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A. Triple O

Designed for a local college by Martin Yeeles (Bob’s
Your Uncle, Boston), this booklet promotes Smoke
Signals, a film adaptation of a novel.

The client’s budget was minimal—ruling out
photography and illustrations, and restricting the
design to in-house two-color printing. But Yeeles
says “organizing three unwieldy titles was the great-
est challenge.”

His solution came in the form of Gill Sans
type and three smoking Os. “I chose the font for
the roundness of the O—an ideal shape for smoke
rings. There’s a lot of information; the rings divvy
it up in an easy-to-read way.” When printed, the
Os were knocked out to white to give the impression
of a third color. Bright blue ink was used to repre-
sent the sky. www.bobsyouruncle.com

B. Dig in

Designed by Mitre Design (Winston-Salem, N.C.),
this poster is a frameable version of a groundbreak-
ing invitation for a children’s museum. The font
Filosofia from Emigre was chosen for its timelessness
(think museum) and playfulness (think kids). The
text is broken up with sizes ranging from 14 to 200
points and a mix of styles.

A picture may be worth a thousand
words, but designers know that type can
speak as loudly as images. The creative
minds behind these projects have a
fondness for fonts—setting, selecting,
and altering type to convey messages
and moods in ways only words can.

The “typographic dirt” relates to learning
as well as breaking ground. Designer John Foust
quickly created letters of varying sizes and colors in
Illustrator, converted them to outlines, and brought
them into Photoshop. The letters were placed on
more than 50 layers—the most prominent on indi-
vidual layers and the “fillers” several to a layer—
then positioned to form a pile. Lastly, he adjusted
the opacities and merged the layers.

Creative director Troy Tyner comments: “It’s
not uncommon for designers to use too many type-
faces in their work, which can distract from an idea.
We typically rely on a handful of faces, rotating new
ones in and out.” www.mitredesign.com

C.Inthen

Armin Vit of Norman Design (Chicago) liked the #
in I'TC Bauhaus so much, he used it as the basis for
the firm’s identity system.

Variations of the typeface appear throughout—
for “norman” in the logo, an 7 enclosed in a circle
on the back of the pieces, and rows of numbers on
the company letterhead, which provide an easy way
to indicate the date.

The remainder of the text is set in Filosofia,
including the company’s contact information and
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