


Graphic design is uniquely situated 
at the intersection of two energies: 
the explanatory & the evocative. 

Explanatory energy lives in the im-
mediate, literal message.

Evocative energy vibrates in the fig-
urative levels of meaning adjacent 
to the literal. 

Graphic designers use the tenets of 
art to solve practical problems. 
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The designer is 
a point of contact 
and transmission.

CA
PIT

AL
IZA

TIO
N

Pe
rso
na
l

Po
lit
ics

Ty
po
gr
ap
hic

Fo
rm

Literary

C
on
ven

tion





I am a piece of 
a larger system. 

Once, the distance 
between me and my 
nearest counterpart 
was inches.

makes me, in a 

sense, the sys-

tem itself

Now, we are 
where we are. 

Thank you for help-
ing us consume the 
intervening space 
between here 
and there. 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
)

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
) 

m
uc

h 
a
p
pr

ec
ia

t
ed

 :
)

a synechdoche

22





s l a 
n  u 
a g e



poet should tend 
towards a formal 
sense that, like lan-
guage itself, stretch-
es to incorporate ab-
errant gestures and 
syntaxes.
 

Slang subverts gram-
mar. It necessarily 
complicates & cor-
rupts existing seman-
tic structures. 

A graphic designer 
who wants to engage 
with content like a 

3
any given language was, for Bakhtin, always being 

pulled in different directions, spoken in multiple 

voices; it was both official and idiomatic, received 

pronunciation and slang.”1

1. David Batchelor Chromophobia (London: Reaktion Books, 2000) 103.
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Deciding is purely 
computational; a 
machine can easily 
be taught to decide.

Choice is the prod-
uct of judgment, 
not calculation.

5
A moment ago, 
someone chose to 
do something. 

They did not decide 
to do that thing.

to act
 in ac

cordan
ce wit

h pres
et 

instru
ctions

In Com
puter 

Power 
and Hu

man Re
ason, 

Joseph
 Weize

nbaum 
 

makes 
a dist

inctio
n betw

een de
ciding

 and c
hoosin

g. 

Krysta
l Sout

h expl
ains:

It is the capacity to choose that ultimately 

makes us human. Human judgment encompasses 

complex non-mathematical factors, such as 

emotions and the value they play in our 

emotional society.”1

1. Identify Yourself. http://idyrself.com/ (accessed repeatedly).
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Against a backdrop 
of decisions, design 
choices can uniquely 
heighten a designed 
object’s communica-
tive potential.

Containing appar-
ent traces of the 
designer’s will, or 
spirit, the designed 
object frames graph-
ic design as more 

than a one-way 
visual transmission 
between object 
& observer.



Designed objects   
exhibiting choice 
become artifacts of 
human willfulness.

Formal aberrations 
are evidence of a 
fellow human mind 
making a uniquely 
human judgment.i
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A POETIC APPROACH TO CONTENT

A: A GRAPHIC DESIGNER WITH
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Meaning radiates from her words in 
soft concentric waves.

When a poet writes a poem, she 
looses language’s evocative energy.



I aim at graphic design like a poet might. 

Some poets urge language towards a pos-
ture that reflects some facet of its mean-
ing. They sculpt the written word into a vi-
sual counterpart to its immaterial spirit. 
This impulse (to manipulate language’s 
phsyical appearnace to affect its commu-
nicative potential) is certainly familiar to 
graphic design.

Q: What is the inverse of a poet
with a graphic approach to language?
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ABOVE: over time, a robust colony of Meaning spreads to new levels 
of significance and association. 
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Subjectivity in 
graphic design 
practice is complex.

Subjectivity privi-
leges the interaction 
between individual 
and object. 

A true subjectivist 
designer is there-
fore responsible 
for producing work 
with which her au-

7
subjectivism: a focus on 

those subjected to design 

(oneself included)

objectivism: a focus on the 

object or objective (the 

product or goal) of the 

design process



dience can interact 
meaningfully.



REACHING HIGHER GROUND



the artist must raise every-

thing to a higher level: he is 

like a pump; he has inside him 

a great pipe that reaches down 

into the entrails of things, 

the deepest layers. He sucks 

up what was laying there be-

low, dim and unnoticed, and 

brings it out in great jets to 

the sunlight.”1
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1. Gustave Flaubert, letter to Louise Colet, June 25, 1853, Letters, 1857–1880, 189.

“



My practice is a sub-
jectivisti one: it rec-
ognizes our human 
right to willful inter-
pretation; it encour-
ages the projection-
through-form of a 
personal interaction 
with a given idea.

I believe designers 
navigate space, cul-

i. see 7: Giving as Good 

as u Get



ture, and history 
like poets through 
language. We are 
subjective explorato-
ry engines! We draw 
formal inspiration 
from figurative, 
emotional, and ana-
logical associations.


