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Ambiguity

3

Rather than the negative connotation of ambiguity as a form of vague-
ness, I have a positive interpretation of ambiguity, intended as a 
plurality of meanings, or the ability of conferring to an object or a 
design, the possibility of being read in different ways - each one com-
plementary to the other to enrich the subject and give more depth.

We often use this device to enhance the ex-
pression of the design and we treasure the 
end results. However, one has to be cau-
tious in playing with ambiguity because if 
not well measured it can backfire with un-
pleasant results. Contradiction can some-
times reinforce ambiguity, but more often it 
is a sign of discontinuity and lack of control.

Ambiguity and contradiction can enrich a 
project but can equally sink the end results.
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Intellectual Elegance
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We often talk about Intellectual Elegance, not to be confused with the 
elegance of manners and mores. For me, intellectual elegance is the 
sublime level of intelligence which has produced all the masterpieces 
in the history of mankind.
It is the elegance we find in Greek statues, in Renaissance paintings, 
in the sublime writings of Goethe, and many great creative minds. 
It is the elegance of Architecture of any period, the Music of all times, 
the clarity of Science through the ages. It is the thread that guides us 
to the best solution of whatever we do. It is the definitive goal of our 
minds - the one beyond compromises. It elevates the most humble arti-
fact to a noble stand. Intellectual elegance is also our civic conscious-
ness, our social responsibility, our sense of decency, our way of conceiv-
ing Design, our moral imperative. Again, it is not a design style, but the 
deepest meaning and the essence of Design.

Typographic principles



Visual Power
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We say all the time that we like Design to be visually powerful. We 
cannot stand Design that is weak in concept, form, color, texture or 
any or all of them. We think good Design is always an expression of 
creative strength bringing forward clear concepts expressed in beau-
tiful form and color, where every element expresses the content in the 
most forceful way.

There are infinite possibilities to 
achieve a powerful expression. In 
graphic design, for instance, differ-
ence of scale within the same page 
can give a very strong impact. Bold 
type contrasting with light type cre-
ates visually dynamic impressions. 
We have used this approach suc-
cessfully in our graphic design.
In three dimensional design, manip-
ulating light through different tex-
tures and materials gives infinite 
and effective results. Changing 
scale and contrasting sizes provide 
an impressive array of possibilities.
It is essential that a design is imbued 
with visual strength and unique 
presence to achieve its purpose. 
Visual strength can be achieved 
also by using delicate layouts or 
materials. Visual strength is an ex-
pression of intellectual elegance 
and should never be confused with just visual impact - which, most of 
the time, is just an expression of visual vulgarity and obtrusiveness.

Visual power is, in any event, a subject which deserves great atten-
tion to achieve effective design.
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Proportion

When an artist begins to design for a stamp, the artist has to 
consider the end result—what the image would look like when it 
is reduced to scale. This principle of design is called proportion.
Stamp designers are careful with how they put the elements into 
a composition. Designing for a stamp is very different from de-
signing for a larger work of art. When reducing an image, the 
picture may come out looking less sharp than the original image 
or it may look overcrowded. There may be a burst of color that is 
hard to look at if the original image used lots of color and values.
When designing for a stamp, one must consider several keys to 
designing “small”:  The sample bellow serves as an excellent 
example of proportion. The designer created a central subject 
with the selection of three colors (red, black, and blue), and three 
words. People looking at the stamp are immediately drawn to 
the central character, which in itself is a very active character. 
Should the designer add any other objects, the image may be 
hard to look at.
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Rhythm

Rhythm is a principle that creates a sense 
of motion within a static image or an emo-
tional setting in an image. This can be done 
through a repetition of elements such as 
lines and shapes. Through the creation of 
motion, the image can look more exciting 
and dynamic.  For example, if you were to 
look at Figure A, you would know that the 
figure is running. This is reflected through 
two repeated figures in the background. The 
shapes of the figures are geometric with one 
arm and leg up in the air, and the other arm 
and leg down. In addition, the figure is not 
upright, but rather slanted forward, creating 
a sense of movement.

Rhythm also helps to express energy, which 
shows the emotional context of the image. 
Look at Figure B. The use of value and re-
peated squares create a sense of rhythm 
in the image. A sense of pulsating rhythm 
brings your eyes to the center of the red 
square. Through the overlapping squares, 
your eyes follow the constructed rhythm. 
Jagged and abrupt sense of rhythm can be 
created by a repetition of shapes or lines 
that are separate, forcing your eyes to jump 
around the page.
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Unity

Unity reflects the careful arrangement of elements and 
the quality of work. Designers want their image to be 
complete and done in the highest quality possible be-
cause it will be distributed to the public. The message in 
a stamp must be clearly understood. When designing a 
set of stamps there must be design elements that unify 
all stamps such as  color, type, placement and subject 
matter.  Unity is the visual linking of various elements. 
It refers to the ordering of all elements so that each con-
tributes to a unified aesthetic effect which helps the art-
work be seen as a whole.
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IMAGINATION
                                             kite.
                                         a
To imagine is like flying 

The mind, loosely tethered, is free to be blown about. 
Usually the direction it takes just happens but sometimes by tweaking the string it 
can arrive at an unlikely 

destination. 

Take Einstein who, struck with the thought of riding on a shaft of light in outer space 
while looking at himself in the mirror, interpreted the imagery to come up with the 
principles of his Theory of Relativity.

Imagination, an unimaginative person once wrote, is what happens when a drunk 
loses his watch and has to get drunk again to find it. Although fantasy and make-be-
lieve flourish in childhood they rapidly atrophy as one is moulded to fit the adult’s 
grey consensus of reality. 

A child, 
out on a walk with its mother, 
suddenly cries out, 

‘Look, a purple cow,’ 
The mother, 
perhaps rather tired and domestically harassed, 
snaps, 

‘Don’t be silly.’ 
And then delivers the crunch line: 

‘There’s no such thing as purple cows.’

So the child, a vagabond in the backwoods of rationality, is brought up to see the 
world in prosaic terms of grown-ups and eventually forgets it ever saw a purple cow. 

Now purple cows walk around unseen by anyone.

Phase 2.2
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riding on a shaft of light in outer space while looking at himself in the mirror, inter-
preted the imagery to come up with the principles of his Theory of Relativity.

So the child, a vagabond in the backwoods of rationality, is brought up to see the 
world in prosaic terms of grown-ups and eventually forgets it ever saw a purple cow. 
Now purple cows walk around unseen by anyone.

Imagination, an unimaginative per-
son once wrote, is what happens when 
a drunk loses his watch and has to 
get drunk again to find it. Although 
fantasy and make-believe flourish in 
childhood they rapidly atrophy as 
one is moulded to fit the adult’s grey 
consensus of reality. A child, out on a 
walk with its mother, suddenly cries 
out, ‘Look, a purple cow,’ The mother, 
perhaps rather tired and domestically 
harassed, snaps, ‘Don’t be silly.’ And 
then delivers the crunch line: ‘There’s 
no such thing as purple cows.’
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Phase 2.2

IMAGINATION

To imagine is like flying a kite. The mind, loosely 
tethered, is free to be blown about. Usually the direc-
tion it takes just happens but sometimes by tweaking 
the string it can arrive at an unlikely destination. 
Take Einstein who, struck with the thought of rid-
ing on a shaft of light in outer space while looking at 
himself in the mirror, interpreted the imagery to come 
up with the principles of his Theory of Relativity.

Imagination, an unimaginative person once wrote, is 
what happens when a drunk loses his watch and has 
to get drunk again to find it. Although fantasy and 
make-believe flourish in childhood they rapidly atro-
phy as one is moulded to fit the adult’s grey consen-
sus of reality. A child, out on a walk with its mother, 
suddenly cries out, ‘Look, a purple cow,’ The mother, 
perhaps rather tired and domestically harassed, snaps, 
‘Don’t be silly.’ And then delivers the crunch line: 
‘There’s no such thing as purple cows.’

So the child, a vagabond in the backwoods of rational-
ity, is brought up to see the world in prosaic terms of 
grown-ups and eventually forgets it ever saw a purple 
cow. Now purple cows walk around unseen by anyone.
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Morphology Lab
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images 4.4.2 adjacent



14

as 
individuals

hear
we have
we have
we have
we have
we have
we have
we have
we have
we have
we have
we have
we have
we have

but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always
but don’t always

ears

Morphology Lab

typographic
case 1.1.2 lower case
size 1.3.4 combination

space
balance 3.1.3 combination
repetition 3.6.2 many
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Divergent Process

Divergent Process is related to creativity and involves a broad 
search for solutions to problems that have no single correct 
answers. In the process of divergent thinking, the individual 
must find several combinations of elements that might pro-
vide possible answers. Fluid thinking and originality are the 
key characteristics needed to embark on a divergent search 
for alternative solutions.



Convergent Process

Convergent Process involves reducing the list 
of possibilities: purposefully looking to con-
dense, summarize, focus, select, or take some 
action. The downside of convergent thinking is 
that we might miss a possibility, or premature-
ly discard one and end up being very focused 
on one idea, but not on the best one.

Unity
Carefull Selection of 
colors and shapes 

Rhythm

Typography

Proportion
Central object
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Colophon
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