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Visual Assets

White
R=255 G=255 B=255

Black
R=0 G=0 B=0

Gold Foil
Foil Application

Raspberry (also used at 30%)

R=163 G=74 B=94

Wine
R=103 G=0 B=30

Typography
Bodoni Moda (Regular & SemiBold)      Titles
ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyz

Charter (Roman)        Body Copy
ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyzAlchemy

Brand

Alchemy

Logo can be used 
with type or as a 
stand alone symbol.

Program Suggestion

I think that the Saginaw Art Museum should have merchandise. The first launch of the cloth-
ing items including sweatshirts, crewnecks, and t shirts would have the SAM logo on it with 
the sponsors on the back. They would be placed on a standing clothing rack by the coffee 
machine. Also adding a tab on the website to order the items and
promote it on their Facebook. If the museum visitors enjoy the merchandise SAM could have 
a poll on Facebook and a box with paper with options to see what items they would like to 
see next such as beanies, ball caps, or sweatpants. The cost would be covered by sponsors 
since their names will be on the back. There would have to a small check out area by the 
clothing rack which could be ran by students that need part time jobs that come from low 
income homes in the area to connect back to SAM’s mission. The Target audience would be 
SAM sponsors and Saginaw area art supporters. 
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ELIZABETH & CLARK RING HOME & GARDENS1
Designed by noted architect Charles Platt for the Ring family, the Georgian 
Revival house opened in 1904. In 1937, Virgil Kirkham acquired the house 
and nine years later, the civic-minded Ring daughters purchased it in order 
to establish Saginaw's first museum. This gallery showcases the house and 
gardens as they would have looked in the early 1900s. It also features 
photographs of the Ring family.

STUDIO2
The studio at the Saginaw Art Museum (SAM) is equipped for drawing, 
painting, and ceramics classes 
and workshops. SAM offers frequent workshops, which are led by working 
artists in a variety of media 
for both children and adults. For more information on upcoming 
workshops, please visit the Museum's 
website at www.saginawartmuseum.org, or call us at 989.754.2491.

SAM is committed to reaching all audiences, even those who cannot travel 
to the Museum. If you are interested in finding out how the Museum can 
come to you, please contact us during regular business hours.
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LOWER LEVEL MAIN LEVEL

THE BRITISH TRADITION1
Beginning in the 17th century, England grew 
more dominant with the expanse of its 
empire and so 
followed its development of fine and 
decorative arts. The strong tradition of 
British portraiture reached 
its zenith in the late 18th and early 19th 
centuries as documented through the work 
by Sir Thomas 
Lawrence hanging in this gallery.

THE GLORY OF FRANCE: FROM ARTIFICE 
TO REALITY

2

With the establishment of the Court at Versailles toward the end of the 
17th century, Louis XIV 
conscientiously established France as the center of the artistic world, a 
position held through the advent 
of World War II. Not to suggest stylistic stagnation; to the contrary, this 
gallery contains examples of the 
18th-century Rococo as well as the 19th century's Barbizon school of 
landscape painting - the first 
generation of artists to work "en plein air:'

NATURE OBSERVED, RECORDED,
STYLIZED & IMAGINED

3

Shared traditions between hemispheres and across millenniums 
demonstrate the commonality of man's 
experiences. Some of the artistic traditions can be experienced through 
the interest in flora and fauna, 
real and imagined. Within these subjects, cultures developed imagery 
independent of each other yet, at 
times, with similar meanings.

SCULPTURE SOLARIUM4
Sculpture is among the earliest art forms known to man. The desire to 
create a three-dimensional 
likeness of real objects crosses cultures and periods. Works can also be 
two-dimensional where images 
are carved into a medium creating an engraving, or elements may project 
from a surface forming a 
relief.

SARGENT EXHIBITION WING6
Completed in 2005, SAM's Sargent Exhibition Wing offers 4,000 sq. ft. for 
world-class exhibitions and 
traveling shows. All exhibitions strive to include works in a variety of media, 
artistic styles and 
techniques, represent different time periods throughout history, and 
complement and extend the 
strengths of the Museum's collections.

BUEKER RESEARCH LIBRARY7
As one of the major art reference libraries in the Great Lakes Bay Region, 
the Library houses over 1,100 
books, catalogues, and periodicals, and reflects the Museum's rich and 
distinctive collection. The library 
is non-lending, and is open during Museum hours. No appointment is 
necessary.

ARTISAN WING8
Completed in 2004, the Artisan Wing was originally referred to as the 
Education Wing. Currently, it 
serves as an exhibition hall for local and regional artists, and houses the 
Creative Cafe as well as SAM's 
Custom Museum Framing & Gift Shop.

MORLEY MULTI-PURPOSE LECTURE THEATER9
Serving as a lecture hall, theater, and conference room, the "Morley Room" 
can be uniquely arranged to 
suit any of the Museum's educational programs. It is also the location for 
meetings of several local artist 
groups.

NARRATIVE TRADITION5
The narrative has been a dominant theme from man's earliest artistic 
expressions. One of the foremost 
practitioners illustrating narrative themes through his work was 
19th-century American sculptor John 
Rogers.
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Brochure

In 1903 Clark Lombard and Elizabeth Merrill Ring commissioned noted New York 
architect Charles Adams Platt to design their family home near the corner of 
Remington Street and Michigan Avenue in Saginaw, Michigan. Though Platt had 
already achieved international recognition for his etchings and paintings, he had 
only recently obtained national prominence as an architect of landscapes and 
private homes. 

Platt designed the Ring family house and gardens with an Italian villa of the 
Georgian Revival style 
in mind. The plain 
symmetrical exterior 
of the house, with its 
predominance of red 
bricks, white pillars 
and pediments, 
contrasts with the 
richly decorated 
interior. Platt carried 
the same symmetrical 
geometric structure 
from the foundation 
of the house through 
the facades and into 
the formal garden. By 
doing this, the design 
achieved unity in that 
each section reflects 
the other sections in 
composition and 
style.

The public space of 
the first floor included 
the dining room, 
music room and 
drawing room. Clark, an  amateur violinist, and Lizzie, a pianist, insisted on having a 
music room to host spirited family gatherings and to entertain guests. The drawing 
room was used as a combined living room and library.

The domestic staff worked in rooms on the first floor, such as the large kitchen, as 
well as in the basement where the laundry room, wine closet, fruit closet and other 
work spaces were located. There was also a butler's hall on the first floor that the 
staff could use as their drawing room.

Long after the Ring mansion's completion, Elizabeth Ring Ireland Mather and her 
sister donated their childhood home for the creation of Saginaw's first museum in 
1946. This home is the foundation and grandest piece of the Museum's permanent 
collection.

UPPER LEVEL

MICHIGAN HALL1
This gallery celebrates the work of artists native to Michigan and sitters 
that lived and worked within the state. The most significant artist 
represented is Saginaw native E. Irving Couse, who is well-known for his 
work depicting Native Americans. Also notable is Irving Wiles' 
commemorative painting of Mrs. Elizabeth Merrill Ring, commissioned by 
her husband following her death in 1912.

ROMANTIC LANDSCAPE IN AMERICA2
The American tradition of romantic landscape painting began in the 
mid-1820s with the work of Thomas 
Cole and Asher B. Durand. Artists who followed Cole, known as the Hudson 
River School of painters, 
initially painted subjects on the east coast in the Catskill and Adirondack 
mountains.

AMERICAN REALISM3
Beginning in the 18th century with the American portrait artist John 
Singleton Copley, Americans have 
constantly attempted to convey sense of realism in painting. These ideas 
did not remain stagnant 
through the 19th and 20th centuries nor did all American painters adhere 
to the realist tradition.

GRAPHIC ARTS GALLERY4
SAM's Graphic Arts Gallery is designed as a temporary exhibition space for 
works belonging to the 
Museum's permanent art collection. Specifically, works on paper are 
exhibited, along with furniture, 
books, and other objects contributing to the theme of the current 
exhibition.
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ABOUT
THE RING MANSION

THE ITALIANATE GARDENS 
Platt filled the formal garden with a variety of plants and flowers. He intended it to 
bloom from early spring through the first frost in the fall excluding a two-week 
period in August when the Rings vacationed.

There were wild roses along the slope of the terrace and German irises, peonies, 
hollyhocks, Easter lilies and chrysanthemums within the barberry hedges of the 
formal garden. In the fountain were three false papyruses and three water lilies. In 
addition, there was a multitude of potted plants and flowers strategically placed 
along the paths of crushed stone and fences. The outdoor buildings, the tool 
house and pavilion (though it was designed with a solid roof like a pergola) were 
designed to complement the design of the house. These buildings were 
decoratively draped with grapevines. There were also a few outdoor sculptures.
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Attack the dog then pretend like nothing happened

Prow?? ew dog you drink from the toilet, yum yum warm milk hotter pls, ouch too hot. Meow meow 

we are 3 small kittens sleeping most of our time, we are around 15 weeks old i think, i donâ€™t 

know i canâ€™t count meeeeouw. Sweet beast why can't i catch that stupid red dot love to play 

with owner's hair tie. Sees bird in air, breaks into cage and attacks creature it's 3am, time to 

create some chaos sniff sniff i bet my nine lives on you-oooo-ooo-hooo ooooh feather moving 

feather! i show my fluffy belly but it's a trap! if you pet it i will tear up your hand. Kitty pounce, trip, 

faceplant you didn't see that no you didn't definitely didn't lick, lick, lick, and preen away the 

embarrassment this cat happen now, it was too purr-fect!!!

So hate dog sniff sniff i am the best pose purrfectly to show my beauty or slap kitten brother with 

paw. Curl into a furry donut go into a room to decide you didn't want to be in there anyway for man 

running from cops stops to pet cats, goes to jail more napping, more napping all the napping is 

exhausting i show my fluffy belly but it's a trap! if you pet it i will tear up your hand. Mrow good 

morning sunshine lick left leg for ninety minutes, still dirty chase the pig around the house and let 

me in let me out let me in let me out let me in let me out who broke this door anyway or bird bird 

bird bird bird bird human why take bird out i could have eaten that.

Meowing chowing and wowing but decide to want nothing to do with my owner today eats owners 

hair then claws head prow?? ew dog you drink from the toilet, yum yum warm milk hotter pls, ouch 

too hot. mmmmmmmmmeeeeeeeeooooooooowwwwwwww. I shredded your linens for you i am the 

best but furrier and even more furrier hairball whatever bawl under human beds. Sit on human 

they not getting up ever check cat door for ambush 10 times before coming in, yet ears back wide 

eyed when owners are asleep, cry for no apparent reason hunt anything.

1126 N Michigan Ave, 
Saginaw, MI 48602 989-754-2491 Saginaw Art Museumstaff@saginawartmuseum
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Joshua Kirby
Student Work Portfolio—Brand Identity

Rebranding Proposal (Saginaw Art Museum), Brand Identity Guide (fictional clothing store), Designer Personal Logos

The Saginaw Art Museum’s mission is to “deliver outstanding 
experiences in the performing and visual arts for all and serve 
as a catalyst for diversity, inclusion, and economic prosperity in 
the communities we serve.” I would say that the brand is fulfill-
ing SAM’s mission. Some examples are this November they held 
an event to put up ofrendas, “Quarantine Chronicles” SAM 
gave locals an outlet to express their experiences through the 
covid-19 pandemic through art and writings, and having a SAM 
podcast that allows for free access to all to listen to art that is 
in the museum or listen to topics about art. The current logo is 
representative of the brand if you see the logo as I see it. I see 
the logo as three people holding hands at the bottom as the m 
looking at abstract art that contains the s and a. I do think a 
rebrand is necessary because a logo shouldn’t be confusing to 
look at the meaning of the logo should be able to show through 
without explanation. Also, the sketchy nature of the brush 
strokes gives reminds me of the font chiller. I don’t think that 
they want to be portrayed as creepy or eerie. I do like the 
rebrand of the “Take Part in the Art” it is colorful and abstract 
with the organic shapes overlapped. A possible change that 
could make the “Take Part in the Art” logo would be making the 
word art in a different font to a paint brush tasteful script font. 
In addition, I think a “Take Part in the Art” tab should be added 
on the Saginaw Art Museum website. 

Introduction

Mission

Brief
Slowing down fashion with high-end looks at 
a more affordable price. Alchemy strives to 
source ethical looks and sustainable packaging 
with a designer feel for the modern-day 
environmentally conscious fashionista. We pride 
ourselves on creating pieces that will become 
your closet staples with timeless looks that have 
impaccable fit for all shapes and sizes. Mission

We offer affordable clothing with a high end 
look, that is ethically sourced and sustainably 
packaged for fashion forward young adults who 
care about their environment.

Alchemy

Brand Bible



Joshua Kirby
Student Work Portfolio—Layout, Editorial Illustration

Magazine Layout (various graphic design articles), Editorial Illustration and Cover Design (fictitious NYTM issue) 

demands of the designer new and complex 
considerations—considerations that embrace the 
multiple options afforded by (and in some cases, 
restricted by) time—based and interactive media. 
The key lies in understanding 
how such notions affect and 
advance the role of typography.
    Typography's role—or, to 
put it in tangible terms, its 
voice—is most evident in the 
form of the letters themselves. 
Set in a certain typeface, 
words are delivered with great 
specificity a "dog," for example, 
can be tail-wagging when 
set in Keedy Sans; vicious 
in Crack-house; a mongrel in DeadHistory; or a 
thoroughbred in Baskerville. The words themselves 
have lots of character because they are read 
visually as well as literally. In this context, such 
readings of the expressive qualities of type extend 
our understanding beyond the mere selection of a 
typeface. In print we read the composition, observe 
the format, and absorb the context—in some 
cases, before we even get to the content itself. We 
hear the tone of voice before we understand what 
it is saying. These elements come into play on the 
screen, too—although in screen-based typography 
we are given ancillary information through the 
relationship the text has to time and motion. In a 
time-based medium, type has additional expressive 
qualities, additional layers of significance: the great 
advantage of motion is that it brings words to life, 
giving them character, emotional resonance, and 
depth.
    Yet, haven't time and motion always been 
present in print design? Well-designed print 
typography typically addresses issues of hierarchy 
and composition to create a rhythm of seeing. 

The difference is that on screen, both the 
reader's eye (the seeing device) and the 
media surface (the screen) are in motion. 

Here the design negotiation is creative as well as 
custodial: the designer is both choreographer 
and cop, balancing creativity with functionality. 
Motion, in this view, is both an asset and a trap. It 

introduces possibilities for a 
three-dimensional typographic 
environment, fully navigable 
and interactive, into which, 
if it is to succeed, language 
(read "typography") must be 
successfully integrated into it.
    At present, creating such a 
complex  hyper-typographic 
environments is both time-
consuming and complicated. 
This is the land of gratuitous 

devices, flying type, and spinning logos. But 
understood in its relation to time, motion can be 
a persuasive conveyor of complex information-
balancing text and subtext, articulating voices, 
orchestrating messages through the subtle 
articulation of timed movement. Wordplay can be 
layered over time, critical or supportive subtexts can 
be hidden one moment and revealed the next, and 
different voices can be simultaneously represented, 
tweaked, or finessed. Content can be shaped, 
manipulated, and transformed. In this multifaceted 
forum, readers can participate, reciprocate, and 
engage in dialogues that are simultaneously both   
visual and verbal all at once.
    Unlike print, too, such communication rarely has 
a discernible beginning, middle, or end. Because 
by its very nature it is an iterative process, new 
media develops in an exponential manner. Through 
repeated interactions and a kind of collaborative, 
shared authorship, there is a reciprocity between 
sender and receiver, a kind of perpetual back-and-
forthness to this environment that is its own form of 
motion. Here, where design and typography are laid 
bare—open to alteration, manipulation, rampant 
(even wrong!) interpretation—a better model may 
be for designers to try to orchestrate readable 

experiences rather than to control scripted spaces. 
The thinking and conceptualizing of such spaces 
has more to do with defining the parameters and 
permutations than designing the infrastructure 
and filling in the details: indeed, such controlled 
intentions are virtually useless in this arena. Just as 
we must reconsider the role of the letterform (its 
intention, its behavior) and the responsibility of 
the designers (their purpose, their practice) so, too 
must we rethink the end user this is an audience 
of active participants. It is they who are in control 
now—not us.
    As new media moves away from mimicking print 
and toward establishing its own unique territory, it 
becomes clear the rules, metaphors, and processes 
of print cannot be imported wholesale into the 
interactive realm. Understanding the fundamental 
principles of expression and hierarchy, contrast and 
composition, tone and nuance, appropriateness and 
innovation remain essential criteria for evaluating, 

understanding, designing, and working with type. 
That said, creators of new media will have to learn 
to write differently, to design differently, perhaps 
even to think differently. Mostly, they will have to 
learn to approach technology differently, to expand 
typography's expressive voice. This is the next step 
for typography as it advances into the twenty—first 
century: type on the screen can fracture and flutter 
and fly on by.
Perhaps, in the end, Gutenberg's dream of movable 
type has finally become a reality. 
Indeed, it may never sit still again.

The New Seduction 

Michael Worthington

   Over the course of the last 500 years, writing 
systems—and the tools that enable them to become 
visually manifest—have reflected the perpetually 
evolving state of technology, from stone carving 
to the mechanization of printing and beyond. 
Writing has given us the ability to reconstruct 
images, enhance meaning, chronicle events, 
and communicate globally from an essentially 
abstract platform across space and time. While 
the letterforms themselves (and their means of 
production and dissemination) have altered wildly, 
the "magic" of the written word as communication 
has remained. At the same time, the relationship of 
word to image has perhaps grown equally complex. 
But while we understand the permutations and 
possibilities afforded us with respect to words and 
pictures, the advent of additional media challenges 

our notions of designed communication—its 
process, its function, and in the long term, its 
ultimate promise. 
    Complex ideas may be depicted by a series of 
images or icons, but they have nowhere near the 
specificity (or speed of understanding) that text 
has to offer. True, there are situations when type 
is the logical choice and situations when non-
typographic media are more suitable. Indeed, 
language itself can be either highly specific or 
open to interpretation. The poetics of language can 
act as a gateway to myriad meanings, or can be 
specific enough to feel personal to an individual.
    The functionality and poetic possibilities 
of the alphabetic system in general suggest 
that while the written word is not likely 
to disappear in new media, its purpose 

hould there be a new system of communication for 
 new media? The prospect that typography and the  
written word can evolve into something more (i.e., that 
motion and sound can become an integral part of 
  the basic alphabetic system) is extremely seductive. 
Imagine a new, magical form of communication, born 

of a new, expanded "alphabet" that combines twenty-six 
letterforms with selected sound bytes and motion options. 
Then again, why use type at all when you can have video 
feeds, computer animation, streaming audio, icons, and 
digital imagery that merge into a mass of navigable space, 
all live and online?
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Second, when pomos generalize about 
reading they often hide undeclared 
assumptions about what kind of readers 
they have in mind. They are less likely to 
imagine people deprived of literacy and its 
promises than a more comfortable fraction 
of the population favored by designers as 
“target audiences.” (What if readers are 
old, or visually impaired, or not very good 
at reading, or poor, or ignorant of their 
rights?) They rarely describe what kinds of 
reading form the object of designing, but 
exclude what Bridget Wilkins calls “sloppy 
skim reading”—the reading of educational 
texts, reports, forms, specifications, walkers’ 
guides, catalogues, price lists, reference 
books, maps, diagrams, food and medicine 
labels, dictionaries, timetables, schedules, 
user manuals, and so on. Pomos prefer 
something bracketed off within a more 
privileged “literary” or “artistic” category, 
and take reading as an act of private 
consumption.

Third, “content-responsive typography”—
today justified as a response to the alleged 
demise of reading—is little more than a 
new label for a well-worn rationalization. 
Marinetti’s hasty 
perceptions and 
screams do 
not need 

quotation 

here, but Vincent Steer may be less familiar: 
a founder of the British Typographers’ 
Guild in the 1930s, he recommended that “a 
detective story might read more convincingly 
in a matter-of-fact typeface like Scotch 
Roman. A book intended to be read by a 
doctor or scientist might suitably be set in a 
precise and pedantic type like Bodoni Book, 
while a light novel for a holiday maker would 
call for a more robust typeface.”

Fourth, the tale of a lost golden age (once 
people read, now they watch videos) is 
here implicated with a competitive account 
of design in which readers’ choices are 
mediated by the free market. To survive 
the hazards of that market, messages have 
to be ostentatiously differentiated to draw 
attention to themselves, better to encourage 
readers to discriminate from an array of 
shopping opportunities.

Sceptics might ask: of all the sources 
of knowledge about reading and 
communication (cognitive psychology, 
ethnography, ergonomics, discourse analysis, 
feminism, dialectical materialism ...) why 
have typographers defaulted to those which 
neither offer nor require evidence? Those 

which permit them to “theorize” reading 
as passive osmosis, to marginalize 

readers (mere receptacles), and at 
the same turn to foreground the 

act of designing (explained as the 
“challenging” of empty vessels)? 
Whose interests do such theories 
serve?

Although typographers may 
sprinkle their utterances with 

postmodern fragments (and 
perhaps, when business improves, 

the more expansive inflections 
of managementspeak), 

their reflexes still draw 
them towards homelier 

territory. What could 
be more 

natural 
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Once, 
designers just 
wanted to look 

good; now they also 
want theories to 
justify looking 

good.

for young prizewinners than to describe 
their student days in epic terms: “It was very 
academic ... and it gave me an incredible 
grounding in type. But I had to fight to 
be creative.” We know from Hollywood—
remember Charlton Heston’s The Agony and 
the Ecstasy and Kirk Douglas’s Lust for Life—
that it was ever thus.

Not much has changed. Once, designers just 
wanted to look good; now they also want 
theories to justify looking good. To graduate 
into the creative elite, they must first stamp 
a visibly personal mark. This designer-
centered romance, which pomo designers 
share with Paul Rand and Marcello Minale, is 
endorsed by Hermann Zapf, who enthuses 
that “typographic creativity can be expanded 
... as long as it is controlled by people with 
knowledge and taste.”

Designers’ insensitivity to people as readers 
and users is not confined to typography. Don 
Norman reviews industrial design: “A good 
way to find out what the design world cares 
about is to read the magazines of industrial 
design. I.D. is a fascinating magazine, with 
clever innovative design. But I detect little 
interest in making designs usable, functional, 
or understandable.” And Ted Nelson, who 
put hypertext on our Macs, is unimpressed 
by developments in design for interaction 
between people and computers: “It is nice 
that engineers and programmers and 
software executives have found a new form 
of creativity in which to find a sense of 
personal fulfillment. It is just unfortunate 
that they have to inflict the results on users.”

Critical reasoning about design has always 
offered alternative—modest but more 
challenging—forms of explanation. In 
1968, the Working Party on Typographic 
Teaching reported that inadequacies 
in design education arose mainly from 
treating the subject as “a form of personal 

visual expression .... Consequently, many 
unspectacular areas of design ... which play 
an important part in our lives are either not 
designed at all or are designed badly.” In 
1970, Anthony Froshaug—practicing, teaching, 
and writing from the margins—reviewed a 
showcase of “pioneers”: “’Modern’ typography 
is not a mode; it consists in a reasoned 
assessment of what is needed, and of what 
somehow is done, under certain constraints. 
When technical and social constraints change 
the important thing is not to spray a random 
pattern on the page but to assess the new, 
with the old, requirements of the text.” Two 
decades later, in a final provocation, Otl 
Aicher argued that when “typographic signs 
become mere graphic material used as a kind 
of formal ‘quarry’ for symbols and textures ... 
then writing is reduced to nothing more than 
an aesthetic object.”

Does any of this matter? Most graphic 
designers have managed to get by without 
explanations much more complicated than 
“just do it.” But traditional graphic design—
pomo and all the rest—has probably had 
its day, and is unlikely to survive, except 
as a “heritage” craft, the more demanding 
questioning it now faces. The challenge for 
designers, still, is to explain. “Because I like 
it this way and hope that other people will 
too” or “because it expresses my feelings” 
may be fair explanations for relatively 
content-free designing. And while wholly 
inadequate for design tasks which involve 
active readers with questions and purposes 
of their own, they at least have the virtue of 
honesty. What we are offered, in their place, 
is a new mixture of personal preferences 
and designer-centered ideology. To elevate 
this mixture to the status of a theory about 
design for reading is just another step on a 
false trail
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Graphic designers used to have 
straightforward reasons for what they 
did. Paul Rand, for example, could say, 

“If it looks terrific, then that’s all I care about. 
After the looks, and strictly of secondary 
importance, comes client approval.” Marcello 
Minale was equally clear: “The core of our 
philosophy is that design is based on self-
expression.”

As these simple credos have come to 
seem thin, so more complex but equally 
designer-centered explanations have filled 
the vacuum. For example, Michel de Boer, 
of Studio Dumbar, strikes a now-familiar 
note: “This is at the center of the studio’s 
philosophy—that design should not be too 
easy, either to do or to see. The receiver 
of the message should be made to work, 
forcing them to think about what they see.” 
And if this disciplinarian injunction sounds 
over simple, then more sophisticated 
versions are available. Michele-Anne Daupe 

has invoked 
“the postmodern 
condition,” and “radical approaches to 
communication” which “attempted to 
engage the audience with the text, to make 
the audience ‘work,’ and to emphasize the’ 
construction’ of meaning. Radical typography 
might aim, not to flow seamlessly, legibly, 
but to halt and disrupt, to expose meaning 
and language as problematic.” Phil Baines, 
too, is “trying to involve the viewer as an 
active participant rather than as a passive 
recipient.” Rick Poynor suggests a Paris-
Michigan lineage for such apparently radical 
positions: “The aim is to provoke ... the 
reader into becoming an active participant 
in the construction of the message .... The 
Cranbrook theorists’ aim, derived from 
French philosophy and literary theory, is to 
deconstruct, to break apart and expose, the 
manipulative visual language and different 
levels of meaning embodied in a design.”

What 
Designers 

  Want

Look At Me! 
Look At Me!

1

Paul Stiff

The visual style associated with these 
positions could loosely be called 
“postmodern deconstructed,” or pomo for 
short. The pomo claims seem to be: Reading 
is passive, uncreative, one-dimensional. 
Readers are under-challenged, too lazy 
to discover that meaning is undecidable. 
Typographers should goad them into work—
typically by removing familiar landmarks, by 
laying obstacles, diversions, and false trails, 
and by recognizing that “the cry of ‘legibility’ 
masks a reactionary attitude against 
progress, change, or critical intervention.”
The tone of these claims—of idlers in need 
of short sharp shocks—may sound familiar. 
But they predate both Thatcherism and pop 
deconstruction, and were made by book 

artists long before Barthes and Derrida 
featured in lifestyle pages. Joel Roth, for 
example, wrote in 1969 of a “new use 
for typography ... based on erratic type 
arrangement which pulls the reader 
in as an active participant, and makes 
reading an act of creativity rather than 
passive absorption of information.”

A variant on this theme is what Sharon 
Poggenpohl, editor of Visible Language, 
calls “content-responsive typography”; 
it is preferred in her journal because: 
“People read less, they obtain more of 
their information from other media.. 
contemporary readers who are distractedby 
more dynamic modes of presentation 
demand ... more responsive typography.”

These assertions deserve a response. First, 
there is little or no evidence to support 
them. In fact the evidence about reading 
points to the contrary: that “reading” is a 
highly complex set of activities, working on 
many levels—from the relatively automatic 
one of eye movements to the intentional 
levels of navigating, monitoring, sampling, 
and selecting. When people read they 
make strategic choices, constantly making 
inferences and generating hypotheses—about 
intention, relevance, tone of voice, and so 
on. Far from being passive and mechanical, 
reading is typically active and purposeful. 
(And all this is uncontroversially in line with 
pomo theories of signifying practices which 
argue that each reading is a re-writing.)

Archy, according to Mr. Marquis, came out at 
night and wrote upon the editorial typewriter, by 
jumping on the keys. As he could not overcome 
the mechanical difficulty of holding down the shift 
key and at the same time jumping on another, 
he was necessarily limited to the use of the low-
ercase alphabet. Archy quickly became deserved-
ly famous, and as his peculiar manner of writing 
spread among literary innovators, his name was 
conferred upon the new style, which is now often 
referred to, in a not too dignified manner, as "cock-
roach typography."

Is this so-called “cockroach typography” merely a 
freak of the moment, without sound foundation? If 
so, it is indefensible. Or has it, on the other hand, 
perhaps without conscious intention, touched 
upon some fundamental principle of letter use 
which justifies the exclusion of capitals as a con-
tribution to legibility or other typographic advan-
tage? If the latter, the innovation deserves serious 
consideration.

In German orthography, the use of capitals is ex-
tended to every noun or word used as a noun, and 
the capital letter is therefore much more common 
in German printing than elsewhere. But even 
with our much more restricted use of capitals, the 
change to no capitals at all gives to printed matter a 
very strange appearance. However, modern typog-
raphy is not troubled about strangeness as such; it 
asks only for the most direct and simple method 
of expressing the function of type. From this point 
of view, the abolition of capitals has theoretically 
much in its favor.

I say “theoretically” because there are a number of 
other changes in current practice which are the-
oretically of unquestioned wisdom and advantage 
but which have not been brought generally into 
practical application. Among such proposals may 
be mentioned the metric system of mensuration, 
simplified spelling, a universal language, the thir-
teen-month calendar. Some of these involve prac-
tical difficulties, it is true, but the immense inertia 
of established custom is the main reason why some 
if not all of these and similar proposals have not 
already been adopted.

The proposition that the lowercase alphabet be used 
exclusively in our printing stands, in my opinion, 
in the same class with other proposals mentioned. 
Theoretically it may be advisable, but it would take 
a wiser man than I am to predict whether or not 
it will make headway against the forces that tend 
to maintain “things as they are.” Meanwhile, it will 
be interesting to watch developments, and wise to 
keep an attitude of open-mindedness.

As the struggle for and against the continued use of 
capitals promises to be a feature of considerable in-
terest in the development of modern status, typo-
graphically, of our capital letters. how did we come

earnest and thoughtful European typographers, 
whose work cannot be dismissed from our atten-
tion with a mere wave of the hand. In Germany 
particularly, this "kleinschreibung," as it is there 
called, has become a really serious matter, involv-
ing the attention not only of printers, but of schol-
ars and even of governmental authorities. The 
champions of the new style exclaim, "You do not 
use capitals in speaking, so why write with them?" 
They also emphasize the economic advantages 
of printing with the small letters only—saving of 
space in cases and in type storage, savings in the 
cost of type equipment, saving of the time of com-
positors, and so on. 

On the other hand, the champions of the capitals 
maintain that the phenomena of language—words 
and their visible representation in letters—must 
not be dragged into a change in art forms. The new 
typography must not interfere with the evolution 
of speech, spoken and written—it must take the 
language as it is and confine its innovation to mat-
ters purely typographical. In Germany the con-
troversy over capitals rages more fiercely than in 
other countries. 

At first glance, the omission of capitals looks very 
much like pure freakishness, the result of an effort 
to be different at any cost, or (as in the case of Her-
old and Marquis) of an effort at typographic hu-
mor. But the practice is now only followed by some 

to use them in the first place? And do they, or do 
they not, contribute to our ease of reading and of 
comprehending what we read?

In other words, capital letters are necessary to our 
reading comfort only because we are used to them. 
If they are kept to their traditional duties as open-
ers of sentences and announcers of names, per-
haps they help a little; certainly they do not hinder 
enough to be harmful. In mass formation (except 
for certain more or less habitual little groups) they 
are a nuisance and a bother. But we of the present 
generation would miss them and be a little discon-
certed in our reading if they were suddenly to be 
everywhere abolished. A later generation, howev-
er, brought up on nothing but lowercase letters, 
would be much more disconcerted if the capitals 
were as suddenly to reappear.

A novel feature which characterizes the work of some 
modern typographers is the exclusive use of lower-
case letters, entirely rejecting capitals, even as initials 
in words that begin sentences. Particularly in head-
ings and in proper names, the lowercase initial pres-
ents a really startling innovation to eyes accustomed 
to the well-established convention of capitalization.

The practice of using only lower case seems to have 
made its first appearance in the United States in the 
work of some of our “minor poets,” notably (if only 
because more widely published) Don Herold—or don 
herold, as he causes his name to be printed. It also 
appeared in the witty contribution signed “archy the 
cockroach” in the newspaper column conducted by 
Don Marquis. 

IS THIS SO-CALLED “COCKROACH TYPOGRAPHY”         
MERELY A FREAK OF THE MOMENT, WITHOUT        
SOUND FOUNDATION?
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PigeonsOrdinary and Extraordinary

People keep 
pigeons for 3 
main reasons

Meat
Breeds such as King 
Pigeons and 
American Giant 
Runts are bred to grow 
fast and large and are 
harvested at around 4 
weeks of age (when 
they are called squabs). 
Many asian and 
middle-eastern dishes 
feature squab as an ingredient.

Exhibition

Sporting

There are hundreds of breeds of fancy 
pigeons that have been selectively bred over 
many years to showcase some unique traits. 
These birds are o�en brought to pigeon 
shows where they are judged based 
on a breed standard. Some 
exhibition breeds are Jacobins, 
which have a large feathery mane 
hiding their faces; Norwich 
Croppers, which can inflate 
their crops to extraordinary 
sizes; Fantails, which have 
many extra tail feathers; 
and Russian 
Tumblers, which 
sport feathered 
footmuffs and a 
rose�e of feathers on 
their heads.

Racing pigeons have been coveted 
for hundreds of years, as are birds 
that have been bred to emphasize 
aerial stunt behaviors such as 

rolling and tumbling. 
Homing pigeons and 

Birmingham 
Rollers are 

members of this 
category.

Pigeon Couriers
Homing pigeons are the only breed of pigeon that 
can be used to carry messages since they have the 
instinct to return to a home lo� from long distances. 
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 have bird brains — and not in an insulting wayPigeons have been trained to 

differentiate between different visual 
information. In one study, pigeons were taught 

to distinguish between Picasso and Monet paintings. In 
another, pigeons were taught to distinguish benign 

and malignant breast cancer histopathology 
images and could apply what they had 

learned to previously unseen images.

Some pigeons that were trained in how to 
indicate so have been able to pass the mirror 

test, in which some sort of marker is placed on 
an animal and it is given a mirror in which to 
see itself. If the animal interacts with the mark 
a�er viewing itself, it is seen as an indicator of 
self-awareness. Notably, animals we usually 
perceive as intelligent such as dogs, several 
species of primates, and African Gray 

Parrots have failed the mirror test.

Pigeons remember faces and voices well 
and can remember those who have 

been kind to them versus those 
that have been cruel to 

them, even a�er years 
without contact.

P

igeon Intelligence

Memory

Visual Cues

Magnetic 
Field

Homing pigeons can remember 
routes they have traveled before

Homing pigeons recognize 
landmarks and navigate 
using human roads and the 
sun and stars

Homing pigeons have tiny 
magnetic particles in their 
beaks which may help them to 
sense Earth’s magnetic field to 
navigate by

Messaging via pigeon is almost always a one-way affair. Birds are taken 
from their home lo� to a location where a message would need to be sent 
back to that home base. The bird is released with a message tied to its leg 
or back and makes the journey to its home lo�, where it can be collected 
and have its message taken.

Pigeons have been used for messaging since around 3000 BCE. They were 
used to deliver the winner of the ancient Olympics and were used 
extensively in the Middle East and even by Ghengis Khan.

Pigeons were used in both world wars to carry messages across enemy 
lines. A�er WW1, a homing pigeon named Cher Ami (Dear Friend) was 
awarded the French Croix de guerre medal for his service in delivering 
important messages that saved 194 lives despite the bird being shot 
multiple times, losing a leg and ge�ing blinded in one eye as a result. 
Cher Ami was one of many decorated war pigeons that were responsible 
for saving lives and sharing information quickly.


