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Visual identities are not what they used to be. The paradigm of the visual identity as a static,
top-down, normative monolith does not re�ect its current praxis, nor does it help brands thrive
in the twenty-�rst century. In this thesis I will develop two arguments for why a visual identity
should strive to conceive motion and interaction at its inception.

First, that the visual elements of a brand do not need to be set in stone and can be constantly
updated based on needs of its stakeholders, and they can even be actualised at the touch-points
with the customers. These are some of the cornerstones of dynamic visual identities, de�ned
here as one that has guidelines �exible enough to preserve consistency while allowing openness
and �exibility to adapt to new contexts.

Second, that we live in an increasingly digital world, where motion and interactivity are part of
our everyday experience. These elements must be incorporated into the core of a visual identity
in order for a brand to address and respond to customers where they are and in an idiomatic
language. It is not enough that motion and interactivity are created as an afterthought. They
need to be built into the very logic of the visual identity.

In this thesis I will demonstrate the aforementioned arguments with a survey of the current
theory and practice of visual identity. Then I will exemplify it with a few case studies from
established brands.

Finally I will analyse two components of a visual identity in which I worked, and which has
some of the features described in the arguments. The �rst component is a kinetic and interactive
typeface that simulates the behaviour of a variable font, but which was based on an existing
static font. The second component is a kinetic and interactive brand visual element and emblem.
Both components were created using modern web technologies.

Keywords visual identity, kinetic and interactive visual identity, kinetic typography, interactive
typography
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CHAPTER

ONE

INTRODUCTION

Visual identities are not what they used to be. The paradigm of the visual identity as a static,
top-down, normative monolith does not re�ect its current praxis [25], nor does it help brands
thrive in the twenty-�rst century [27].

In this thesis I will show some real life projects with the intention of showcasing technological
avenues for the creation of this type of identity. I have been personally involved in one of those
cases (Motley Agency branding 2020: analysis of the kinetic identity). Working on it has been
a substantial learning experience for me, both in what touches the theory and practice of visual
identities, and my personal evolution as a software developer.

I have a �rm personal belief that the most interesting results in design (or art or music for
that matter) come from intersections between the act of creation and the mediating technique.
The movable letter blocks created by Johannes Gutenberg in mid-�fteenth century made text
available to an audience in a dramatically different way [38]. Not only did the quantity increase,
but also therelationshipbetween people and the written text changed. New formats have been
created in response to the new medium and a whole industry has been born out of it.

In this thesis I will describe one such intersection: on the creation side are the components
of a visual identity; on the technical side are the digital technologies (software). Some of the
greatest changes in our society can be linked to the invention of the modern computer [38].
Some of these changes have been thoroughly analysed, some have not yet been understood,
some have not yet come to be.

The research question behind this thesis targets one of those changes:how has the modern
computer, in the guise of software, caused changes in the practice of visual identity?These
changes can be, at least in part, linked to an expanded space of visual creation made available
by the advent of software [20].

In particular, through the project described in this thesis, I tried to understand how a visual
identity could be created with motion and interaction built into its core. This is what I call a
kinetic visual identity. This will be done via the metonymic components oftypographyand
graphical elements. I will show how the elements created by a designer in collaboration with a
developer can occupy this expanded space of visual creation.

The project described in the end of the thesis does not take enormous steps into that direction,
but it does nevertheless take steps. My main goal here is not to detail a de�nitive account
of the creation of modern brand identities, but rather to show—with a case that I helped pro-
duce—some avenues for further investigation, as well as some interesting results.

1



Motley 2020: a kinetic visual identity

A word of caution is probably necessary at this point. Although I will strongly advocate,
throughout the thesis, forkinetic visual identities, I do not claim these are visual identity silver
bullets. Nor do I mean to suggest that not taking this approach amounts to dated or inadequate
brand identity work. My main argument is that the space of possibilities has expanded and so
must our conception of the practice.

1.1 Thesis structure

The main focus of this thesis is on a visual identity project in which I worked at Motley agency
(Motley Agency branding 2020: analysis of the kinetic identity). My goal here is to describe
the part of that project in which I had an active role, and which, in my opinion, shows the
most interesting aspects of the techniques I want to discuss. But, most importantly, it is able
to clearly convey the ideas presented in the theory (Why a kinetic visual identity) and context
(Case studies) chapters.

This part of the project is comprised of two kinetic visual components: the brand typography
(Subsection 4.4.2) and graphical elements (Subsection 4.4.1).

Chapter 1, Introduction, gives an overview of the thesis as well as a motivation behind the work
that is described inChapter 4.

Chapter 2, Why a kinetic visual identity, de�nes what a visual identity is and puts it in the larger
context of a brand. It then differentiates a static from a dynamic visual identity and then goes
on to describe the expanded space for visual creation enabled by software, speci�cally in the
realm of vector graphics, typography and the graphical elements of a visual identity.

Chapter 3, Case studiesshowcases the expanded space for visual creation in more detail. There
are two cases about typography and two about graphical elements of a visual identity, each with
a slightly different approach and results.

Chapter 4, Motley Agency branding 2020: analysis of the kinetic identity, analyses the work in
which I worked as a developer from my perspective. It takes the previous chapters as motivation
and working context to show yet another set of possibilities within this practice. It explores two
components of the visual identity: the company's kinetic emblem and typography.

Chapter 5, Conclusion, summarises the process of creating a dynamic visual identity by means
of an iterative process between designers and developers.

1.1. Thesis structure 2



CHAPTER

TWO

WHY A KINETIC VISUAL IDENTITY

2.1 What is a brand?

Before we can understand the need for a kinetic visual identity, we need to understand what
a brand and avisual identityare. The wordbrand has had different meanings throughout its
modern history. During the twentieth century it meant:

[. . . ] principally the attachment of a name and reputation to something or someone,
primarily to distinguish it from the competition.

A brand is also far more than the name, logo, symbol or trademark that highlights
its origin; it is imbued with a set of unique values that de�nes its character and
works as an unwritten contract, promising to deliver satisfaction by providing con-
sistent quality each time it is bought, used or experienced. Brands also seek to
connect emotionally with their consumers, to ensure that they are always the �rst
and only choice, creating lifelong relationships. [40, p. 12]

This de�nition revolves around the brandpromiseand itsrelationshipwith the customers, but
Neumeier [27] would argue that it is incomplete and proposes that the contemporary de�nition
shifts the ownership of a brand from the company to the consumers. In summary, “a brand is
not owned by the company, but by the customers who draw meaning from it. Your brand isn't
what YOU say it is. It's what THEY say it is.” [27, p. 5]

2.2 Visual identity

As seen above, creating a brand is a large scale, continuous effort, which also includes the
participation of its customers. It is much more than a logo and a few visual assets. Nevertheless
the visual identity is a manifestation of the brand and it plays an important role in its context.
As a simple analogy we can think of a brand as being to a person, what the visual identity is to
that person's dressing style, haircut, etc. The visual aspect of a person is not the same as the
person; he or she also has a voice, a personality and so on. But the visual aspect helps other
people recognise him or her in the crowd.

The visual aspect of a brand identity, thevisual identity, is at the core of this thesis. But,
for the sake of completeness, I will start by de�ning what abrand identityis. According to
Slade-Brooking [40, p. 28], “[a] successful brand identity is made up of a series of interlinked

3
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elements that all aim to communicate the core values or purpose of the brand.”Brand identity
is, thus, that part of the brand strategy that falls most easily within the control of a company.
It can also include verbal or sound elements—referred to as verbal identity and sound identity
respectively. In this thesis I focus on the visual component of a brand identity, thevisual
identity:

On the most basic level, the brand or organisation's visual identity differentiates the
organisation from others in the competitive marketplace. On a more strategic level,
a visual identity could serve the higher function of helping an organisation achieve
a positive image or more critical, even negative if it aims to be–and ultimately a
positive reputation–in the minds of the public. [44, p. 130]

The visual identity is itself composed of several elements. These usually include abrand icon
or logo [40, p. 28], a slogan, color and typography [19, p. 329]. Most cases also include other
visual elements, such as imagery (a speci�c way of using photography or illustrations) and
graphic elements (e.g. abstract shapes or patterns that add up to the visual assets of a brand).

In this thesis I will deal exclusively with the concept of visual identity and will not delve deeper
into the discussion of branding and brand identity, but that discussion should always be in the
back of our minds when talking about visual identity; we need to understand what part it plays
in the whole.

2.2.1 Static and dynamic visual identities

The dominant paradigm for creating visual identities nowadays is thestatic visual identity[25].
The origin of this paradigm is often credited to Peter Behrens: while working as artistic advisor
at AEG he created what is deemed to be the �rst modern visual identity system. Murdock states
that the static visual identity:

was born out of and embraces the processes of the industrial revolution, and the
progenitors of this approach were driven by the idea of employing commonsense
objectivity (Sachlichkeit) to create a totalizing visual aesthetic (Gesamtkunstwerk)
through the dismantling of existing visual regimes and the manufacturing of new
ones. The geometric simplicity of trademarks produced by twentieth century de-
signers such as Peter Behrens and Otl Aicher, who were working within the static
visual identity paradigm, is both a testament to the need this approach has for in-
dustrial standardization and for a symbol conceptually abstract enough to represent
the ideals of the client organisation. [25, p. 51]

This model, might appear to be the only approach to create visual identities, but Murdock
[25] argues that parallel to the development of this static approach there was a contemporary
(even earlier), distinct approach: thedynamic visual identity. Canonical histories of visual
identity place the origins of this approach in the 1980s, speci�cally with the �uid logo and
visual elements employed by MTV. But Murdock [25, p. 14] places its origins in 1908 northern
Italy, where the Olivetti Corporation developed a more �uid and incremental practice of visual
identity. This practice used the company's “norm of the beautiful” as a starting point of a multi-
year and multi-stakeholder process for creating its visual identity. It did not attempt to impose
a single, top-down set of rules and it was composed of “a loosely connected constellation of
elements that formed a dynamic and �exible visual identity system”.

2.2. Visual identity 4
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Criticism to this approach from the graphic design establishment (design schools, organisa-
tions, and practitioners alike) relegated this practice to that of a mannerism or a trend. Instead,
dynamic visual identity is an established practice, whose “theoretical underpinnings actually
predate the modernist theoretical underpinnings of static visual identity design” [25, p. 18].
According to Murdock, in the dynamic visual identity paradigm:

[. . . ] the goal is to balance the number of constants and variables within the mor-
phological �eld. This is done in order to create a visual identity system that is
consistentenough to be recognizable yetopen and �exibleenough to adapt to new
situations and contexts (emphasis added). [25, p. 53]

In the chapterMotley Agency branding 2020: analysis of the kinetic identityI will describe a
kineticvisual identity, which is a direct descendant and a sub-category of the dynamic visual
identity. The latter—albeit some confusion might arise from the worddynamic—does not
necessarily imply motion or animation. It is an expression of how a company's visual identity
presents itself to its stakeholders in different occasions. The project I will describe is indeed
a dynamic visual identity, in the sense that not every detail of its implementation are statically
prede�ned. But it is also a sub-category of it, which includes the built-in conception of motion.

2.3 Visual identity in the digital age

The visual identity is developed as part of a brand book, which includes other brand guidelines.
It is essentially aset of rulesthat dictate how to produce visual identity assets. Typical cases
include logo protection area (how much space there should be around the logo to keep it legible
and detached from its surroundings); a color scheme (the standardisation of the colors that are
allowed and those that are not allowed when producing visual assets for the brand); etc (see,
e.g.,Fig. 2.1).

The rules de�ned in a typical visual identity guide are meant for humans to read: they are
written in human languages (for instance, English) and include visual illustrations of what
they are trying to express. This practice, I claim, re�ects a historic accident: during the 20th
century, when the creation of brand guidelines became widespread, this was the optimal means
of conveying rules for producing visual assests in a way that leaves enough room for �exibility
and, at the same time, ensures the consistency of the whole.

Before the advent of the computer visual assets had to be created by mechanical means (e.g.
offset print, based on handmade layouts). Laying out a page for a poster, for example, meant
manually painting or placing graphic elements on a sheet of paper (see, for exampleFig. 2.2),
which would later on go through a process of color separation and the print itself.

When computers became established as the primary means for graphic design, they also
brought in the baggage from the print era. Software was developed that emulated the print
process as it was done during the 20th century—e.g. the Adobe suite: InDesign for page set-
ting, Illustrator for creating graphic elements, Photoshop to enhance photographs [37, p. 10].

As much as it can be argued that these programs helped popularise digital design and allowed
designers to use digital media to do graphic design, they also embbeded—and even imposed, I
would argue—a paradigm for creation [37, p. 10]. That paradigm was the inheritance from the
Gutenberg printing press era.

2.3. Visual identity in the digital age 5
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whereas a high pitch voice logo will likely be skinny and �uorescent. [41]

“Oi” is the Portuguese word for “hi” or “hello”, the logo loosely resembles speech bubbles,
used, e.g., in comic books to metaphorically give voice to characters. In this identity it is as if
the brand is giving voice to its customers. There is notonesingle expression of the logo, but
as many as there are users willing to lend their voice to the application (see Fig.2.3and2.4 ).
The company logo is not prede�ned, but must be actualised in the real world in order to exist.

Figure 2.3: The application used to generate the logos

As I said above, visual identity guides are essentially sets of rules for generating visual assets.
Computers are machines that excel in following rules. In theory one could devise a computa-
tional procedure to generate visual assets based on traditional visual identity guides. I will refer
to this procedure simply assoftware, which according to Kitchin [16, p. 3]:

[. . . ] consists of lines of code—instructions and algorithms that, when combined
with appropriate input, produce routines and programs capable of complex digital
functions.

But computers are better at following rules than humans are; they are capable of following far
more complex rules (or rules with more complex implications) and in a much shorter time.
More complex rules can create more variety within a prede�ned set of constraints. They can
also give rise to expressions that are impossible (or virtually impossible) by standards of manual
labor.

More speed also means that more assets can be generated in less time. Although I do not claim
that speed is a value in itself, I argue that there could be a gain in quality if only over the
sheer amount of assets generated and the subsequent increase in statistical probability of better
results. Also, more quantity gives the human agent (e.g. designer) more possibilities for their
different use cases she might encounter. This can be enhanced by a software for generating
assets based on parameters given by the user.

2.3. Visual identity in the digital age 8
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Figure 2.4: User generated logos

Lastly such a tool can generate the assets in real time for the end userswith their participation,
as was described in the case of Oi Telecom. This way the brand visual elements can interact
with their customers wherever they are, as long as they do it via digital means.

In the following sections I will develop two examples of brand identity visual components
(TypographyandGraphical elements). They are not meant to be an exhaustive analysis of the
components of a visual identity, but, instead, were chosen among the many possibilities that
these components can assume, because they were the ones explored in the project described in
the chapterMotley Agency branding 2020: analysis of the kinetic identity. They form both the
theoretical background and the motivation for the project. They also happen to be the ones I
am personally more interested in.

But �rst a preamble about two revolutions.

2.3.1 The movable type and the digital revolutions

The printing press, developed around the middle of the �fteenth century by Johannes Gutenberg
and already widespread by 1500, was a technical innovation that laid out the ground for a
cultural revolution that eventually culminated in the Illuminism [38, p. 4]:

The de�ning moment of the European Renaissance is neither the fall of Con-
stantinople in 1453, nor the discovery of the Americas in 1492. Rather, it was the
`Gutenberg Revolution' of the mid�fteenth century which marked the emergence
of modernity in the Christian west. [38, p. 1]

The aforementioned revolution affected even what we could now call, in retrospect, graphic
design:

[. . . ] the printed page, with its system of sections and subsections, footnotes,

2.3. Visual identity in the digital age 9
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marginal notes and paragraph divisions developed a standardized spatial display:
different typefaces might denote hierarchies of information; graphics and illustra-
tions, sometimes (in the case of medical works) deploying the new device of a
keying mechanism to relate word and image, complemented what was to be found
in the text. [38, p. 7]

The digital technologies have had a similar effect in several areas, and play in our time (that is,
twentieth and twenty-�rst centuries) an equivalent role as the printing press played for the six-
teenth century. According to Sawday et. al. it is likely that “the postmodern era will eventually
be understood as beginning with the development and deployment of computing technology”
[38, p. 1].1

On the other hand, it is also the case that new technologies take time to be absorbed culturally,
and practices from the preceding period may continue to coexist with the new developments
for a long time.

What we encounter, then, in the last years of the twentieth century as much as in
the sixteenth century, are extended periods of overlap between two technologies:
scribal and print in the Renaissance, print and digital resources in our own era. [38,
p. 10]

Brands nowadays are expected to have a presence in an increasingly digital environment.
Neumeier states that there are ten new realities in the world of a brand, one of which is the
fact that “Brands need to�ow through multiple technologies” [27, p. 16] This means that they
are susceptible to (and I argue they should be designed for) motion and interaction. Or, as
Moody puts it: “[m]otion and interaction became part of the palette” [20].

Now we are at a position to de�nekinetic visual identity: that which has motion and/or inter-
action built into its genetic code. By “genetic code” I mean anything that allows stakeholders
to create assets for the brand. This could be, for instance, a brand guide (see, e.g.,Fig. 2.1) or
a desktop application (see, e.g.,Case studies).

2.3.2 Vector graphics

One of the aspects of this digital revolution is the possibility to represent things as mathematical
formulas. This has the advantage of giving the creator (designer or developer) the ability to
manipulate shapes before rendering them on a screen or printing them on paper. In this section
I will explain one of the ways to represent images as mathematical formulas, namely thevector
graphics. This is the way in which the manipulations described in chapterMotley Agency
branding 2020: analysis of the kinetic identityare performed, exactly because of its incredible
power.

Before images can be displayed on a screen they need to be stored in memory in some form.
There are two ways in which computers can represent images in order to store them:raster
(sometimes also calledbitmap) andvectorgraphics. The former divides the image into a grid
of pixels (short forpicture elements) and assigns a color to each of them. This grid is “a
complete description of what is shown on-screen at a given resolution” [36, p. 33]. This is

1 The wordpostmodernis used in the historical sense of “after modernity”, not in the philosophical sense of
Postmodernism.
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essentially a machine language description of what the screen shows to the user in which to
every pixel on the �le corresponds a primary color light element on the screen.

Another way of representing an image on a computer is by means ofvectors, which “store a list
of equations that de�ne the image” [36, p. 35]. Instead of storing every pixel that composes,
say, a line on a screen, the vector �le would store the �rst and the last point and tell the program
to draw a line between them. This method is convenient because it allows us to represent
scalable shapes, i.e. shapes that have the possibility to be scaled without quality loss. Usually
it is not known beforehand at which size a certain typeface or graphic element will be rendered
on the screen. Having them as abstract representations allows us to de�ne the size of the graphic
elements in real time.

As a �nal note, I should recall that ultimately any computer graphics is discrete, because the
computer screen is discrete—i.e., made up of a countable number of light elements (this is what
we mean by the termscreen resolution). This means that even the vector graphics have to be
rasterised (i.e. “the continuous line must be approximated by a �nite set of screen pixels”) in
order to be shown on a screen [13, p. 28].

In the chapterMotley Agency branding 2020: analysis of the kinetic identityI will deal with the
Emblemand theTypographycreated for the project described there. In both cases I have used
the HTML canvaselement to render the graphics. The canvas is “an HTML element which can
be used to draw graphics via scripting (usually JavaScript). This can, for instance, be used to
draw graphs, combine photos, or create simple (and not so simple) animations” [22].

The canvas element cannot be resized without loss of quality, though; it creates a raster image.
But the idea behind the method that I used was to be able to manipulate the vector information
of the emblem or the typefacebeforethey are rendered on the screen. If there is need to update
the size in real time, then it is also easy to re-render the scene, which, in practice, makes it a
scalable image. Nothing would prevent us from using SVG instead of a canvas, except maybe
for performance.

2.3.3 Typography

Typography has a long and established history, with a taxonomy grounded on the print tradition
[2]. But the existence of digital media is relatively new to this �eld and has imposed new
challenges as well as opportunities for further research and development. As Brownie [2, p. x]
put it:

Although there is an established discourse about the �eld of temporal typography
as a whole, and denti�cation of many of the key features of temporal and digital
typographic environments, there is very little existing discussion of the various
behaviors exhibited within some contemporary typographic artifacts.

Kinetic typography per se—that is, the effect of transforming typography over time—does not
depend on digital technologies to exist, nevertheless the capabilities brought to it by the advent
of the software is noteworthy:

[. . . ] the method in which written communication is authored and presented has
never stopped evolving. From cuneiform markings on clay tablets, to pen and
parchment, to the Gutenberg press, to computers and the internet, technology has
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always provided text with new mediums to express itself. The explosion of avail-
able computing power has added a new possibility: kinetic typography – text that
moves or otherwise changes over time. [17]

Central to the motivation that led to the kinetic typography project described in the subsection
Typographyof chapterMotley Agency branding 2020: analysis of the kinetic identityis the fact
that “typography can be visually as well as verbally expressive” [2, p. 3]. When a designer
chooses a bold typeface, as opposed to a light version, she is expressing something, which
can be a statement about the brand (as an obvious but illustrative example: suggesting that the
brand is bold). Therefore, the text written in a certain typeface conveys a message, but also the
carrying typography reinforces or sometimes contradicts that message. It can even convey a
parallel message.

Systematic approaches to kinetic typography have been, so far, generally restricted to the move-
ment of thebody of textor individual letters, at most, e.g. “rapid rhythmic motions, changes of
scale, and rotation”; “slow and decelerating pace, reduction of typeface weight, and a shrink-
ing motion”, “slow-in slow-out movement, squash and stretch, movement in arcs, anticipation,
follow-through and secondary action” [17]. These are time transformations of the elements
outside of the scope of the typeface (except in cases when the typeface is shrunk or bent, but
these create deformities, not variations on the typeface). This has been due to a lack of “rich
history, and accompanying academic study, of either static typography or �lm” [17].

These restrictions made their way into digital technologies (including web and mobile app
development), and, since the object of this thesis is a visual identity conceived for the digital
(as well as for the print) world, let us consider the state of web—taken as a metonym for the
digital realm—typography as of now.

In order to use a speci�c typeface—e.g., on a web site—the developer needs to load one or a set
of font �les (for example viaCSS web fonts) [24]. These font �les are static by nature, which
means, for example, that a letter can be rendered on screen by usingoneglyph fromonefont
�le . “Glyphs comprise all marks in a typeface from letterforms and numerals to punctuation
and symbols” [4, p. 33]. If the developer would like to change the appearance of that letter,
say, by making it bold, she would have to specifyanother font �leand order the browser to
re-render it. With this method, there is no way of transitioning between the two: when the
letter is re-rendered using another font �le it will change into it immediately.

@font - face {
font - family: "myFontLight" ;
src: url( "myFontLight.woff" );
font - weight: light;

}

@font - face {
font - family: "myFontBold" ;
src: url( "myFontBold.woff" );
font - weight: bold;

}

. my- thin - letter {
font - family: "myFont" , "Font Name" , serif;

(continues on next page)
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(continued from previous page)

font - weight: light;
}

. my- bold - letter {
font - family: "myFont" , "Font Name" , serif;
font - weight: bold;

}

A more modern approach is that of theOpenType Font Variations, which “enables many differ-
ent variations of a typeface to be incorporated into a single �le, rather than having a separate
font �le for every width, weight, or style” [23]. The idea is to have a font �le that includes
axes—usuallyweight, width and italic—for continuous variations (see Fig.2.5, 2.6). This
approach allows the developer to transition continually between two states of the typeface.

Figure 2.5: Normalised design space of a 3-axis variable font [11].
[Typeface: Kepler, an Adobe Original designed by Robert Slimbach.]
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It is not clear how this technology will evolve and how—or whether—its use will spread. Hud-
son, for instance, states that “[t]he idea of fonts containing interpolable design space and named
or dynamic instances is not new” and that such approaches “failed to take-off in the 1990s, for
a variety of reasons” [11]. But he goes on to explain why he believes the OpenType Font
Variations will have a brighter fate.

However this technology turns out, and despite giving the website designers a lot more freedom
to design expressiveness, it still does not give full control of the vector data of a glyph. My
hypothesis is that this is most likely because the visual expressiveness—as opposed to verbal
expressiveness, see again Brownie [2]—of the text has not been the focus of attention of the
technology. Since this hypothesis is outside of the scope of this thesis, I will not attempt to
prove it.

Another direction in digital—more speci�cally web—typography development provides us
with a deeper access into the anatomy of a font face. Tools like Typr.js [34] and OpenType.js
[29] expose thevector information of each glyphin a font �le. The vector information (that is,
the cartesian coordinatesx andy for each point required to draw a glyph) can then be manipu-
lated by computational processes which would otherwise be unavailable to the developer, such
as interpolating the points from one font �le to another one, effectively turning a regular set of
fonts into a variable font. This, as it turns out, is the object of the subsectionTypography.

2.3.4 Graphical elements

Another cornerstone of the visual identity of a brand is the set of graphical elements. Broadly
speaking, creating graphic elements for a visual identity boils down to arranging visual ele-
ments on a two-dimensional—and sometimes three-dimensional—space, of which there is a
long tradition of theory and practice. Puhalla [35, p. 7] claims that “[t]he elements of spatial
organisation are central to visual interpretation and perception. These elements form a visual
language.”

Russian painter Wassily Kandinsky was a notorious advocate for the development of a robust
theory of the visual language. Barasch [1, p. 358], referencing Kandinsky, says that “[. . . ]
in paintings of all times we �nd some kind of `system of composition'. In abstract painting,
however, the `inner necessity' according to which composition is patterned is revealed.” This
“inner necessity” comes from the rules of visual perception and the relationship between visual
elements on a plane.

Puhalla [35, p. 8] explains that:

The inherent ingredients of the mass space elements—point, line, plane, and vol-
ume—generate thesyntaxof avisual language system. Along with the attributes
of shape, size, color, and texture, they formulate the visual language structure
within the boundaries of the image area.

Similarly to what was shown for the history ofTypography, the development of brand visual
elements also inherits an historical background that often neglects the state of current develop-
ments in technology. This can be illustrated by how traditional brand guides prescribe or even
prede�ne visual elements and how they should be used (see for exampleFig. 2.7).

Again, I am not claiming that every graphic element in a visual identity should be created by
computers, but Iamarguing that the space of possibilities for their creation has been expanded
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Figure 2.7: Fisher Price graphical elements
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by the development of digital technologies. When creating those elements nowadays we need
to take into account—and somehow visually express—the dynamic environment in which the
brands live and relate to their customers [27]. This expansion of the space of possibilities
brought about by digital technologies (software, more speci�cally) is eloquently described by
Fry and Reas:

History shows that technologies such as oil paint, cameras, and �lm have changed
artistic practice and discourse, and while we do not claim that new technologies
improve art, we do feel they enable different forms of communication and expres-
sion. Software holds a unique position among artistic media because of its ability
to producedynamic forms, process gestures, de�ne behavior, simulate natural sys-
tems, and integrate other media, including sound, image, and text. [10, p. 99]
(emphasis added)

By that token, and parallel to what has been said above aboutTypography, we can also argue
that graphical elements in a brand identity may—or sometimesshould—be conceptualised with
motion built-in. This, of course, does not mean that the motion needs to be real; it can be
suggested even by an image printed on paper (Fig. 2.8).

Figure 2.8: Genesis Beijing application of graphical elements [28]
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CHAPTER

THREE

CASE STUDIES

Before venturing into the project described inMotley Agency branding 2020: analysis of the
kinetic identity, I will quickly analyse two cases which help to put a context to it. I will show
how some of these cases in�uenced it, but also how the project departured from them.

The cases were selected out of a myriad for two reasons: the �rst and most important was to
show the two cases that planted the seed for the aforementioned project.Graphcore: generative
graphical elementswas the �rst project of this kind that I had ever encountered and which
most consequentially triggered my interest for the �eld of algorithmic visual identities.Leon
Sans: an algorithmic typefacewas the project which suggested to me the idea of continuously
transforming a typeface via custom code in real time.

The second reason was to showcase the use of variable typography and kinetic graphic elements
in visual identities.Genesis Beijing: generative logo and identitywas selected mainly because
the logo itself is kinetic and can take an arbitrary amount of forms. Its overall quality is also so
impressive that it alone would legitimise the analysis. Finally,Barcelona Design Week 2019:
variable typographyis one of the few high quality projects that I found which makes such a
conspicuous use of a variable typeface in the core of its visual identity.

3.1 Leon Sans: an algorithmic typeface

The algorithm and implementation of the Leon Sans typeface is, of course, much more elabo-
rate and sophisticated than this quick overview can—or should—convey. A full explanation is
beyond the scope of this thesis: here I am only interested in showing how this example inspired
the work described in chapterMotley Agency branding 2020: analysis of the kinetic identity,
subsectionTypography. There we have used Leon Sans as an inspiration, rather than a source
of detailed implementation.

Leon Sans [14] is unlike any of the typographic references shown thus far, in that there is
no font �le in the traditional sense (e.g.font-�le.woff or font-�le.otf ). To be sure, there is a
�le—or, rather, a set of �les—that de�ne the vector information of the font face. But these �les
contain, instead, Javascript objects. These objects are used to draw the characters on an HTML
canvas.

The way the characters are drawn is similar to how a commercial vector software such as Adobe
Illustrator or Sketch draws lines: the vector information of the font tells the rendering engine
where the vertices are (x andy) and what to draw between them (a straight line or a curve). User
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irregular. Nevertheless it was an important point of departure and inspiration for the expressive
use of typography.

3.2 Barcelona Design Week 2019: variable typography

For the 2019 edition of the Barcelona Design Week, the local �rm ESIETE worked with Ar-
gentine type designer Eduardo Manso to create a custom variable typeface (Fig. 3.3), based on
the Steradian typeface family.

Figure 3.3: Variable typeface for the Barcelona Design Week 2019 visual identity [43]

The theme of this edition,transitions, represented in “the identity and the animations go beyond
the basics by modulating the transitions from lightest to boldest not just left to right or top to
bottom but diagonally and in chevrons” (Fig.3.4and3.5) [43].

Although this use of typography is not in and of itself groundbreaking, it is worth highlighting
because of its use of new developments in type technology, namely font variations (see again
Typographyin chapterWhy a kinetic visual identity). Creating animations or even the static
versions of the images in the examples above without resorting to it would render the task
incredibly tedious, perhaps prohibitively expensive in this case, as every point of every glyph
would have to be edited individually.

With a variable font it becomes easy to determine a transient thickness for individual glyphs at
individual moments. The following code does not derive from the identity itself, but is a likely
implementation of it. It translates into image (�g 3.6, �rst line) in the following way: each
letter has its weight relative to its neighbour offset by80, which is the number that divides the
scale 100–900 equally. The �rst letter,T, has a weight of100, the thinnest; the next one,R,
180; and so on until the last letter,S, has the weight of900, that is, the thickest of them.

<div >
<span style ="font-variation-settings: �wght� 100" >T</ span >
<span style ="font-variation-settings: �wght� 180" >R</ span >
<span style ="font-variation-settings: �wght� 260" >A</ span >

(continues on next page)
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Figure 3.4: Barcelona Design Week 2019 program [43]

Figure 3.5: Barcelona Design Week 2019 program [43]
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The method described above is the simplest for creating such a transition: a linear interpolation
between the �rst and the last weight, i.e. each step is equal to every other step. But using curves
makes the result more visually appealing. One possible way to do it with the example above is
by using a cosine wave to transition between the values. The following simpli�ed code shows
an example of how this could be done:

const output = Array .from( �TRANSITIONS� ).map( (letter, i) => {
const angle = i * (( Math .PI) / 10) - Math .PI;
const cos = Math .cos(angle);
const mappedAngle = Math .cos(angle) * 0.5 + 0.5 ;
const values = Math .round((mappedAngle * 800 + 100) * 1000 ) / 1000 ;
return �<span style="font-variation-settings:

\�wght\� � +values +�">� +letter +�</span>� ;
})

This would give us the following:

<div >
<span style ="font-variation-settings: �wght� 100.000" >T</ span >
<span style ="font-variation-settings: �wght� 119.577" >R</ span >
<span style ="font-variation-settings: �wght� 176.393" >A</ span >
<span style ="font-variation-settings: �wght� 264.886" >N</ span >
<span style ="font-variation-settings: �wght� 376.393" >S</ span >
<span style ="font-variation-settings: �wght� 500.000" >I</ span >
<span style ="font-variation-settings: �wght� 623.607" >T</ span >
<span style ="font-variation-settings: �wght� 735.114" >I</ span >
<span style ="font-variation-settings: �wght� 823.607" >O</ span >
<span style ="font-variation-settings: �wght� 880.423" >N</ span >
<span style ="font-variation-settings: �wght� 900.000" >S</ span >

</ div >

Notice how thewghtparameter changes as a function of a sine wave, as opposed to �xed-size
steps.Fig. 3.7shows a comparison between the �rst method (upper line) and the second (lower
line).

This smoothing technique was also used in the subsectionTypography, where I have used a
cosine wave to modulate the font weights and avoid the dull, linear transition. Although, for
reasons that will become clear, there I was not able to use a variable font and another approach
to transitions had to be taken.

3.3 Graphcore: generative graphical elements

The Graphcore visual identity, created by Pentagram [31], uses a grid system (Fig.3.8) as the
basis of the algorithm to generate graphical elements. In principle, this algorithm could be
followed by a human agent to create those elements in a manual process. Such process, as it
can be deduced from public data about this case, is the following:

1. create a grid (which is always similar, but never the same, see3.8):

a. split the canvas into four columns and four rows (Fig. 3.9 a);
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Figure 3.10: Graphcore desktop application for generating graphical elements. Image from
Pentagram [31].
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Figure 3.11: A business card with generated graphical elements. Image from BrandNew [42]

Figure 3.12: A wide variety of graphical elements can be generated by the application. Consis-
tency and adherence to the brand guidelines is guaranteed. Image from BrandNew [42]
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for the project inChapter 4, but not (or at least not yet) implemented. But more important
than the desktop applications are the possibilities opened up by them, which are essentially
those brought about by the advent of software (see again, e.g.,The movable type and the digital
revolutions).

The use of a desktop application potentialises the future creation of visual assets (as opposed
to their being prede�ned in the brand guide). But this is not the only way of creating open or
�exible visual assets. A desktop application gives users the ability to interfere in the creation
of the assets by means of changing its preprogrammed parameters.

On the other hand there is no reason why the parameters could not be changed in real time not
by employees of the company or their creative partners, but by the end users themselves. In that
case they could create and modify visual assets as they interact with some of the touch-points
a brand has with them. This is at the core of the idea of the kinetic—and, more speci�cally,
interactive—visual identity (ref. toVisual identity in the digital age).

I have kept the attention of these cases on two main components of visual identities: typography
and graphical elements, since this is the focus of the project described in the chapterMotley
Agency branding 2020: analysis of the kinetic identity. These elements are, in that chapter,
highlighted for their kinetic and interactive features.
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CHAPTER

FOUR

MOTLEY AGENCY BRANDING 2020: ANALYSIS OF
THE KINETIC IDENTITY

The �rst task of this thesis was to present the expanded palette of visual design brought about
by digital technologies,softwarein particular, mainly where it touches motion and interaction.
This has been done in the chapterWhy a kinetic visual identity, and particularly in the section
Visual identity in the digital age.

The second task and actual goal of this thesis is to show some ways how this expanded palette
can contribute to create dynamic visual identities, such as has been explained in the section
Visual identity. This has been done in part in the chapterCase studies. But in the forthcoming
section (Kinetic and interactive brand assets) I will further explore this avenue by describing
a case in which I worked, focusing on the technical aspects of it to address the issues raised in
the sectionVisual identity in the digital age.

The case was done for the company where I work and was achieved after an initial phase
of open-ended exploration of the technical and aesthetic possibilities. This phase included a
hack-day at the company, in which I helped to facilitate a typography workshop, where both
designers and developers participated.

I will present here only the parts of the �nal project that are relevant to this thesis, and in which I
had an active role. Motley agency—the company where I have been working since September
2018—started to roll off a new brand for itself in the end of 2019. I joined this effort as a
developer, and my role was to support the creation of technical capabilities for a kinetic and/or
interactive brand identity.

4.1 The company

Motley is a ten year-old “change agency” based in Helsinki that uses visual, service and content
design, strategy, and technology towards “[. . . ] improving people's lives and transforming the
fate of our environment” [21]. Motley offers a range of services in digital transformation and
strategy; user insights and service design; brand and storytelling; and digital products and
services.

Among its clients are major Finnish brands, such as the department store Stockmann, Posti (the
Finnish postal service company), Helen (a Helsinki-based energy company), Moomin Charac-
ters, etc.
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The team is made up of “strategists, designers, content professionals and developers” [21]. The
company prouds itself of applying a transdisciplinary approach to address its clients briefs.
In that spirit I have, despite having been hired as a developer, participated in as much of the
design process in the projects as was possible. My goal was, �rst, to make sure I understand the
projects well enough and assess the technical needs early on; but, secondly, to try to participate
in—and hopefully in�uence—the creative process and �nal designs from a technical vantage
point.

The purpose of the company is to createpositive changefor the clients and—through them—for
the society at large. Change is at the core of everything that Motley does and a new brand
should re�ect this spirit somehow. This is one of the reasons we decided to implement a visual
identity that was bothdynamic(as de�ned inStatic and dynamic visual identities) andkinetic
(as de�ned inThe movable type and the digital revolutions).

4.2 The project

The solution presented in the following sections does not aim to address all of the concerns of
the visual identity of a brand, as explained in the sectionWhat is a brand?The scope of this
thesis is limited totwo kinetic brand visual elements, which, in aggregate with other actions
(themselves outside of the scope of this thesis), aim to create a comprehensive brand strategy.

But these visual elements contribute to the overall brand identity in an important way: they are,
borrowing Murdock's words, “open and �exible” by design [25], (p. 53). They only come into
existence in their interaction with the users (at least in the case of the company website, where
I employed the techniques described in later sections). The goal of keeping the elements open
is to allow the visual identity to bedynamic, as described in the sectionVisual identity. That is,
as opposed to a static approach, the identity is never �nished.

On the other hand, we wanted to create an identity that was connected to its audience in a
fashion similar to what Moody proposes [20], and as was described in the sectionVisual identity
in the digital age. The interaction itself is not groundbreaking, but the main goal was to build
motion right into the core of the visual identity (see againGenesis Beijing: generative logo and
identity).

The two elements described in the sectionKinetic and interactive brand assetsare: amorphing
octahedron(Emblem) and acontinuous-weight, interactive font face(Typography). The overall
consistency of the identity—which is also required in a dynamic approach [25]—is guaranteed
by two factors: in the case of the typographic element, by the design of the typeface, whose
de�ning features are kept intact by the technique; and in the case of the emblem, by the un-
derlying logic of the algorithm (explained in more detail in the sectionKinetic and interactive
brand assets).

Other brand elements were created by the designer in charge of the project, József G. Kiss,
and are part of the overall brand strategy, but are outside of the scope of this thesis. I will not
attempt to elaborate further how my current scope relates to the brand strategy as a whole. The
present goal is solely to show technical possibilities for creatingkineticgraphic elements with
modern technologies. These possibilities are meant to illustrate the expansion of the visual
identity space, whose case was explained in the sectionVisual identity in the digital ageand, at
the same time, show one way of using these technologies to create a dynamic visual identity.

4.2. The project 33



Motley 2020: a kinetic visual identity

4.3 The process

We used the company's own methodology, summarised by the triad build–measure–learn.Build
a prototype that contains the features of the desired output that we want to assess;measurethe
behaviour of the features in conditions as similar as possible to that of the desired output;learn
what worked and what did not work. Then repeat the process until a so-calledminimum viable
product, or MVP, is achieved. The MVP is, of course, not the end of the process; since in
the company we are mostly dealing with digital products, we will continue learning about the
performance of the products in real-life situations, with real customers and more abundant and
relevant data.

For the project described in this thesis, this methodology meant creating small experiments to
learn about the technological and aesthetic capabilities and behaviour of kinetic elements. In
the case of what later became the emblem animation, the designer in charge, József G. Kiss,
created graphic elements (some static and also some animated) to kickstart the process. We
created several variations of those initial elements in an iterative way. I experimented with
bidimensional as well as three-dimensional shapes.

The �rst drafts were made with Processing [9] with Java mode, since this is the quickest way
to get something working and I did not know at that point where (and even whether) the ex-
periments would be used. I knew that the code, whenever ready would have to be ported to
whatever language or platform would suit best the �nal delivery medium.

One of the versions was a simple program based on two subdivided circles (Fig. 4.1). This
created two polygons of varying number of sides. All of the vertices of one of the shapes were
connected to the closest equivalent vertices of the other shape. This was my �rst interpretation
of the designer's idea of lines.

In the meantime, József decided to explore three-dimensional shapes and suggested the octa-
hedron (seeEmblem). We explored the idea of exploding this three-dimensional shape into
alternative ones, with random vertices (Fig. 4.2). This informed us that the vertices should not
be completely random, otherwise they might, for instance, all end up in one side of the shape,
effectively turning it into two dimensions.

Furthermore, exploding the shape in this way, just into random vertices with the same distance
to the axis, did not give enough contrast between the two shapes. This led to the approach
described in the subsectionEmblem. There the basic idea is still the same: start with an octahe-
dron and explode it to random vertices, but we also built constraints to the randomness: make
sure the vertices expand roughly to the same direction as where they currently are; keep the
expansion within a virtual box so that the vertices are always visible on screen.

I decided early on that whatever we did it had to be possible with web technologies so that
we could also use the results in online applications. The easiest prototyping tool for web
technologies is, in my opinion, p5.js [30]. I created a simpli�ed version of the same idea using
p5.js and was satis�ed with the direction. This gave me the con�dence that it could also work
on the web.

I had assumed that the most performing way of creating these shapes would be the SVG ele-
ment, because, whatever the scale, the computation is always the same. But it turned out that
this version was computationally expensive and I had to re-write it with HTML canvas. This
fact was a surprise to me.
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The other component of the visual identity was inspired byLeon Sans: an algorithmic typeface.
Motley organised hack-day in October 2019 and encouraged employees to submit proposals for
themes. I proposed a workshop in which both designers and developers would work together
to experiment with kinetic or interactive typography.

I suggested we do something related to the new visual identity of the company, which was
at that point being developed. József, who was responsible for the identity, proposed we ex-
periment with the brand typography (Fig. 4.12). This was a turning point for the project and
my own further personal development. Until then the idea had been vaguely de�ned in my
mind as a typeface following the same logic asLeon Sans: an algorithmic typeface, which was
completely generated with code.

But in order to meaningfully manipulate agiventypeface I would need access to its vector data.
In preparation for the workshop I searched for methods of accessing the vector data of a font
�le. This is how I found OpenType.js [29], which opened up for me a new way of looking
at a font �le. It is equivalent to writing a text on Illustrator or similar application and then
creating curves (or outlines) from it. One gains the ability to manipulate any point in the glyph
however one wants. This was the breakthrough that opened the doors to real-time, interactive
text transformations of font �les.

We started the hack-day with the ability to load and parse vector data from a font �le and a
vague idea of morphing one font weight into the other. By the end of the day we had a proof
of concept of what later became the component described inTypography. This initial version
was very rough, but it showed us that we could interpolate two font weights in real time and
possibly with user input.

This version also showed another area for further investigation: text layout. The hack-day
experiments only used one or a few words as a basis for the transformations. But the website
design—and any possibly meaningful uses of this idea—would require the text to be laid out
over more than one line. That is, it needed to �t in a text box (seeTypography).

OpenType.js does not offer a solution for this out of the box, so I tried an external library
[12]. This library had not been maintained for four years and was still marked as experimental.
It seemed to me that this path would bring problems down the line. Therefore I continued
exploring alternatives for loading and parsing font �les with Javascript.

The answer I found was Typr.js (Fig. 4.3) [34]. It was solid enough to run the typography
engine of an online equivalent of Photoshop [32]. I discovered that it was also easier to use and
adapt because it gave more control over the font data.

The experimental phase gave me the con�dence that this kind of approach could be used in
developing kinetic and interactive elements for the visual identity we were working on. The
back-and-forth between visual ideas and software development, already timidly explored in
some previous client works, also proved fruitful the more we worked together and matured our
ideas and approaches.
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vertices and a set of edges (connecting lines), as shown onFig. 4.9.

Figure 4.8: The octahedron version of the emblem.

const EMBLEM= [
[ 0, 0, - 1], // index 0
[ 1, 0, 0], // index 1
[ 0, 1, 0], // index 2
[ - 1, 0, 0], // index 3
[ 0, - 1, 0], // index 4
[ 0, 0, 1] // index 5

];

In the code above, each set of three-dimensional coordinates (separate lines) is a vertex of the
octahedron. To each set corresponds an implicit index (0 for the �rst, 1 for the second, etc.),
which can be used as a reference to connect this point to others as described byFig. 4.9:

const EDGES= [
[ 0, 1], // connect vertex with index 0 to the vertex with index

,! 1
[ 0, 2], // etc.
[ 0, 3],
[ 0, 4],
[ 1, 2],
[ 1, 4],
[ 1, 5],
[ 2, 3],
[ 2, 5],
[ 3, 4],
[ 3, 5],

(continues on next page)

4.4. Kinetic and interactive brand assets 41





Motley 2020: a kinetic visual identity

(continued from previous page)

const z = node[ 2];
const newX = x * cosTheta - z * sinTheta;
const newY = y;
const newZ = z * cosTheta + x * sinTheta;
const rotatedPoint = [newX, newY, newZ];

}

return newNodes;
};

x0 = x� cos(� ) � y� sin(� ) (4.1)

z0 = z� cos(� ) + x� sin(� ) (4.2)

Finally, to obtain the image from(Fig. 4.8), we need to actually draw the lines to an HTML
element (canvas or SVG). The simplest way to do that is to loop through the newly created set
of points (that is, rotated points) which was returned from the functionrotateYand draw the
lines according to the constantEDGES.

The simplest way to represent this three-dimensional shape on a two-dimensional surface (the
screen) is by means of orthographic projection, “where the drawing plane is parallel to the main
plane being depicted and the projection lines are perpendicular to it” [5]. To implement this
projection in our context we simply ignore thez axis [3].

One of the goals with the visual elements of the brand was to represent “agility and constant
transformation as key values of the motley brand” [15]. For that reason, and to add more
variation to the otherwise elementary animation we added a distortion to the octahedron, which
de�nes new arbitrary shapes (for instance, on user click). The shapes fromFig. 4.10andFig.
4.11were obtained by assigning random positions to the original octahedron vertices, while,
at the same time, making sure that they all fall outside of the radius of the original shape and
inside of the limits of the screen. In other words, when the user clicks on the screen, the
octahedron explodes to the limits of the drawing area and continues rotating as if it was stuck
to an imaginary box around it.

4.4.2 Typography

Although a similar result as that obtained with the techniques described in this subsection
could be achieved with OpenType Font Variations (for exampleBarcelona Design Week 2019:
variable typography), my initial goal with the project (and this thesis) was to open up the space
for investigation on the expressive possibilities of digital typography (ref. toVisual identity in
the digital age).

Another reason for the approach was the corporate typeface used for the company brand iden-
tity: Roquefort (Fig. 4.12), from Polytype has �ve weight variants, but is not available as a
variable typeface [6].

The end result of the kinetic typeface is based on the following, fairly simple algorithm:

• 1. Load and parse the fonts
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When you have some text, split it into words (“Hello world, what is your
name?”).split(” “)

Then measure each word by measuring the distance betwee [SIC] pairs of charac-
ters - Typr.U.getPairAdjustment(. . . ), the sum will be the width of the word. Once
you have widths of words, e.g. [130, 50, 67, 82, 114, 38], you can split them into
groups (lines), such that the sum of widths in each line is not bigger than your limit,
e.g. [[130, 50], [67, 82, 114], [38]]. Then you can render them (two words on the
�rst line, three words on the second, the last world on the third line). [33]

I use the bold �le to lay out the text within the boundaries given by the HTML element (as
explained in2. De�ne size and a box for the text). Using the bold version makes sure that the
thin version will surely �t in the same area, but the other way around is not guaranteed to work.

After implemented in code I end up with an array of strings, each line of text �lling one slot in
the array, like so:

laidoutText = [
�This is the first line� ,
�and this is the second line� ,
�this text has three lines.�

] // this is the output of the function

4. Go through each point of each glyph of each line

Now that I have the separate lines of text I need to go through them, and in each one go through
each glyph (that is, afor loop nested inside anotherfor loop). At each glyph I get the vector
data (vertices,Fig. 4.14) for the thin and for the bold font. I then map each point in the thin
font with its equivalent in the bold font. Next I calculate the distance between these points.

In this picture you see two equivalent points on a glyph. The boldness of our type face will
be a matter of how much the end result will be closer to the point on the red letter or on the
black one. If the point coincides with the one on the red letter then you get the thin font exactly.
Conversely, when the point coincides with the one on the black letter you get the bold font. If
the point falls between these two you get a regular font and so on.

But in this case the amount of boldness is calculated at each point, based on the distance this
point has to the mouse horizontal position. So I have to loop through each coordinate of each
glyph to get each glyph's path (using the methodTypr.U.glyphToPath()). And for each coordi-
nate I calculate the difference betweenx andy for each corresponding point of each font weight
(Fig. 4.15). Then for each coordinate multiply the amount of thickness and the diff between
each font weight.

Having each point and the distance between them we can move the transformed typeface (that
is, the end result) along that line, effectively transforming the thin weight into the bold one, by
simply interpolating between them. Say, at 0% the type is completely thin (the redA in Fig.
4.14), at 100% it is completely bold (the blackA). At 50% it will land somewhere in the middle
(for example the third line inFig. 4.12)

Following is a summarised version of the function:
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// loop through each line of laid out text
laidoutText.map( (textString, lineNumber ) => {

// first get the glyph IDs
const gls = Typr.U.stringToGlyphs(fontStrong, textString);

// then loop through each glyph
for ( let i = 0; i < gls.length; i ++) {

// now get vector data from the thin font
const path = Typr.U.glyphToPath(fontMild, glyphId);
// and for the bold font
const pathStrong = Typr.U.glyphToPath(fontStrong, glyphId);

// then get the difference between each
// vertex from the two font weights
const diffs = pathDiffs(path, pathStrong);
// this function maps the two weights
// and calculates the differences

// then here we need to loop through each vertex of each glyph
for ( var j =0; j <path.crds.length; j +=2) {

const pointX = path.crds[j] + x;
const pointXDiff = diffs.crds[j];
const pointY = path.crds[j +1];
const pointYDiff = diffs.crds[j +1];
const bolden = distanceToPoint(pointX * scale, mouseX, cnvX,

,! cnv.width + cnvX);
// and multiply the position by the
// transformation amount (0% to 100%) for x:
const coordX = pointX + (pointXDiff * bolden);
// and for y:
const coordY = pointY + (pointYDiff * bolden) - (lineNumber *

,! fontStrong.head.unitsPerEm);

const transformedVertex = [coordX, coordY]; // this is what
,! we are looking for

}
}

}

The restriction in this method is that, each point in one font weight must correspond with one
point on the other font weight, lest the mapping be off and the rendered letter broken.
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4.5 Discussion

The main motivation for the work described above was the questionhow has the modern com-
puter, in the guise of software, caused changes in the practice of visual identity?As said earlier,
this question arised partly by the observation of cases such as those presented inChapter 3.

But even before getting in contact with these cases I had already been meditating on a broader
research question, which could be formulated like so:how has the modern computer, in the
guise of software, caused changes in the practice of visual creation?This has motivated most
of the work I do on my free time and, to the extend that is possible, on my work time as well.

But after the discovery of kinetic visual identities, and having a natural inclination towards
reverse engineering, I started to make experiments of my own around this topic, even before
joining Motley. But at Motley, I was fortunate enough to have an audience of designers and a
leadership who gave me the trust, space and support to continue my explorations in a broader
context.

My experiments went from a lonely endeavour to a continuous and iterative team work, where I
had the chance to learn more about the practice of visual identity. The company methodology as
well as the fertile environment I found there allowed me to go on the open-ended explorations
that culminated on the work described.

The digital revolution discussed inSection 2.3is implied in the research question by the word
software. But the second component in the question is thevisual identity, explained inSection
2.2. There I have exposed two paradigms of visual identity: static and dynamic.

The visual identity presented in this chapter is meant to be dynamic. Its components are only
a part of a larger visual identity complex, but every aspect of them which was described here
aims to contribute to thebalance between �exibility and consistencyof the identity.

The brand typeface, Roquefort, is used throughout the identity and plays an important role
in keeping the consistency. The �exibility in this case comes from the manufactured variable
typeface. This is a means to give designers a continuous spectrum of font weight, but in adi-
tion—and at least in the case of the website—the typeface presents itself open to its users, who
actualise it by interacting with it in real time.

The same can be said of the company emblem, which is not shown on the website in a recognis-
able form until the user clicks on the page, at which moment the seemingly random assortment
of lines becomes an octahedron. This visual element, when in the form of random lines, is,
exactly by virtue of its randomness, so �exible that it is impossible to predict which shape it
will acquire next. But this does not harm the consistency of the identity, since the randomness
is capped by an algorithm1 carefully devised to constrain its behaviour.

The visual identity I just described is being launched as I write this thesis. It is, thus, impossible
to predict in which direction it will evolve. Hopefully we have laid solid foundations for the
work that comes next, when the identity will be facing the challenges of the real world.

1 Incidentally, this algorithm was created mostly by the designer of the project, József G. Kiss, although he
expressed it in words, instead of computer code. This fact alone is, in my opinion, a major achievement of the
iterative process and testi�es the power of a truly transdisciplinary team.
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CONCLUSION

As explained in theIntroduction, I set out to discoverhow the modern computer, in the guise
of software, has caused changes in the practice of visual identity. The answer, at least in part,
came to me in the form of what I have been callingkinetic visual identities. Custom software
is in a unique position to take advantage of interaction and motion. My argument has been that
a visual identity built, at least partially, with code can leverage the power of software.

The project used as a basis for this thesis (Motley Agency branding 2020: analysis of the kinetic
identity) started, from my perspective, as a hack-day experimentation with possibilities in web
typography. Those experiments evolved, got more elaborate, and eventually became part of
the visual identity of the company I work for. Having participated in the design process as a
developer gave me a unique insight into the process and a noteworthy personal growth.

Being involved in the design process early on enabled me to quickly prototype ideas—coming
from the designers or even from myself—in ways that the current commercial desktop appli-
cations, such as the Adobe package, Sketch, etc., cannot. These applications are created as
general purpose tools, and, as such, can not anticipate use-cases of speci�c projects.

Computer languages, on the other hand, are made to be powerful—they are the ones allowing
the commercial applications to exist in the �rst place. The use of software as a design tool
expands the space for visual creation [10] and can be used to achieve results that are dif�cult
or impossible to achieve without them.

One such result is what I have been calling dynamic visual identities, which are, by design,
incomplete and �exible. This is not to say that this kind of identity could not be done without
software. In fact, it has been argued that they even precede the existence of the static identities
[25]. But it is just an acknowledgement that software can play an important part in this area.

5.1 Future directions

The kinetic visual assets described inSection 4.4have been employed throughout the visual
identity rollout, but currently there is no easy way for arbitrary employees to generate visual
assets based on their needs, which range from client proposals and presentations to signage
and advertising material. We plan to develop a desktop or web application to enable Motley
employees to create such assets with their own input and within their context.

Personally I intend to get more involved in design projects, always participating as a developer.
My goals are: to provide the designers with technical possibilities relevant to each project early
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on; to create prototypes that are dif�cult or even impossible to achieve with commercial desktop
applications.
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