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texts made by people who arrange the ele-
ments of their texts in order to achieve
specific purposes.

On the following pages, we present
strategies for analyzing and composing vi-
sual texts, strategies based both on how we
see physically and on how we see as partic-
ipants in our cultures.

“Daniel Simons, a professor of
psychology at Harvard, has donea. ..
dramatic set of experiments . ... He
and a colleague, Christopher Chabris,
recently made a video of two teams of
basketball players, one team in white
shirts and the other in black, each
player in constant motion as two
basketballs are passed back and forth.
Observers were asked to count the
number of passes completed by the
members of the white team. After
about forty-five seconds of passes, a
woman in a gorilla suit walks into the
middle of the group, stands in front of
the camera, beats her chest vigorously,
then walks away. ‘Fifty per cent of the
people missed the gorilla,” Simon says.
‘We got the most striking reactions.
We'd ask people, “Did you see anyone
walking across the screen?” They'd say
no. Anything at all? No. Eventually we'd
ask them, “Did you notice the gorilla?”
And they'd say, “The what?"" Simon's

experiment is one of those

psychological studies which are
impossible to believe in the abstract: if
you look at the video (called ‘Corillas in
Our Midst’) when you know what's
coming, the woman in the gorilla suit is
inescapable. How could anyone miss
that? But people do. In recent years,
there has been much scientific research
on the fallibility of memory—on the
fact that eyewitnesses, for example,
often distort or omit critical details
when they recall what they saw. But the
new research points to something that
is even more troubling: it isn’t just that
our memory of what we see is
selective; it's that seeing itself is
selective.”

—from “Wrong Turn: How the fight to
make America’s highways safer went off
course.” By Malcolm Gladwell. The New
Yorker, June 11, 2001 (pp. 50-61).
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ANALYZING
rhetorical typefaces

B Discuss with others: Throughout this

book we have used primarily one type-
face—Productus—in its book, semibold,
bold, and italic forms. Productus is not
quite a sans serif typeface (notice how
the ends of letters get just a little wider),
and its letter are fairly curvy. We chose
this typeface because it looked both
friendly and hip to us, and because its
range of styles have allowed us easily to
differentiate between body type and ti-
tles. We also decided to use just one
typeface (instead of, say, a serifed type-
face for the body of the text and a sans
serifed face for titles) so that there
would be a simple unity across the
pages, given how many photographs, il-
lustrations, and other examples we have.
Do you think we have achieved what we
intended? What would you change?

B Practice: If you have access to a range of

typefaces on the computer, you can
better learn the possibilities of typefaces
(and better learn the typefaces you
have) by typing the following list of
adjectives into a word processing
document; then apply to each word the
typeface—and size—that you think best
represents the adjective. Type the list
again, but now try to give each word a
typeface that makes you think the
opposite of the adjective.

The adjectives:
happy
creepy
ditsy
sad
loud
rich
boring
elegant
angry
gloomy
hard
joyful
edgy
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seeing logos in the arrangement of elements: ;
creating a visual hierarchy by using contrast and sameness

Look back over all the example compositions on the previous pages. Notice that, in
general, one element (at top left or center) attracts your attention first: this is where your
eyes know to start looking at the layout. Creating one element that stands out by contrast
is easiest to do if you can think about contrast analytically, if—when you are producing
visual compositions—you can describe in words to yourself how you create contrast. The
illustrations below ought to help with this: circle the one in each set that has one element

that stands out.
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Compare the illustrations on the left
with those on the right. The illustra-
tions on the left ought to suggest to
you that you cannot create contrast
when you try to make everything con-
trast with everything else.

Note how the change from the il-
lustration on the left to the illustration
on the right, while simple, requires
you to make one element VERY dif-
ferent from the others.

Write down all the strategies you
can see at work in the compositions
on these three pages for creating con-
trast with a series of elements—and
keep your eyes open for other strate-
gies as you look at visual composi-
tions around you.

Be sure that, as you work on your
own compositions, you think con-
sciously about the play of contrast
and sameness you are creating.
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