Rochester Institute of Technology

RIT Digital Institutional Repository

Theses

5-19-1990

Menu design: A Typographic history

Janice M. White

Follow this and additional works at: https://repository.rit.edu/theses

Recommended Citation

White, Janice M., "Menu design: A Typographic history" (1990). Thesis. Rochester Institute of Technology.
Accessed from

This Thesis is brought to you for free and open access by the RIT Libraries. For more information, please contact
repository@rit.edu.


https://repository.rit.edu/
https://repository.rit.edu/theses
https://repository.rit.edu/theses?utm_source=repository.rit.edu%2Ftheses%2F4339&utm_medium=PDF&utm_campaign=PDFCoverPages
https://repository.rit.edu/theses/4339?utm_source=repository.rit.edu%2Ftheses%2F4339&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:repository@rit.edu

ROCHESTER INSTITUTE OF TECHNOLOGY
A Thesis Submitted to the Faculty of The
College of Fine and Applied Arts

in Candidacy for the Degree of

MASTER OF FINE ARTS

Menu Design:
A Typographic History

By: Janice M. White

Date: May 19, 1990



APPROVALS
e e e

Adviser: R. Roger Remington
Date: ? I ]’7 [Y'b
Associate Adviser: Joe Watson
Date: 6/@’ IQO

1T 1
Associate Adviser: Nancy Ciolek

Date: 5’27-20

Special Assistant to the Dean for
Graduate Affairs: Philip Bornarth

Date: }//30 (/70

Dean, College of Fine and
Applied Artsy Dr. Ribert Johnston

Date: 5" Al L990

U

1, Janice M. White, hereby grant permission to the Wallace Memorial
Library of RIT, to reproduce my thesis in whole or in part. Any
reproduction will not be for commercial use or profit.

Date;— ,{71 2, (990



This thesis is dedicated to the memory of my father, Robert H. White,
for his devotion and guidance.

Special thanks to my mother, Janet G. White, for her patience, support,
and most of all, her encouragements of all my dreams since childhood.

I would like to thank Jack Slutzky, who was always available to me for
individual consultation throughout my projects.

| would like to thank Carl Palmer, Professor of NTID Printing Production
Department, and Margie Spence, President of Setronics Limited, who
devoted their time and patience.

Lastly, | would like to thank my thesis committee, R. Roger Remington,
Chief Adviser, Joe Watson and Nancy Ciolek, Associate Advisers, for
taking the time and having the patience to work with me on various dates,
to review my progress, and to direct me throughout the design process.

ACKNOWLEDGEMENTS




TABLE OF CONTENTS

Approvals . . ... ... 1
Acknowledgements. . ........... .. .. 2
TableofContents . ......... .. ... i, 3
INtrOdUCION = cse s v s sommmus s v cmmms s s sammas s 6 i@mmns s 55 6
Thesis Proposal . ......... ... ... . .. 8
Research Process . ........... ... .. .o (it ot 9

A.) History of Typography/Typographers
B.) Timeline

C.) History of Menus

D.) Imagery of Food

Design and Layout Process within Developments of Themes. .. 14

A.) Organization Methods
1.) Components
2.) Grids: Typographic Unit Grid/Constructional Grid
3.) Overall Unity
4.) Tonality

B.) Overall Structure
1.) Visual Variables



TABLE OF CONTENTS

Production Process . . ........... ... ... .. 24
A.) Linotypes and Photostats
B.) Mechanical Stage
C.) Menu Design Layout
D.) Assembled Menu Design Book
E.) Constructional Grid Layout

Thesis Show Statement . ............ ... ... .. ......... 31
Thesis Show Preparation. ............................ 32
Conclusion. ........... . ... .. 36
APPENAICES s : s somsns 15 impangE: ¢35 SERARG: 555 cans sam O

A.) Flowchart

B.) Outline of Thesis Objectives

C.) Chart

D.) Five Serif Typeforms/Five Sans Serif Typeforms
E.) Ten Visual Translations
F.) Ten Halftone Photographs
G.) List of Food ltems
H.) Typographic Unit Grid
I.) Photos of Constructional Grid
.) Overall Progression of Sketches
.) Examples of Kiosks
.) Thesis Show Presentation

J
K
L
M.) Finished Menu Design Book



TABLE OF CONTENTS

Selected Bibliography . . ....... ... ... ... o L 38
Credits: Halftone Photographs . . ........................ 42

Credits: FoodItems .. ... . 43



When | first decided upon the topic, "Menu Design: A Typographic
History," | believed that this subject matter would heighten my interest
in doing the thesis project. This specific project, | believed, would
allow me to incorporate all the skills | had learned in graphic design,
and focus them on problem solving, thus developing an analytical,
schematic solution. The thesis project would utilize all my skills

in formulating a practicable design solution.

| have always been interested in history. This interest became the
foundation for my thesis. The history of typography, and the history
of menus became subjects for my thesis. My main concern was
how they would fit together in the design. | first discussed the idea
with R. Roger Remington, my chief adviser, about the possibility of
this thesis topic, "Menu Design: A Typographic History," it was
recommended that | pursue the topic.

Experimentation was a primary goal of my thesis. | wanted to be able
to solve my own problems by being my own client. | also wanted to
expand my knowledge of history of typography and incorporate the
history of menus in my thesis. As | began to do the preliminary
research, | have found some information was similar in the history of
typography and the history of menus. This gave me the stimulus to
gather all the information and to try to integrate them in my design.

During the Spring quarter of my first year at the graduate level at
Rochester Institute of Technology, | learned about organization
methods including tonality, grids, overall unity of structure and

visual variables. This experience confirmed my decision to attempt
this experiment with my thesis. | also enjoyed the complex variables

INTRODUCTION




INTRODUCTION

involved in design problem solutions. | wanted my thesis to capture
this direction as well. After a lot of thought and hard work regarding
the above issues, | was clear as to my objectives, my strategies, and

my timeline.



THESIS PROPOSAL

The purpose of my thesis will be to explore a chronological history of
typography and menu design. | will research typographic design

of menus, graphic design, and the types of foods consumed

during that period. The final project will be a menu book that will
highlight the evolution of typeforms, important time references, and
special events.



RESEARCH
PROCESS

After selecting the thesis topic, "Menu Design: A Typographic
History," the first task was to find and obtain the essential
information based on history of typography. Finding more
information on history of menus and photographs of paintings and
printed ads was my next step in the research process. The above
components integrated in the design covering ten periods, dated
from the 1500's to the present.

In order to develop an appropriate foundation, the above
components had to be found. Additionally, | had to find the
important styles of each period which were to be the headings; find
a typographer to highlight, and create appropriate sub-headings.

| planned to highlight these in each of the ten periods represented.

| found the best place to start to locate the targeted information was
the Wallace Memorial Library at RIT, then to proceed to public
libraries, and the School of Food, Hotel, and Tourism Management
at RIT. All of these possible locations would be convenient for me.

As | was going through numerous materials, | became more aware
of the complexity of the information related to my thesis.

Before starting the research process, | had to prioritize all the
components of my thesis. The order | decided on is as follows:
History of Typography, Timeline, History of Menus, and Imagery
of Food.

| felt the above components were meaningful, and would integrate
well in the design.



With one of the components, the history of typography, | decided to
find the important typeforms of each period. Since there were so
many of them, | chose ten typeforms that | felt were most significant
and indicated the time when they were used. Overall, here is a list
of the typeforms | have chosen to use in my thesis:

Seri Sans Serif
Garamond Futura

Janson Gill Sans
Bodoni Univers
Caslon Avant Garde
Goudy Franklin Gothic

These typefaces are meant to capture the eye. The two styles of
typefaces used in the design are serif and sans serif. In this case, |
chose the first five typeforms which are serif and the second five
are sans serif (Appendix D).

After having decided upon these typeforms, | looked through several
books until | felt | had enough information to develop a specific
timeline. This timeline helped me visualize what was popular during
each of the targeted periods. | was then able to match the
typefaces | had chosen with popular food items in the time period.

| found through my research ten different periods that would fit well
in my thesis of "Menu Design: A Typographic History." Here is a list
of the periods that | chose for my thesis:

RESEARCH
PROCESS
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1500: Renaissance 1920: Art Deco

1600: Baroque 1930: Surrealism

1700: Rococo 1950: Abstract Expressionism
1800: Romanticism 1960: Pop Ar

1900: Cubism 1990: Digital Art

| then decided to find unique, interesting, and rare lists of popular
food items which occurred in each of the periods. |then matched
the food items to the history of typography.

Both the history of menus and the history of typography have an
interesting connection in terms of personality. Interestingly, there
were a number of authors who mentioned both menus, and
accompanying information of the History of Typography.

Nancy Loman Scanlon, author of Marketing by Menu_ quoted:

"Different typefaces convey different moods. The style
of typeface that the menu planner or designer chooses should
express the character and personality of the restaurant and
be consistent with the overall design of the menu."

An author, Hanspeter Schmidt, who wrote the book titled, Menu
Design, said:

"A menu can be created whose design matches the text
perfectly and where cover and insert are in harmony.'

RESEARCH
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Another author named, Leonard Fellmen, who wrote the book

titled, Merchanizing by Design, stated:

"Type is an important consideration when planning the
overall look of the menu."3

These quotes confirmed my resolution that | could combine both the
history of typography and the history of menus. Now, | felt this
would be, "a one of kind" thesis.

I had no problem finding the earliest food items. The only problem |
had was limiting the unlimited food items from the 1500's to the
present. | chose specific food items that were associated with the
imagery of food as well as the period. | feel these components have
an interesting relationship.

| first met with R. Roger Remington, chief adviser, to my thesis as
my first step. He suggested that | create a huge chart consisting of
a timeline, typographers, typography, and history of menus. This
was a helpful reference chart which enabled me to keep everything
organized. After we went over the chart, he advised me to look for
images that would accomodate the other components. He further
suggested that | look for images on methodology. Meanwhile, Joe
Watson, associate adviser, recommended that | find images on
food, and Nancy Ciolek, associate adviser, suggested I find the
images on history of typesetting. | have found through my research
the above images and made photo copies of them. | then pasted
them on the chart (Appendix C).

RESEARCH
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RESEARCH
PROCESS

After evaluating my decisions that were based on my research |
felt the images | picked were the most suitable, and along with the

other components would add more interest to the design.

Before finishing the research process, | had to go back and find
more information on typeforms. Because | felt Franklin Gothic was
uninteresting, somewhat functional, and was too common to go
along with the other typeforms. R. Roger Remington, suggested |
look up a modern typeface, Emigre. This typeface is relatively new
and experimental. Emigre is a very different typeform and is shown
digital bitmapped in appearance. Because Emigre is a modern
computer typeface and recently designed, | decided to use this

typeform for my thesis (Appendix D).

Allin all, | found through a vast amount of research, the components
and imagery of food that | needed to become a common link. This
source of information was the greatest help to me for my thesis.

13



As | considered the design options, | prioritized the importance of
presenting the material flat and in book form. This would allow for
a gestalt to occur, when viewed open, and for an individual to
focus on one period at a time by viewing the material in book form.

The more | thought about the typographic design, the more
important the relationships between the sizes of type, shapes of
the letterforms, length of lines, and areas of type were becoming.

| also decided to use different typeforms in every panel indicating
the style of the period when they were used. This would contribute
to the historical feeling in the design. The feeling that | wanted to
accomplish was the historical interwoven with aesthetics. Both the
typography and visual translations were to be overlapped and flow
from one panel to the next. This would contribute to a feeling of
unity in the design.

The biggest fear | had was how to create a harmonious relationship
between the type and the visual translations. | wanted the menu
design to have an ordered unity; to be clearly defined, easily
understood, and each part to be compatible with one another.

When | began doing rough layouts, laying down the type, the
halftone photographs, and rendering the visual translations, a
motivating factor, | had kept in mind was that | wanted my thesis
to contribute an interesting perspective to history.

Designing two different kinds of grids was my first task. One was a
typographic grid and the other one was a constructional grid. These
grids as valuable tools have aided me to follow the guidelines and

DESIGN AND LAYOUT
PROCESS
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helped me in creating a sense of continuity throughout the
horizontal panel design. A grid structure can take many forms

such as format of columns, and complex modular relationships

that allow for diverse typographic treatments and a variety of

image sizes and shapes.® Both the typographic and constructional
grids would remain constant throughout the whole series of panels.
They can be combined into an overall balance. These grids can

be found in Appendices H and .

The grid is based on an 8 3/4" x 11 3/8" horizontal format. After
determining the size of grid, | began to divide the panel into
modules. Each module was in the shape of a square measuring

1 3/8"L x 1 1/4"W. This dimension was chosen for it allowed me to
line up the components. Between each module | measured and
allowed 3/8th of an inch. The overall individual panel has eight
modules across and six modules down. This specific measured grid
system applied to both the typographic and the constructional grids.

Once | decided on a specific grid, the components fit precisely.
This allowed each panel to be consistent throughout the menu
design process.

The components including history of menus, history of typography,
alphabetized letters, styles of periods, halftone photographs, and
letterforms within the visual translations were aligned against the
grid systems.

During the creative process, my next task was to find images of
food that occured during the time periods. From here, | copied
them in halftone on a Xerox copy machine. |then analyzed

DESIGN AND LAYOUT
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them and picked out portions of objects to be modified into
visual translations (Appendices E and F). Upon designing the
visual translations, | kept in mind that they should reflect the
period and the typography.

R. Roger Remington suggested that | work with a sequential
interval system for the visual translations. This means each visual
translation has an edgeline form showing either regular, irregular,
progressive, or combinations. By using these different intervals, the
visual translations' edgelines could show either curve, straight,
natural, or combinations.

In the Renaissance panel, | chose a painting done by Arcimboldo®
This painting was modified into a visual translation by using a
progressively increasing curve edgeline. Both the visual translation
and the food item in this panel have in common in mathematical
harmony.

As for the Baroque panel, the visual translation of the bird was
taken out of a painting printed in Eood in History. " This particular
visual translation of the bird also has a progressively increasing
curve edgeline. This theme was similar to the visual translation of
the Renaissance panel. Every panel has different edgelines of
images using the sequential interval system. In viewing all ten
panels, the visual translation would appear from the right to the
left side. The Renaissance panel gradually flowed to the left side
of the Romanticism panel, | did this by using combinations of
irregular curve and straight edgelines. From the Romantic to the
Surrealistic panels, the visual translations are connected in same

DESIGN AND LAYOUT
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line going from combinations of irregular curves and straight
edgelines to regular curves and straight edgelines.

The Abstract Expressionism panel followed the same theme.
Some of the visual translations were diagonally aligned related to
the diagonal food groups. This was meant to add an interesting
view in contrast with the vertical nature of the visual translations and
body copy of food items. By the time Pop Art was reached, the
visual translations started to shift to the center of the panel using a
progressively increasing curve edgeline. Lastly, the Digital Art
panel's visual translation appeared in the center by using regular
and progressively increasing straight edgelines. This last panel
mirrored to the first panel. They both have progressively increasing
edgelines and linespace. The only difference between them was
the form. Additionally, the first panel has curved edgelines while
the last panel has straight edgelines. This created an optical view
from the top panel to the bottom panel. | feel the visual translations
were significant for the audience to recognize the quality of style
related to history (Appendix E).

| developed these visual translations to align with the construction-
al grid.

The visual translation on the Renaissance panel began small in
size and gradually enlarged in size to equal the size of Mona Lisa's
visual translation in the Digital Art panel. | felt this revealed the
growth of aesthetic taste related to history.

During the development of my typographic grid, | chose five serif

DESIGN AND LAYOUT
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typefaces for the first five panels, and five sans serif typefaces for

the last five panels. These typefaces were to be used in recognizing

the style of the period and conveying different moods.

Author, Ruari McLean stated typographic design which has to do
with the visual concept:

"In typographic design, if we say something is legible, we
mean that in our opinion or experience the people we want
to read it can read it in the conditions in which we think they
will see it."

Also, he stated:

"Not all typographic design is concerned with straightforward
text types. Not all typography is concerned first and foremost
even with 'legibility,’ if it's object, 'noticeability' is concerned with
claiming attention to itself in competition with all the other
stridencies and attractions in our environment." °

These quotes advised me to think about the typographic design
and to make it work for the audience to understand the concept
of the typography in terms of history.

The typefaces that | chose are listed on page 10. These typefaces
are the same in both the menu design layout and the menu design
book.

| felt the typefaces | chose were best suited to convey the mood.

DESIGN AND LAYOUT
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The serif and sans serif typefaces could work well with the variables
in the design. What | wanted to do with the body copy was to place
them horizontally and diagonally which would then produce optical
contrast and interest.

On all ten panels the body copy was to be aligned against the
typographic grid. | decided to use 10 point type to insure clarity.
This point size fitted well in the grid. The body copy would show a
good legibility in both light and bold. | then could emphasize the
contrasts in the typefaces.

Originally, | was going to use combined variables including
wordspacing, linespacing, and letterspacing in place of food items
for all the panels | created. However, these variables created
problems due to poor legibility and wouldn't look well in the design.
| decided to go back to the design using only linespacing. This
theme | feel that was a good solution to the problem | encountered.
The linespace of body copy served as the most significant theme in
the panel's hierarchy of information. This allowed me to keep the
body copy dominant.

Each panel had different linespacing. The body copy of the food
items appeared in different widths and lengths. They were flush
left and ragged right. In the Renaissance panel, the linespacing
is shown to progressively increase starting from the top to the
bottom. Using the progressively increasing linespacing in the
Renaissance panel helped to create a flow to the next panel.

In the next panel of the Baroque period, the linespacing is shown

DESIGN AND LAYOUT
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progressively decrease from the top to the bottom while in the
Rococo panel, the body copy of food items are revealed with
irregular linespacing. In the overall view of the ten panels, the body
copy would appear on the left side and gradually flow to the right
side. This theme consisted of regular, irregular, progressive, and
combinations of linespacing. Some of the reversed body copy of
food items were used in visual translations. These combined
elements added more interest to the design.

To the left of the food items, | placed the categories of food listed
horizontally and aligned against the typographic grid. While looking
at them, | realized that they appeared haphazardly and looked as if
they floated and created poor legibility. | then decided to shift them
diagonally for the purpose of having a good readability.

The elements | used in each of the periods included headings,
typographers' names and dates as sub-headings, alphabetized
letters, and body copy which consistently appeared at the right side
on every panel. Specifically, periods' headings were set in 14 point
and is highlighted in bold. This was meant to capture the attention
and to recognize the relationships in each of the periods. Mean-
while, the typographers' names and dates were set in 10 point bold.
These also associated with the body copy and occurred in each of
the periods. The body copy of history of typography was set in 8

point.

A recommendation | used was to use a line underneath the period's
heading. A 2 point line was added on every panel located at the
upper right hand corner. The line served to supports the heading

DESIGN AND LAYOUT
PROCESS
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and show it as dominant. Each line measured 2 5/8 inches. This
measurement fitted in two modules of the typographic grid.

I then aligned the laser printed body copy against the typographic
grid on all ten panels. Then | analyzed the entire layout carefully.

Interestingly, as it turned out, the history of menus' body copy
appeared on the left side while the history of typography's body
copy appeared on the right side showing two different sides of
history. | felt that this would make it easy for the audience to
understand the concept. | wanted to convey the feeling of
consistency of history in a standard design throughout the ten
panels.

Allin all, both the body copy of history of menus, and the visual
translation in each panel have a common relationship in terms of an
interval system. The above components are to be sequentially
read from the top panel to the bottom panel.

The sketches of the visual translations were done freehand, using
black markers. The typography was set on the computer and
was printed in black, including reverse, using the laser printer.

Aligning the halftone photographs to the grid was my next task.
Relating to Roger's suggestion, | decided to put the halftone
photographs against the edge of each panel. This allowed them to
be seen as a separation between the two panels. | felt that it was
important to include the halftone photographs, because they
matched in relationship with the visual translations which became

DESIGN AND LAYOUT
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the meaningful visual aesthetic of food.

After placing the halftone photographs on my layout, my next step
was to include the letterforms. Roger further suggested that | work
with the letterforms, and place them on the edge of the visual
translations. Nancy Ciolek, my associate adviser, recommended
that | used the word, "Typography" in place of the letterforms. This
word fitted perfectly in all ten panels. The typefaces | chose, for the
work are on page 10. Working with the grid, | employed each
reverse typeface on the edge of the black visual translation. Each
typeface measured 1 1/4" which fits in grid. My reasons for using
the reverses on the black visual translations were for the audience's
visual purposes in order to help them recognize the role of
typography during each specific time.

Next | began to think about color and tonality. Originally, | wanted
my thesis to utilize color to reflect the history of typography and the
history of menus. | chose two colors for my thesis. | began doing
a couple of rough layouts using green with black, and red with
black. However, these colors created problems in the legibility
especially the body copy. Joe Watson, suggested that | work with
only black and white. As | thought about this suggestion, | felt it
would work well in terms of graphic design. The black visual trans-
lations with white body copy and 1 1/4" reverse letterforms would
have good legibility when it comes very bold.

After completing the rough layouts, | looked at the overall unity from
the top positive panel to the bottom negative panel of the menu
design, and | get the sense of contrast.

DESIGN AND LAYOUT
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Visually describing the layout, the first six panels utilized black
against a white field, and the last six panels appeared reverse.
The overall tonality of the layout created an optical effect.

On the whole, | felt | created a pleasing overall design utilizing all of

the necessary components. Each panel supported each other in a

similar decorative manner.10 195canlon, Nancy Loman.
Marketing by Menu. New
York: Van Nostrad Reinhold,
1985., (p. 112)




At the production stage, | was overly concerned with the availability
of all the fonts | needed for my thesis. My main concern was to
find good quality printed typefaces. | decided to find a good
typesetter who has Linotronic capabilities.

| asked several people where | could get good quality printed
typefaces available on positive and negative papers for pasting up.
My first contact was to see Carl Palmer, Professor of NTID Printing
Production Department. As it turned out, he has all the fonts with
exceptions of Gill Sans and Emigre, and has the Linotronic 200P for
output. Fortunately, the NTID Printing Production Department had
the font, "Janson” in their system file. There was a type company in
Rochester called Setronics Limited where they printed out the text
types on the Varityper-4500P. Margie Spence, President of
Setronics Limited, provided me the information on fonts. One of
the fonts, Gill Sans was available through them. | was able to use
this typetface for my thesis.

As for the typeface, Emigre, | ordered this font through Emigre
Graphics located in California.! Emigre font was available for use
with Apple Macintosh computers. |was able to use it in one of the
Macintosh computers at RIT and get the text types printed through
the laser printer. After the Emigre's typeface was printed, | shot
positive and negative papers photostats. This technique helped
me in the production, and saved time.

As for all the text types, | set out to produce them in one of the
Macintosh computers. With the today's computer technology, it

PRODUCTION
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consumed less time than hand lettering, and produced good
quality typefaces when printed through the laser printer. | typeset
the text types in different fonts, and saved them in my disks. After
completing the typing, | gave my disks to Carl Palmer and Margie
Spence. They then regenerated the specific fonts | requested.

All the text types within the typefaces were printed on positive and
negative papers through the Linotronic. The printed typefaces
came out unjagged, and was of reproductive quality.

Before starting the mechanicals, | enlarged all ten visual translations
on a copy machine. | laid down the Xerox copies of the visual
translations on a light table, and put the C-thru printed 10-inch
square grid paper on top. The first panel was chosen as the
beginning that other panels would follow. | carefully traced the
edgeline of visual translation with the non - reproducing blue pen.
The second to tenth panels followed the same procedures in order
to have all of them vertically and evenly lined up. These panels
would become my guidelines for the mechanicals.

On a 14" x 17" vellum paper, | defined the 8 7/8" x 11 3/8" area
with inked crop marks in each corner. Working against the above
guidelines, | traced the edgelines with technical pens, and inked in
areas that were to be filled. After inking in all ten visual translations
on vellum, | shot positive papers photostats at 100%. Some of the
edges of the visual translations were retouched with technical pens
using black ink. All in all, this process was done freehand using
straight edges, templates, and french curves.

PRODUCTION
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Once this process was finished, the next task was to begin pasting
down the components including the food items, the history of
typography, the alphabetized letters, the styles of periods, the
letterforms, and the halftone photographs on the photostats within
the visual translations. | placed on each panel positive photostat on
top of the inked typographic grid using a light table. Working with
the black and white Xerox copies of the layout, | felt it would be less
frustrating for me to paste down the components according to the
grid system that | designed.

In all ten panels, the body copy was waxed and pasted down on the
left side aligned to the typographic grid. Originally, the linespace

of body copy was set using 1 point leading. | used a Macintosh
computer, with "Ready-Set-Go" as the software, and printed
everything out on a Linotronic. | then carefully cut between two
lines to separate them. From here, | then moved them to line up
progressively increasing from the top to the bottom aligned to the
grid. While | was working on the left side of the panel, | pasted
down the category of food groups diagonally. After the left side was
finished pasting, | shifted to the right side and the components were
waxed and pasted down on the right side lining up in a consistent
manner with the typographic grid.

After all the panels were finished, | began to work on the front cover.

| felt that adding the front cover to my thesis was important because
it contributed to the mood and theme as well. | wanted to convey in
the front cover a sophisicated, yet casual mood.

| decided the cover should include something from each of the

PRODUCTION
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panels to best represent the entire body of work.

The next step was to draw lines using a number 2 technical pen, on
the vellum paper. | shot both positive and negative photostats of
lines. For the front cover and the first seven panels, | pasted the
black lines at the upper right hand corner. From the eighth to tenth
panels, the white lines were pasted in the same location.

Pasting down the letterforms on the visual translations in all panels
was my next task. After each letterform was pasted down on the
edge of the visual translation, the surrounding area had to be filled
with the black ink.

The halftone photographs were then pasted down on all ten panels.
They were copied from books using a copy machine. From here,
the halftone photographs were made into positive photostats in
different sizes. |then trimmed and pasted all the photostats on all
panels. Some of the halftone photographs were bled off the edge
of the panels. This would prevent having the white line shown.

My intention was to mount my 70 inch thesis on a kiosk. This thesis
would give the audience an overall view of sense of continuity.
Additionally, | liked this method because the audience could
visualize the different variables including the sequential interval
system. The tonality also can be readily seen which gives a sense
of contrast of biack and white in distance.

After deciding upon a kiosk as the vehicle for presentation, and
completing the mechanicals, | shot all ten panels starting with the
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Renaissance and going to the Digital Art, | used positive paper
photostats at a 79% reduction. This allowed me to end up with a
panel size of 7" x 9". Once these were completed, the top and
bottom of each panel was trimmed using an X-acto knife. Before
spraying the backs of each panel with the spray mount, | put on
clear transparent tapes between two 30" x 40" light bristol boards
bonding together. All together, there were a total of three boards.

I then sprayed on the back of each panel, and mounted them to the
bristol board, and placed the tracing paper on top, and | then care-
fully burnished evenly with a roller. The second panel was sprayed,
mounted and placed next to the bottom of the first panel aligned to
the crop marks. Other panels were done the same. Trimming the
left and right sides of the panels was my final step in the process.

When it came to assembling, my first thought was to have the menu
design book opened vertically rather than horizontally. Shooting all
ten panels and a front cover was my next task. This time, | included
a front cover and scored between each panel. This allowed the
book to fold when opened or closed. | liked this method because
the book can lie flat and fold back. These are two different useful

options.

| had intended on not using plastic or metal spiral binding to hold the
panels together because it would interrupt the flow of the visual
translations and text between the panels. What | had in mind was to
mount each panel side by side, to score between each panel for
folding in order for the visual translations and text to have a sense of
continuity.
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The system of folding | used was a simple accordian fold. Before
folding the two panels, | scored between them with the bottom of
an X-acto knife which gave a nice clean scoring line. | laid down the
folded book, and put a ruler on top of it against the crop marks on
each side, and trimmed it with an X-acto knife several times until
reaching the bottom of the panel. The same process was repeated
for all sides.

For the constructional grid, all ten panels revealed the contour lines
of visual translations and letterforms spelling out "typography"
vertically. These components were aligned and confined against
the grid system. This allowed for audience to see how the visual
translations and letterforms in all panels fit into the grid system
indicating the sense of continuity.

Working against the original guidelines of non - reproducing
photo blue lined visual translations was helpful for me in creating a
constructional grid.

In the Renaissance panel, | carefully traced the contour lines onto a
vellum paper using a number 3 technical pen. The second to tenth
panels followed the same process in order to have all of them
vertically lined up. All contour line width had to be evenly drawn
throughout. This was the most difficult task. Some of the contour
lines were uneven. | had to retouch them with the number 00
technical pen using black ink and technical guides. The contour
lines then became even in width. After completing the inking in all
ten panels, | shot positive photostats at 79% reduction. This size
was similar to my menu design book.
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On the photostat of the Renaissance panel within the contour line of
the visual translation, my next task was to draw 48 modules using

a non - reproducing blue pen. The second to tenth panels with
modules were repeatedly drawn. Overall, there were a total of 480
modules.

Tracing each letterform in a specific typeface on each panel using
a red marker was my next step. The second to tenth panels also
have typeforms marked red. This highlighted color marker enabled
the audience to capture the style associated with each of the
period.

My final task was to draw vertical and horizontal lines on all ten
panels using a gray colored pencil against a T - square. Both the
vertical and horizontal gray lines were to be shown on all panels
as an overall constructional grid.

All the visual translations and letterforms within the vertical and
horizontal gray lines followed the same pattern from one panel to
the next. These components and themes were meant to capture
the eye and allow people to look at the constructional grid and get
a sense of continuity (Appendix I).
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My thesis traces the chronological history of typographic and menu
design from the Renaissance through Digital Art.

I found through my research ten typeforms that were very significant.

| chose to use these forms to represent the ten periods highlighted
in my thesis.

Included in my work are the types of foods consumed in each time
period as well as visual translations of images of the times.
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The second thesis show was held in the Bevier Gallery, at
Rochester Institute of Technology, on Friday, April 6th. All Masters
of Fine Arts candidates from the College of Fine and Applied Arts
are required to exhibit their thesis work in the Bevier Gallery. One
week before the opening reception, the candidates were making
decisions as to the placement of our thesis work in the gallery. |
had to decide where to place my thesis and how | wanted to display
it. Since other M. F. A. candidates wanted to use the wall space,

| decided on a free standing kiosk, and didn't have any problems
displaying my thesis on the floor near one of the corners.

One and a half months earlier, my thesis committee, R. Roger
Remington, Joe Watson, and Nancy Ciolek discussed with me
some of the possibilities of presenting my thesis for the thesis show.
Originally, | had thought about placing my thesis in the frame and
hang it on the wall. | also thought about locating the assembled
book on the platform for the people to look at.

On February 13th, R. Roger Remington and Joe Watson, suggested
that | think about a tall kiosk. This would fit quite well with my thesis
because of the vertical format of my menu design book. They also
suggested that | add the design work to the kiosk. | then proceeded
to assemble many examples of triangular shaped kiosks which were
to be made out of foamboard and bristol board (Appendix K). The
next meeting, R. Roger Remington, Nancy Ciolek and | got together
to talk about the examples of the kiosks. R. Roger Remington
mentioned relating to the idea of step line design and the color of
gray. As | thought about the suggestions, they would really work
well in terms of design and color. Assembling more examples of
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triangular shaped kiosks with the step lines design and apply 30%
gray marker on them was my next task. This time, | decided to add
the step lines design on all six sides of a tall kiosk and the small
table. Both the tall kiosk and the small table will face each other

at the corner. All sides will maintain the step lines that continuously
flowed from one side to the next. The theme of step lines design
was similar to the last panel of Mona Lisa's hair in visual translation
appearance (Appendix L).

| decided the best material to use to build the kiosk was the foamboard.

This would be easier to assemble, and give me less frustration to
handle. The largest size foamboard came in was 4' x 8'. This board
was big enough to mount my 70 inch thesis on. | obtained the
foamboard from the industrial design department. Before cutting and
scoring the foamboard, | measured out 16 inches for each section in
order to make a triangular shaped kiosk (Diagram A). | cut the board
through the top layer of paper vertically, between each section, without
cutting through the bottom layer of the paper. The next step was to
fold it in half. | used a razor blade to cut 45 degrees angle from each
side (Diagram B). This would allow me to have a good vertical score
and bend it at 60 degrees angle into the shape of triangle at the
comer (Diagram C). | used hot clear glue for a good bonding. | glued
it to the inside, at the corner of the kiosk. For the top of the kiosk, | cut
out a triangular shaped foamboard to fit in perfectly. |then cut the
board through the top layer of paper about 3/16th of an inch from the
edge of each side, without cutting through the bottom layer of the
paper, and scraped off the excess foamboard from each side. The

lips of triangular shaped board fitted on the top of the kiosk.
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After the 8" kiosk was constructed, | also assembled a 48 inch triangular
shaped table for the book being placed on top.

The next task was to paint the step line area on the kiosk and the small
table. Before applying the varnish and paint, | put on a 3M removable tape
indicating where the step line area will not be painted. This would prevent
the paint from going over the line. | went to Hadlock's paint store where |
bought the polyurethane varnish and the semi gloss latex paint matched
the PMS 30% gray. | painted the step line area with a few good coats of
polyurethane varnish. This would give a better protection and would not
make the foamboard buckle when the semi gloss latex paint was applied
afterwards. After the two coats of varnish dried, | used a roller to roll on
two coats of semi gloss latex paint on the step line area of the kiosk and
small table.

As the tall kiosk was light in weight, | had to think of what | could put on

it in order to make it heavy at the bottom. | asked a graduate student
named Gerard Alonzo for a cut wood triangle with lead attached, to fit in
the bottom of the kiosk. | then glued the wood to the foamboard to make
it secure. This would make the kiosk stay upright without tipping over.

Mounting the work on the first side of the kiosk was my next task. | wanted
the people to see the overall view of structure in from a distance. The
contructional grid of the menu design was mounted on the second side,

for the people to see. This would give them an idea of how the visual
translations and letterforms fit into the grid system.

Included on the third side of the kiosk was an outline for people to
read to understand how the thesis book was constructed. | also
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included a thesis statement (Page 31).

| then attached the assembled Menu Design book to the table with
adhesive tape (Appendix L). This would allow the people to see it in
close up.

The final thesis project is shown in Appendix M.
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Overall, the development of my thesis, "Menu Design: A Typographic
History," has been one of the most valuable experiences of my
graduate education. | feel that the graduate program at RIT is great
and the experiences I've gained throughout will be very useful to my
future in graphic design.

Based on my thesis, | have accomplished a great deal of work. | was
able to manage the complexity of blending two different subjects and
combine them into good overall unity. After completing the thesis, |
feel that I've gained a tremendous amount of experience in dealing
with the complex projects.

My most difficult task was to design the visual translations. Because
it was difficult for non-artists and graphic designers to recognize some
of the visual translations, | had to go back and redesign them to insure
that people would be able to recognize them. It was part of a learning
experience | had based on the design process and the importance

of visual translations.

| wasn't sure how people would react, or if they would understand my
complex thesis project. | am pleased to report that people saw my
thesis, and mentioned that my design was well done. | suddenly
realized that | accomplished my goal, and fulfilled every requirement
related to my thesis proposal. After all is said and done, it was worth
everything successfully for the experience to work on a such complex
thesis project.

CONCLUSION

36



Flowchart

Outline of Thesis Objectives
Chart

Five Serif Typeforms/Five Sans Serif Typeforms
Ten Visual Translations

Ten Halftone Photographs

List of Food Items

Typographic Unit Grid

Photos of Constructional Grid
Overall Progression of Sketches
Examples of Kiosks

Thesis Show Presentation
Finished Menu Design Book
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