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FOTOGRAFIKS @

An equilibrium between
PHOTOgraphy ano DESIEN through graphic expression that evolves

FROM CONTENT.

FOTOS+DESIGN BY DAVID CARS0N
e _ TEXT BY PHILIF B. MEGGS

- GINGKO PRESS




taal tor cxpressing thought and fs
why did it take decades lor p
Photagraphy's mechanical and che
repealable image of the natural we
dacumentation, made with a verac
Perhaps this numbing power b ca
a majer stumbling block in phatog
larmm.
The répulation lor IFrdth, gras
BT dependence upan alreration belore
beer latally desiroyed Dy digiral m
The debaie over photegraphy’s legitimacy as art began early on, Only places, and things iransiorm the o
W0 yabrs ) aver and aver in printed matier, sk
after William Henry Fox Talbotd announced his positive/megative phaobo- never really quite happens. Photog

graphic ; ) :

. & 1 - PN ST P lust lor
process (n 349, he recalled: "I was said by many persons, al Ehe fime our identity "T'h'" creafing lasd bor
when phalogenic drawing was lirdd Lpoken of, that it was likely fo prove The antidare for the phelogra
injuricws 19 arl, as substituting mere mechanical labor in leu of talent distorting our undersranding of th

and experience.” After noting that there was “ample room for exercise of camera is more than a light preser

“;I;l" . - i i | I sensitive person, CArrying a camar
wdgemenl ¢ conirolling variations in exposure and living fime lor )
:dr:!;'d ] & g P B gaperience, and response fo thie v

arfistic effocts, Talbat concluded, “I feol confident that such an allianes PRSSibility, A camera-carrier. whed

" - i dal T
af science with arl will prove conducive 1o 1he improvement of both,= 1 5885 1he world with vigilant ey#s.

imchantment, awareness, and even
Sixly years later. |iile progreds foward the acceplance of photog snchaniment. awareness. ¢

raphy a4 arl had been made. prompling Allred Stieglitz o write aboul

Thie

snaer of those not willing o give cerfain phatographic piciures rank as :*" "":'_'
o T ]

warks of art.” B Garaiia, |
Ab the turn of the century. D06, Back sald: *IF is vehemently M":t?rz
denied by a majority that phalagraphy IS or avar ¢an be art..." Bul Back :?-T'c:h'«-ul
had hope. belisving thar pharegraphy “will in course ol time become a 10 W, Be
Camars !
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design of widaly available magazines made him the most
prolific, most visible, and the most conspicuous design-
er of his generation,

A scientlst once tald me the working deflnition
for research Is *when | am doing what | don"t know
what I'm doing®. Carson's approach to design and
photography encompasses a similar aspect of open-
ended exploration. For the better part of two decadas,
he has steadily explored new paths, questioned past
accomplishments, and experimented with new possibil-
ities. Ome need only Iook at his layouts for surfing mag-
azrines In the early 19805 io realize that experimenta-
tion isn"t a passing stage in Carson’s caneer, but a way
of life.

Musing on his design wark, In 1936 Carson
told Print magazing: "1 didn't try to break rules. |
lacked a built-in restrictive understanding of how
things are supposed to be done. It's just that | dida't
kmow what the rules were.” 4

Carson majored In sociology and graduated
from San Diega State University in 1977, He studied

internship at Surfer Publications. Carson isa't cam-
pletely self-tasght as s often stated, for apprenticing
as a journeyman graphic designer at a magazine pub-
lishing firm is no different from the apprenticeships
used 1o educate artists from the medieval ¢ra until the
sitcond half of the ninateenth century, when more for-
mil sehooling for aspiring artists became the norm.
Just bafors the computer revolution re-formed
graphic design, Carson was catapulted to international
design promingnce as art director/designer of Baach
Colture (1989-91). This influgntial publication was fol-
lowed by Sorfer (1991-92) and Ray Gun {1992-96).
Currently he maintains an independent design office In
Mew York, designing a host of prajects including (but
mot limited to) adverticements, music wideos, posters,
publications, television commercials, and trademarks.

4Philip B. Meges, "Five Tep Dadignors Condess: "I Mever Wenl b2 Arl
Sobapll ' Priaf, Val, 80 Wa. 3, Mey/ less 1996, p. 178
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graphic design briefly in 1980, then accepted an
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ver been bound by tradition or the way
one. He challenges the viewer to be as
thetics of the message as the message
isual language frequently involves a tran-
s characterized by fluid composition and
However, within this casual style there
 Print poster the text is grouped by size,

rson, 1996

color, and font. The title advances toward the viewer in large
green text. The day, month, and time of the presentation are
mostly in outline type punctuated by a green-filled date and
time. Additional information is in small-scale text that is regu-
larly spaced for the more important information and widely
spaced for the less important details. The result is a carefully
controlled transitional collage of texture and space.
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CURATOR : JOSEPH WESNEF
Linda Ferduson

b Steve Handschu
o
JamesHay

E Matthew HollandSCU PTURI
Q. GaryLaatsch

ma~Brian Liljeblad

Dora Natella

Matthew Schellenberg

U

ED FELLA produced a body

R iIC har d Strin g of experimental typography
that strongly influenced
nn H typeface design in the 1990s.
lCh ell T homa S His posters for the Detroit
Focus Gallery feature
‘x I damaged and defective forms,
Ro be rt llh e Im drawn by hand or culled

from third-generation
Opening Recep tion: FridayJun e 8,5:30—8:30 P M photocopies or from sheets
of transfer lettering.
Collection of the Cooper-
Hewitt, National Design
Museum. *

L

LANING(—S8 3Nﬂ§c

ll

etroit Focys Gallery _
743 Beaubien, Third Floor ¢ 2 2 2>

ETROIT,MICHIGAN 48 226

DAY - SATURDAY
Hours:Noon to6 pnwEDNES

ALSO IN THE AREA: THE MARKET PRESENTS Peter Gilleran - Gordon Orear  Opening 5 - 7:30 pm. Friday,June 8.
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A Din-Schrift, reversed out. B Typeon back-lit sign suffers C More explicit letter shapes help

= from radiant light. (ois more oval, dots are round).
-

Some of the most pervasive typographical

messages have never really been designed,

and neither have the typefaces they are setin.

Some engineer, administrator, or accountant

.in some government department had to decide

B Dcitsche what the signs on our roafls and free-
Industrie-Norm= ways should look like. This person
German Industrial .
B ndard) s the magic probably forme.d a commlt.te.e made
word foranythingthat up of other engineers, administra-

can be measuredin

Germany, including tors, and accountants who in turn

the official German went to a panel of experts that would
typeface, appropriately 1. ;o i 1y;ded manufacturers of

(and not surprisingly) ) .
called Din-Schrift. signs, road safety experts,lobbyists
Since it’s been avail- . Coal

Bble in digital form, from autqmoblle aSS(.)c1.at1ons, plus
this face has been more engineers, administrators, and
fied up by many accountants

graphicdesigners who :

like it for its lean, geo- You can bet there wasn’t one

metric lines, features i i s
thatdon't makeitthe YPOSTapheror graphic designer in

best choice for complex the group, so the outcome shows no

jinage projects. indication of any thought toward
legibility, let alone communication or beauty.
Nevertheless we’re stuck with our road signs.
They dominate our open spaces, forminga
large part of a country’s visual culture.

The letterforms on these signs were
constructed from simple geometric patterns
rather than from written or drawn letterforms
because they had to be re-created by sign-
makers all over the country. It seems our
official alphabets are here to stay, even though
itwould be possible to use other typefaces
more suitable for the task.

D Butstill, backlighting presents E The type has to be justa little
aproblem. lighter, so thatfinally ...

23

Signage systems have to fulfill
complex demands. Reversed
type (e.g., white type on a blue
background) looks heavier than
positive type (e.g., black on
yellow), and back-lit signs have
a different quality than front-lit
ones.Whether you have to read
asign on the move (froma car,
for example), or while standing
still on a well-lit platform, or
inan emergency - all these
situations require careful typo-
graphictreatment. In the past
theseissues have been largely
neglected, partly because it
would have been almost impos-
sible toimplement and partly
because designers chose to
ignore these problems, leaving
them up to other people who
simply weren’t aware that
special typefaces could help
improve the situation.

Typefaces have now been de-
signed with a series of closely
related weights to offer precisely
theright one, whetherit’s fora
back-lit dark sign with white
type, or for just black words on
white, lit by the sun from above.
The PostScript™ data generated
with these typesin drawing and
layout applications can be used
to cut letters of any size from
vinyl, metal, wood, or any other
material used for signs.

There are no more excuses

for badly designed signs,
whether on our roads or inside
our buildings.

Black on white looks thinner
than white out of black. Different
weights can compensate for

that effect.

F ... Itismore legible thanin
example B.This typeface is FF Info.
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THE XIX AMENDMENT

Typographic installation in Grand Central Station,
New York City, 1995

Designer: Stephen Doyle

Client: The New York State Division of Women
Sponsors: The New York State Division of Women,
the Metropolitan Transportation Authority, Revlon,
and Merrill Lynch
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SCRAPBOOKS

AN AMBEBRIUAN HISTORY
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Here It Comes

RURAL ELECTRIFICATION ADMINISTRATION
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DON'T KNOW MUCH ABOUT HISTORY?
don’t know much about history?

DEAD HISTORY

ABOUT DEAD HISTORY

P. Scott Makela created the typeface Dead History

for Emigre in the early 1990’s by manipulating
the vectors of two existing fonts: a traditional serif
font and the Pop classic VAG Rounded. Makela

labelled his work “100% digital.”
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