 he designed a weekly magazine,
“Perspektywy” and maintained position as its art director until
1972. Between 1970 and 1981, he also art directed other
magazines, such as “Polish Art Review”, “Problemy”,
“llustrowany Magazyn Turystyczny”, “Przeglad Techniczny,”
and “Animafilm”. During this time he also designed numer-

ous books, albums and professional publications.
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In 1970—71 he co-designed a large promotional campaign for
the German company erco Leuchten, which produced
lighting fixtures made by leading designers of Europe.

In 1973, Lenk started his career as an educator in Academy of
Fine Arts in £6dZ, where he taught typography and design

of periodicals in the Graphic Design department until 1982.
During the academic year of 1979/80, he traveled on invita-
tion to teach at Ohio State University in Columbus, oH. Over
the course of those years he received an award from the
Polish Ministry of Art and Culture for his educational
excellence.

In 1982, living under Martial Law in Poland, Krzysztof Lenk
was invited to Rhode Island School of Design (rRisD) as

a visiting professor. While there, a permanent position
opened up in the Graphic Design department, which led to
his tenure at R1sD for nearly thirty years until he retired in
2010. Professor Lenk taught information design and typogra-
phy to undergraduates and graduate students, and traveled
widely abroad as a visiting scholar. He brought workshops
and lectures to many schools and institutions throughout the
us and around the world, including Canada, Netherlands,
Scandinavia, England, India, Australia, and New Zealand.

Krzysztof Lenk’s renown expertise in logic of visual communi-
cation coincided with the launch of the World Wide Web

and the internet revolution. Together with Paul Kahn he
founded the information architecture firm, Dynamic Diagrams.
The studio rapidly grew to a company with offices in Provi-
dence, Baltimore, and London, England. Between 1990 and
2001 Krzysztof led the company as its Creative Director. After
retiring from the company, he remained active there as an
advisor and consultant.

Dynamic Diagrams worked with many global institutions,
including 18M, Sun Microsystems, Microsoft, Harvard
University, Yale University, Holocaust Museum in Washington,
Asian Art Museum in San Francisco, Merrill Lynch, MacMillan
in London, Musée des Arts et Métiers in Paris, and Samsung
Electronics in Korea. The Samsung commission was one of
their largest — Dynamic Diagrams coordinated the design of 75
websites, across 35 countries and 18 languages.

Since 2000, Krzysztof Lenk had also served as an advisor to
Tellart, a Providence-based experience design firm founded by
RISD alumni.

Lenk contributed as a lecturer to various conferences and
professional events around the world, including the
International Design Conference in Aspen, where he was
invited in 1983 as an 1BM Fellow. In 2001, he gave a talk at the
TED Conference, where he demonstrated a dynamic statistical
model of the world as represented by a village of 1000
inhabitants.Lenk was also an active member of American
Institute of Graphic Arts (AI1GA).
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Tomasz Bierkowski designer, advisor, researcher, design critic,
employed with Academy of Fine Arts and Design in Katowice
(professor, head of the Chair of Graphic Design). He special-
izes in designing scientific and popular science publications,
as well as visual identities. Publishes texts on typography and
visual communication, author of the books: On typography
(2008), Type for “Solidarity” (2018), Typography for humanists
(with Ewa Repucho, DA, 2018), Texts not only on typography
(2020).

Leads design workshops in Poland and abroad. Visiting
professor at Academy of Fine Arts and Design in Bratislava
(2013). He studies the problem of reading experience and
usefulness of visual messages as well as studies relationships
between ux and typography, and the implementation of
design thinking.

Juror and chairman of committees of international design
competitions.
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