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Is the art and profession of selecting
and arranging visual elements—such as
typography, 1mages, symbols, and colours—
to convey a message to an audience.
Sometimes graphic design 1s called
“visual communications,” a term that

emphasizes 1its function of giving form.

The evolution of
graphic design as a
practice and
profession has been
closely bound to
technological
innovations,
societal needs, and
the wvisual
imagination of

practitioners.
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https://www.britannica.com/money/advertising
https://www.britannica.com/dictionary/appropriate
https://www.britannica.com/biography/W-A-Dwiggins

Although its ﬂdyant as
profession is falrly
recent, graphic design has
roots that reach deep into
antiquity. Illustrated
manuscripts were made in
ancient China, Egypt,
Greece, and Rome. While
early manuscript designers
were not consciously
creating “graphic designs,”
scribes and illustrators

' worked to create a blend of

text and image that was at
once harmonious and
effective at conveying the
idea of the manuscript.
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The ancient Egyptian Book of the Dead,
which contained texts intended to aid
the deceased in the afterlife,
Hieroglyphic narratives penned by
scribes are illustrated with colourful
illustrations on rolls of papyrus.



https://www.britannica.com/dictionary/antiquity
https://www.britannica.com/topic/idea
https://www.britannica.com/topic/Book-of-the-Dead-ancient-Egyptian-text
https://www.britannica.com/topic/papyrus-writing-material

Manuscript production in Europe during the
Middle Ages generated a vast variety of page
designs, illustration and lettering styles,

and production techniques. Isolation and
poor travel conditions allowed identifiable

regional design styles to emerge. Some of

the more distinctive medieval art and design

approaches, including the Hiberno-Saxon
style of Ireland and England and the
International Gothic style prewvalent in
Europe in the late 1l4th and early 15th
centuries, were used in manuscript books
that achieved major graphic-design

innovations.

From the 10th through the 15th centuries,

handmade manuscript books in Islamic lands

also achieved a masterful level of artistic
and technical achievement, especially within
the tradition of Persian miniature painting.

Nezami: Khamseh illustration
Khosrow II in front of Shirin's
palace, illustration from a late
l5th-century Persian manuscript,
of the Khamseh by Nezami;

Dallas Museum of Art, Dallas,

Texas, U.S5
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https://www.merriam-webster.com/dictionary/medieval
https://www.britannica.com/art/Hiberno-Saxon-style
https://www.britannica.com/art/miniature-painting
https://cdn.britannica.com/46/73946-050-F883B655/front-Khosrow-II-palace-illustration-Shirin-Khamseh.jpg
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: ny 1450 Jnh:nnas Gutanberg qf Hainz

(Garmaﬁy] invented a method. for. printing

‘text from raised alphabet- charanters cast-
on mqrgbla-matal typa;i:'
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https://www.britannica.com/art/printmaking
https://www.britannica.com/biography/Johannes-Gutenberg
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“ RENAISSANCE BOOK DESIGN

™

S

The Renaissance saw a revival, or “rebirth,” of ",
- Classical learning from ancient Greece and Rome '
E 'f_ " throughout Europe. Beginning in the late 15th century,
:ﬁ?r_ -' f printing played a major role in this process by making
v'ﬂ;- - knowledge from the ancient world available to all
' Et- ' readers. Typeface designs evolved toward what are now
,.‘a;:'_ﬂk N i called Old Style types, which were inspired by capital
gt .E-“n letters found in ancient Roman inscriptions and by
5-'1;.']‘ 2 i i - “lowercase letters found in manuscript writing from the )
o) ;; - Carolingian period. ' : : e
q;;gtfif - _ Two-page spread from the Aldine Press's
%? ; Hypnerotomachia Poliphili (1499).
'?}ﬁJ;: _ : The prototype for Renaissance book design was the Aldine Press’s 1499 _
{;*ﬁﬁi E : .Hypnerntumqgﬁia Poliphili, believed to be written by Francesco Colonna. The
: - = design of the work achieves an understated simplicity and tonal harmony, and
7 ;;}- its elegant synthesis of type and image has seldom been equaled. The layout
:h*_uf? o = combined exquisitely light woodcuts by an anonymous-illustrator with- roman

' types by Griffo utilizing new, smaller capitals; Griffo cut these types after ' *”f
careful study of Roman inscriptions. Importantly, double-page spreads were _ _r#fd_
conceived in the book as unified designs, rather than as two separate pages. f


https://www.britannica.com/event/Renaissance
https://www.britannica.com/place/ancient-Greece
https://www.merriam-webster.com/dictionary/prototype
https://www.britannica.com/topic/Hypnerotomachia-Poliphili
https://www.britannica.com/dictionary/conceived
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Pierre-Simon Fournier.
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trading card by
Robert Clee,
18th century.
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The 18th-century Rococo movement,

curvilinear decoration, found its unit of measure slightly longer than an

graphic-design expression in the
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He pioneered standardized measurement ™
through his table of prapnrtinna based
on the French pouce, a now-obsolete

inch. The resulting standard sizes of &
type enabled him to pioneer the “type ’
family,” a series of typefaces with
differing stroke weights and letter
widths whose similar sizes and designg
characteristics allowed them to be used
together in an overall design.

Fournier
designed a wide range of decorative
ornaments and florid fonts, enabling

French printers to create books with a

decorative design complexity that
paralleled the architecture and '
interiors af the period.


https://www.britannica.com/art/Rococo
https://www.britannica.com/technology/typography
https://www.britannica.com/biography/Pierre-Simon-Fournier
https://www.britannica.com/dictionary/characteristics
https://www.britannica.com/topic/architecture
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!g:i' ""’-ﬁ."x a 1;]- “ .= In the second half of the 18th century, some |
- -
o J:L__ \ designers tired of the Rococo style and Two-page spread from Bucolica,
§ o ) instead sought inspiration from Classical SOOFgicA. 8L ASNALE . & DOCK gl
f e =55 containing three works by o
E ': o ; Virgil, printed by Pierre 1l'ainé f
1 Didot, 1798 S
é'r-i_.. Neoclassical typographical designs used straight "f-'..E"l oF
E. ' lines, rectilinear forms, and a restrained geometric . -_"E'.E
ornamentation. John Baskerville, an English designer . . i

AN s
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from the period, created book designs and typefaces

LIEER THINTHS

that offered a transitionbetween Rococo and I:.!__':.‘I_:_ ;
Neoclassical. In his books he used superbly designed o '53_

o types printed on smooth paper without ornament or "'”:.f.'r

. “ﬁ'{:.,‘ illustration, which resulted in designs of stately ::'#'

'H-:-" Jj j:ﬁﬁ- and restrained elegance. Baskerville’'s fonts had
] o ".-E

: sharper serifs and more contrast between thick-and-
-"fﬁ?] oy thin strokes than Rococo typefaces, and his letters
‘-I-

ﬁ-.,‘.;-...'__'ﬁ:ﬁr’tr-:-; had a more
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https://www.britannica.com/art/Neoclassicism
https://www.britannica.com/biography/John-Baskerville
https://www.britannica.com/dictionary/transition
https://www.britannica.com/technology/paper

%+ GRAPHIC DESIGN IN THE 19TH CENTURY

g

THE*J :‘ DUSTRIAL REVOLUTION AND DESIGN TEC CH
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The ;ndustrial Revolution was
a dynamic process that began
in the late 18th century and
lasted well into the 19th
century. Many aspects of human

Chromolithographic |

activity were irrevocably

pﬁster for the changed. Society found new
Cincinnati ways (aftén commercial) to use
Industrial graphic designs and developed

new technologies to produce
them. Industrial tﬁchnnlngy
lowered the cost ﬂfﬁbrlntlng

Exposition, 1883.

One popular medium for the graphic and paper, while maklng much-
designer became the poster. Posters were larger press runs Pﬂﬂslblaz@y '
used extensively to advertise new modes thus allowing a designer’ B:ﬁ‘j

of transpértation, entertainment, and
manufactured gnuds thruughnut the 19th
: Gﬂﬁtury i

e
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work to reach a wider audlencé
~ . than ever before.
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https://www.britannica.com/event/Industrial-Revolution
https://www.merriam-webster.com/dictionary/dynamic
https://www.britannica.com/topic/poster
https://www.britannica.com/dictionary/transportation

ART NOUVEAU

Art Nouveau was an international design
movement that emerged and touched all of the
design arts—architecture, fashion, furniture,
graphic, and product design—during the 1890s

and the early 20th century. Its defining
characteristic was a sinuous curvilinear line.

Art Nouveau graphic designs often utilized
stylized abstract shapes, contoured lines, and

flat space. Art Nouveau rejected historicism
and emphasized formal invention, and so it

Jane Avril, lithograph poster by Henri de

became a transitional movement from Victorian RN - rec. 1893; in the Toulouse-

design to the modern art movements of the early Lautrec Museum, Albi, France
20th century.



https://www.britannica.com/art/Art-Nouveau
https://www.merriam-webster.com/dictionary/contoured

Designers reduced
images of
products to
elemental,

symbolic shapes

that were placed Plakatstil poster

for Priester
over a flat

matches, designed
background

by Lucian
Bernhard, 1905.

Prie¢fer

colour, and they
lettered the
product name in

bold shapes

GRAPHIC DESIGN IN THE 20TH CENTURY

EARLY DEVELOPMENTS

In addition to such aesthetic,
commercial, and corporate purposes,
graphic design also played an important
political role in the early 20th century,
as seen in posters and other graphic
propagandaproduced during World War I.
Colour printing had advanced to a high
level, and governments used poster
designs to raise funds for the war
effort, encourage productivity at home,
present negative images of the enemy,
encourage enlistment in the armed forces,
and shore up citizens’ morale


https://www.britannica.com/science/color
https://www.merriam-webster.com/dictionary/propaganda
https://www.britannica.com/event/World-War-I

garde movements as C
Stijl, Futurism, Supren
Inspired by these move

increasingly pursued the

design. Everything from

to—in the case of gra roster. foF The

London newspaper
the Daily Herald,
, designed by E.

Soaring to Success !

Dairy HERALD McKnight Kauffer,
— the Earlv Bird. 1913 .

packaging, posters, and
forms, sunbursts, and s

project a feeling of a



https://www.britannica.com/art/Cubism
https://www.britannica.com/art/Constructivism-art
https://www.britannica.com/topic/De-Stijl-art
https://www.britannica.com/topic/De-Stijl-art
https://www.britannica.com/art/Futurism
https://www.britannica.com/art/Suprematism
https://www.britannica.com/art/Surrealism
https://www.britannica.com/art/Modernism-art

GRAPHIC DESIGN, 197552000
POSTMODERN GRAPHIC DESIGN

c. magazine, designed
working in the Modernist tradition thought that
the movement had become academic and lost its
capacity for innovation. Younger designers
challenged and rejected the tenets of Modernism
and questioned the “form-follows-function”

by April Greiman,
1979.

q (\ 7B Cover for WET

philosophy that came to be associated with the

diluted, corporate version of Modernism that iﬁi_
derived from the Inte %ﬁ?ﬁﬁ ‘Q B
Designers began to e * |

gr:l.d. patterns; to inv -

explore historical and de

. . . | //N13>>ﬁﬁa’$4ﬁikﬁdﬁi)> | 3 y
to inject gubjactlva—av gﬂ%g%g&’fﬁ‘ _

_ design. This reaction
v . - '
. 13 is called postmodernisn

L] . many ne i

B—



https://www.britannica.com/art/postmodernism-art
https://www.merriam-webster.com/dictionary/innovation

THE DIGITAL REVOLUTION

Until the late 20th century, the graphic-design discipline had been
based on handicraft processes:. layouts were drawn by hand in order to
visualize a design; type was specified and ordered from a typesetter;
and type proofs and photostats of images were assembled in position on

heavy paper or board for photographic reproduction and platemaking.
Over the course of the 1980s and early '90s, however, rapid advances in

digital computer hardware and software radically altered graphic
design.

Digital computers placed typesetting tools intoc the hands of
individual designers, and so a period of experimentation
occurred in the design of new and unusual typefaces and page
layouts. Type and images were layered, fragmented, and
dismembered; type columns were overlapped and run at very long
or short line lengths; and the sizes, weights, and typefaces
were often changed within single headlines, columns, and words.
Rapid advances in onscreen software also enabled designers to
make elements transparent: to stretch, scale, and bend
elements; to layer type and images in space; and to combine

imagery into complex montages.
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https://www.britannica.com/technology/digital-computer
https://www.merriam-webster.com/dictionary/discipline
https://www.britannica.com/technology/paper

b
2N the” Internet; the gfaphic-design profession is
_;%g; becgﬁiné‘incfﬁasingly global in scope. Moreover,
ﬂ;gﬁ: the integration of ‘motion graphics, animation,
I video feads,_and;mugiﬁ¢intg_ﬂeh—site design has
bruught-abqut the ﬁérﬁing of traditional print

and broadcast media. As kinetic media expand

frnmﬁﬁntiﬂn picﬁﬂfasfdhd basic television to

scores of cﬁble—télﬁmisinn channels, wvideo
;‘Fﬁ games, and animated_ﬂéﬁ sites, motion graphics

U.S. postage stamp commemorating
Frederick Law Olmsted, designed by
Ethel Kessler and Greg Berger,

' .. are becoming an increasingly important area of 558

 £§ graphic design.
b The digital revolution in graphic design was
b |

followed quickly by public access to the
Internet.Internet commerce became a growing, sector

:
)

of the global economy, causing organizdtions and
businesses to scramble to establish Heh-sites. 
Designing a Web site involves the layout of Eutaﬁpé
of information rather than of pages, hutrépprnaéhha
to the use of type, imﬁgng, and colour are similar
to those usa&@fur print. & |



https://www.merriam-webster.com/dictionary/integration
https://www.britannica.com/art/animation
https://www.britannica.com/art/music
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http://blog.hmns.org/2013/05/educator-how-to-create-your-own-ancient-egyptian-art-using-frontalism/
http://blog.hmns.org/2013/05/educator-how-to-create-your-own-ancient-egyptian-art-using-frontalism/
http://blog.hmns.org/2013/05/educator-how-to-create-your-own-ancient-egyptian-art-using-frontalism/
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Johannes Gutenberg invented the
printing press in 1440, which caused
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https://www.smashingmagazine.com/2010/07/the-evolution-of-the-logo/
https://www.smashingmagazine.com/2010/07/the-evolution-of-the-logo/

. INDUSTRIALIZATION AND ADVERTISI
EARLY BRANDING

During the 1800s, mass

production of printed DE P R I C E‘S

materials was enabled by CREAM

changes in the structure of BAKING PBWDER

,.,. FAFELT MADz (M E OR ALL -u \
|'_?|'-
B } r{ ¥ -I‘i-.l'*l‘I

the printing press and its new
steam-powered design.
Chromolithography—which
allowed color printing in mass
for the first time ever—came
to the US in 1840, and
colorful printed labels,
advertisements and posters
became a common sight.
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https://en.wikipedia.org/wiki/Chromolithography

AN ERA OF CREATIVE, THOUGHTFUL
LOGO DESIGN BEGINS

In 1956, Paul Rand designed the iconic, pictographic IBM logo
featuring a human eye and a bee. Most logo historians see
this as a turning point in the history of logo design.
Whether it was one iconic image or a larger trend, the 1950s
marked a paradigm shift in thought surrounding logos. As
companies realized how impactful symbols could be, people
began to move away from simply creating utilitarian logos for
identification purposes, and began to put a great deal of
thought into intentionally branding their businesses. In the

later half of the 20th century a logo became a must for

businesses. If you wanted customers to remember you, you had
to have one, and it had to be unique, simple and clean.
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AND ADAPTABILITY

In the 1970s, computer-genera

computer-aided drawing (CAD
developed. In the 1990s we saw

personal computer. And in th

|| developed InDesign and Photoshop

digital graphic design too

Society began to change with the di
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o the new techn things on screer
things off scr 18 known as

ism. It manifest adients, drop

faux wood and m meant to bring



https://99designs.com/blog?p=147967
https://99designs.com/blog?p=140825

Minimalism and flat design, at
first blush, might appear to
be a backward step in design.
The elements of these styles
dropped stylistic characters

like shadows, textures and

gradients that seem to make
text and other graphics "“lift”
away from a computer screen or

printed page. But what
minimalist logos and flat logo
design really achieve 1is a
crisper, cleaner, more modern

feel, and a minimal
distraction to the substance
of what’s being communicated.
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https://99designs.com/inspiration/logos/minimalist
https://99designs.com/inspiration/logos/flat
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A well-designed
logo has a high degree of scalability. It
allows users across many
marketing channels, forms, and.madlums

When interacting with a business, a logo W mﬁ: ‘;. 2 &
is the first thing that customers "4!
notice. It's believed that:a customer's

; first impression of a company's

ogo is formed in less than two seconds without losing their impact or

brand recognition. =

,-":”-. \ o T—_ : 1_ f .-::-'"- ) J". o

A good logo can create a’'positive first
impression on potential clients

and help establish credibility and trust

4 even in the digital world
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Differentiation is needed to stand out from
the competition. a logo can help a business

recognise a.nd recall a strﬂng ‘brand communicating its unique selling
“point. Moreover, a logo that reflects its

identity if it features an easy-to- A -
- 4y S values and mission helps a
remember and appealing logo. To TaCNE * = 4=
| ) g | company's position in the market and ability
strengthen this, a logo must be 5 | |
3 t _ T = - to stand out from
= -~ unique and distinct. competitors
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New York Department of
Transportation. WalkNYC
wavifindina kiosk, Designed
by Bierut's team

The New York Times
building main
identification
sign design by

Bierut.
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rﬂugh both his deep cUltural commitment and hls real*

" comprehension of the design discipline, 4zlgmé%ll~;

3
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everyone their ongoing wvalidity.
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With light

At daytime, everything is colorful, happier and less
scary though at night, the colors go away, they all
turn into tones of black and it becomes impossible to
see anything without light. Even though we can see at
night, we can’t see anything in their actual colors.
Life is colorless without light. In this painting,
only the black outline can be seen without light but
once there in light coming from behind, the beautiful
colors are revealed.

With dim
light



SPOTLIGHT
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Background With tree

| When you look at the painting, the
first thing you notice is the
girl. After that, you see the
forest, sky and river. That is the
power of light. No matter how
beautiful a thing is, without
light, it won’'t be as visible and
attractive to people. We first
look at the light, bright area,
then we start observing the
darkness. The darkness doesn’t
have a meaning unless it is 1lit up
by something, which steals the
spotlight and gets all the

attention.



Under red light Under blue light - |
Under green light

SEEING THE TRUTH

Everybody has different perspectives so i1t i1s hard to
tell which one is the truth. A thing might look so
complex but once you look at it from a different

Under white light

perspective, you get the answer. The eye look so
complex and meaningless to look at under white light
though when you switch the color of the light, the rest
of the painting is blocked out by it and it becomes
easier to see the actual eyes in the painting. Just
like how different people see different things when
they look at the same thing but i1f you look from their

perspective, you see the same thing.




without text

flower

EVERY CLOSED LIGHT IS
AN OPEN FLOWER

International light day is held every year
to raise awareness on how light and light
based technology affects our daily lives
and reduce light pollution. Even though
light plays a crucial role in our lives, we
don’t seem to appreciate it enough.
Flowers, on the other hand, are purchased
every day and they are considered so pretty
and important for us. The flower in this
logo is used to catch attention and make
people realize that light is just as
important.



GO WITH
THE FLOW

Life stories, memories are not temporary.
You can’t look at someone and tell their
story because you can’'t see it when you
look at them. So are movements. You can’t
tell what someone has done ten seconds
earlier. With light, by using long exposure
you can actually tell the movements made by
just looking at the lights. The light flows
smoothly, looks gorgeous and they also
light up the person, defining the figure
just like memories and experiences do. Our
memories make us the person we are even
though we can’'t see others stories.









