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Standardization of Imprint Information in Poster Design

Afis Tasariminda Kiinye Bilgilerinin Standardizasyonu

Zafer Lehimler®

Abstract: Except where commercial considerations preclude it, posters may include credit information set in small
type. These textual elements identify both the work and its designer and thus carry communicative value within the
framework of visual authorship. In some posters, however, insufficient or ambiguous credit information obscures the
circumstances and purpose of production, particularly when it does not correspond clearly with the composition's other
verbal and visual elements. This study examines the standardization of such credit information, here conceptualized as
the poster imprint. Using document analysis and quantitative and qualitative content analysis, the study examined 2119
posters published on the websites of 15 graphic designers. Of these, 1113 contained no imprint information, whereas
1006 included at least one imprint element. The designer's name was the most frequent element (n = 1004), followed by
additional information (n = 487), year of design (n = 232), country (n = 205), poster title (n = 7) and poster dimensions
(n=1). The findings indicate that imprint typography should prioritize legibility and that the imprint should be treated
as an integral design component. A standardized imprint may include the designer's full name, the month and year of
design, the poster title and dimensions, country information, and relevant supplementary information. Without a
consistent approach, essential information concerning the work's purpose, authorship, copyright, and technical
specifications may be omitted or presented inconsistently, increasing the likelihood of misinterpretation.
Typographic standardization can therefore strengthen the integrity and professional authority of the poster and
support its accurate transmission within visual culture and to future generations.
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Oz: Ticari kosullarin engel olusturmadigi durumlarda afislerde kiiciik puntolarla diizenlenmis kiinye bilgilerine yer
verilebilir. Bu metinsel unsurlar hem eseri hem de tasarimcisini tanimlar ve bu nedenle gorsel yazarlik ¢ergevesinde
iletisimsel deger tasir. Bununla birlikte baz1 afislerde yetersiz ya da belirsiz kiinye bilgileri, 6zellikle kompozisyondaki
diger s6zel ve gorsel unsurlarla agik bir iligki kurmadiginda, tiretim kosullarini ve amacini belirsizlestirebilir. Bu ¢alisma,
burada afis kiinyesi olarak kavramsallastirilan s6z konusu bilgilerin standardizasyonunu incelemektedir. Dokiiman
analizi ile nicel ve nitel igerik analizi yontemleri kullanilarak 15 grafik tasarimcinin internet sitelerinde yayimlanan 2119
afis degerlendirilmistir. Afiglerin 1113%iinde kiinye bilgisi bulunmazken 1006’sinda en az bir kiinye unsuru yer
almaktadir. En sik kullanilan unsur tasarimcinin adi (n = 1004) olmus; bunu ek bilgi (n = 487), tasarim yili (n = 232),
iilke bilgisi (n = 205), afis baslig1 (n = 7) ve afis dl¢iileri (n = 1) izlemistir. Bulgular, kiinye tipografisinde okunabilirligin
onceliklendirilmesi ve kiinyenin tasarimin biitiinlesik bir bileseni olarak ele alinmasi gerektigini gostermektedir.
Standartlastirilmis bir kiinye; tasarimeinin tam adini, tasarim ayni ve yilini, afis bashigmi ve dlgiilerini, iilke bilgisini ve
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ilgili tamamlayici bilgileri igerebilir. Tutarli bir yaklasim bulunmadiginda eserin amaci, yazarligi, telif hakkiyla
iligkili bilgiler ve teknik o6zellikler eksik birakilabilir ya da tutarsiz bigimde sunulabilir; bu durum yanlis
yorumlama olasiliginmi artirir.  Tipografik standardizasyon, afisin biitlinliigiinii ve mesleki giivenilirligini
giiclendirebilir; eserin gorsel kiiltiir igerisinde ve gelecek kusaklara dogru bigimde aktarilmasini destekleyebilir.

Anahtar Kelimeler: Grafik Tasarim, Gorsel iletisim, Afis Tasarimi, igerik Analizi, Kiinye, Standardizasyon.
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Structured Abstract:

The primary aim of this study is to examine the presence and content of imprint information in poster
design, assess the typographic choices used in its presentation, and determine the extent to which designers include
such information in their work. The study addresses two research questions: (1) To what extent is imprint
information included in poster design? and (2) What problems arise in the relationship between poster design and
imprint information, particularly with respect to meaning and message transmission?

The findings reveal substantial quantitative and qualitative deficiencies in the imprint information
presented on posters, underscoring the need for standardization. In many of the posters examined, information
essential to the poster's identity was absent from the poster itself and available only on the designer's website. This
separation weakens the imprint's function as an information carrier and increases the risk that the poster will be
represented inaccurately or incompletely across different media.

Imprint presence and content were coded using predefined categories and analyzed through frequency
and percentage distributions, representing the quantitative component of the study. Posters identified as
problematic in terms of the relationship among content, meaning, message, and imprint information were then
examined through interpretive qualitative content analysis. The study therefore adopted a mixed-methods content-
analysis design.

The sample comprised 2119 posters produced across different periods and thematic contexts. The posters
were retrieved from the websites of 15 graphic designers based in different regions of the world and examined
through systematic document screening.

Imprint information was coded according to six criteria: designer's name, year of design, poster title,
poster dimensions, country, and additional information. A poster was coded as having an imprint when at least one
of these elements appeared on the poster itself.

The data were analyzed using both quantitative and qualitative content analysis. In the qualitative phase,
posters identified as problematic in terms of the imprint-content-message relationship were evaluated through
interpretive content analysis. The evaluation considered the poster's production rationale, the clarity of its message,
the adequacy of its imprint information, and possible ambiguities of meaning. The analysis assessed whether the
imprint contributed communicative value and aligned with the intended message. It also identified problems
concerning the rationale for production and informed the development of criteria for standardizing poster-imprint
information.

The absence of imprint information from 52.5% of the 2119 posters is a significant finding with
implications for identity, copyright attribution, professional ethics, archiving, and documentation. In addition,
99.7% of the posters did not include a title. Without title information in the imprint, a poster may be difficult to
identify, archive, and document accurately.

Among the posters examined, the designer's name was present in 47.4%, the year of design in 10.9%, and
poster dimensions in only 0.04%. The limited inclusion of dates and dimensions restricts the visibility of the
poster's historical and physical context and may create difficulties in documentation, reproduction, and scaling.

Comparisons among designers show that imprint use varies considerably according to individual practice.
This variation indicates a lack of professional consensus and further supports the need for standardized imprint
guidelines.

The communication problems identified in 24 posters primarily arose from insufficient information about
the circumstances and purpose of production and from the audience's inability to interpret the message without
supplementary verbal information.

The findings also foreground the semantic dimension of the imprint and demonstrate the importance of
standardization at both theoretical and regulatory levels.

Poster title: Unless commercial considerations require otherwise, the full title of the poster should be
included in the imprint. Doing so reduces the risk of inconsistent or incorrect naming across platforms and
documents.

Designer’s name/surname: Unless commercial considerations require otherwise, the designer's full
name should be included in the imprint to ensure clear attribution.
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Month of design: Including the month of design can help researchers trace the chronological
development of a designer's practice.

Year of design: Although posters created for time-specific cultural events often incorporate a year into
their visual language, the year of design should also be included in the imprint, particularly when the poster is
exhibited or reproduced in later years.

Poster dimensions: Posters are produced in different formats and may be reproduced using offset, screen-
printing, or digital processes. Including dimensions in the imprint supports accurate reproduction and exhibition.

Country: Because designers may work across different geographic contexts, country information can
help prevent misidentification and support visual-culture research. Its inclusion may nevertheless remain optional,
depending on the purpose and context of the poster.

Additional information: This field may include a brief description of the poster, the designer's mark, a
copyright symbol, date and address information, printing technique, paper grammage, or other relevant technical
and contextual details.

Standardizing the imprint on the poster itself is important if the design is to fulfill its communicative,
archival, and informational functions. Without a consistent approach, essential information concerning the work's
purpose, authorship, copyright, and technical specifications may be omitted or presented inconsistently, increasing
the likelihood of misinterpretation. Typographic standardization can therefore strengthen the integrity and
professional authority of the poster and support its accurate transmission within visual culture and to future
generations.

Keywords: Graphic Design, Visual Communication, Poster design, Content Analysis, Imprint,
Standardization
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Résumé Structuré:

L'objectif principal de cette étude est d'examiner la présence et le contenu des mentions 1égales dans la
conception des affiches, d'évaluer les choix typographiques utilisés pour leur présentation et de déterminer dans
quelle mesure les graphistes intégrent ces informations dans leur travail. L'étude aborde deux questions de
recherche : (1) Dans quelle mesure les mentions 1égales sont-elles intégrées a la conception des affiches ? et (2)
Quels problémes surgissent dans la relation entre la conception des affiches et les mentions 1égales, notamment en
ce qui concerne le sens et la transmission du message ?

Les résultats révelent d'importantes lacunes quantitatives et qualitatives dans les mentions légales
présentées sur les affiches, soulignant la nécessité d'une normalisation. Dans bon nombre des affiches examinées,
des informations essentielles a I’identit¢ de 1’affiche étaient absentes de 1’affiche elle-méme et n’étaient
disponibles que sur le site web du concepteur. Cette séparation affaiblit la fonction des mentions 1égales en tant
que vecteur d’information et augmente le risque que 1’affiche soit représentée de maniere inexacte ou incomplete
dans différents médias.
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La présence et le contenu des mentions 1égales ont été codés a 1’aide de catégories prédéfinies et analysés
par le biais de distributions de fréquences et de pourcentages, ce qui constitue la composante quantitative de
I’étude. Les affiches identifiées comme problématiques en termes de relation entre le contenu, le sens, le message
et les informations de colophon ont ensuite ¢été examinées a I’aide d’une analyse de contenu qualitative
interprétative. L’¢tude a donc adopté une approche d’analyse de contenu mixte.

L’échantillon comprenait 2 119 affiches produites a différentes époques et dans divers contextes
thématiques. Les affiches ont été récupérées sur les sites web de 15 graphistes basés dans différentes régions du
monde et examinées dans le cadre d’un tri systématique des documents.

Les mentions l1égales ont été codées selon six critéres : nom du graphiste, année de conception, titre de
I’affiche, dimensions de I’affiche, pays et informations supplémentaires. Une affiche était considérée comme
comportant des mentions légales dés lors qu’au moins un de ces éléments figurait sur I’affiche elle-méme.

Les données ont été analysées a I’aide d’une analyse de contenu a la fois quantitative et qualitative. Au
cours de la phase qualitative, les affiches identifiées comme problématiques en termes de relation entre les
mentions légales, le contenu et le message ont été évaluées par le biais d’une analyse de contenu interprétative.
L’évaluation a pris en compte la raison d’étre de la production de I’affiche, la clarté de son message, 1’adéquation
de ses mentions d’impression et les éventuelles ambiguités de sens. L’analyse a permis de déterminer si les
mentions d’impression apportaient une valeur communicative et s’alignaient sur le message visé. Elle a également
mis en évidence des problémes concernant la raison d’étre de la production et a servi de base a 1’élaboration de
critéres visant a normaliser les mentions d’impression sur les affiches.

L’absence d’informations de colophon sur 52,5 % des 2 119 affiches constitue un résultat significatif
ayant des implications en matiére d’identité, d’attribution des droits d’auteur, d’éthique professionnelle,
d’archivage et de documentation. De plus, 99,7 % des affiches ne comportaient pas de titre. En I’absence
d’informations sur le titre dans le colophon, une affiche peut s’avérer difficile a identifier, a archiver et a
documenter avec précision.

Parmi les affiches examinées, le nom du concepteur figurait sur 47,4 % d’entre elles, I’année de
conception sur 10,9 % et les dimensions de 1’affiche sur seulement 0,04 %. La présence limitée des dates et des
dimensions restreint la visibilité du contexte historique et physique de 1’affiche et peut créer des difficultés en
matiére de documentation, de reproduction et de mise a 1’échelle.

Les comparaisons entre concepteurs montrent que [’utilisation des mentions légales varie
considérablement selon les pratiques individuelles. Cette variation témoigne d’un manque de consensus
professionnel et renforce encore la nécessité de directives standardisées concernant les mentions 1égales.

Les problémes de communication identifiés dans 24 affiches découlaient principalement d’informations
insuffisantes sur les circonstances et I’objectif de la production, ainsi que de 1’incapacité du public a interpréter le
message sans informations verbales complémentaires.

Ces résultats mettent également en avant la dimension sémantique des mentions 1égales et démontrent
I’importance de la normalisation tant au niveau théorique que réglementaire.

Titre de I’affiche : A moins que des considérations commerciales n’exigent le contraire, le titre complet
de I’affiche doit figurer dans les mentions légales. Cela permet de réduire le risque de désignations incohérentes
ou erronées d’une plateforme ou d’un document a 1’autre.

Nom et prénom du concepteur : A moins que des considérations commerciales n’exigent le contraire,
le nom complet du concepteur doit figurer dans les mentions légales afin de garantir une attribution claire.

Mois de conception : L’indication du mois de conception peut aider les chercheurs a retracer I’évolution
chronologique de la pratique d’un concepteur.

Année de conception : Bien que les affiches créées pour des événements culturels ponctuels integrent
souvent une année dans leur langage visuel, I’année de conception doit également figurer dans les mentions légales,
en particulier lorsque I’affiche est exposée ou reproduite des années plus tard.

Dimensions de I’affiche : Les affiches sont produites dans différents formats et peuvent étre reproduites
par offset, sérigraphie ou procédés numériques. L’indication des dimensions dans les mentions légales facilite une
reproduction et une exposition fideles.
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Pays : Les graphistes pouvant travailler dans différents contextes géographiques, I’indication du pays
permet d’éviter les erreurs d’identification et facilite la recherche en culture visuelle. Son inclusion reste toutefois
facultative, en fonction de 1’objectif et du contexte de I’affiche.

Informations supplémentaires : Ce champ peut inclure une bréve description de 1’affiche, la marque du
graphiste, le symbole du droit d’auteur, la date et ’adresse, la technique d’impression, le grammage du papier ou
d’autres détails techniques et contextuels pertinents.

La normalisation des mentions légales sur I’affiche elle-méme est importante pour que le graphisme
remplisse ses fonctions de communication, d’archivage et d’information. En I’absence d’une approche cohérente,
des informations essentielles concernant 1’objectif de I’ceuvre, sa paternité, les droits d’auteur et les spécifications
techniques risquent d’étre omises ou présentées de manicre incohérente, ce qui augmente le risque d’interprétation
erronée. La normalisation typographique peut donc renforcer I’intégrité et 1’autorité professionnelle de I’affiche et
favoriser sa transmission fidéle au sein de la culture visuelle et aux générations futures.

Mots-clés : Design graphique, Communication visuelle, Conception d’affiches, Analyse de contenu,
Mentions légales, Normalisation

Resumen Estructurado:

El objetivo principal de este estudio es examinar la presencia y el contenido de la informacion editorial
en el disefio de carteles, evaluar las decisiones tipograficas utilizadas en su presentacién y determinar en qué
medida los disefiadores incluyen dicha informacion en su trabajo. El estudio aborda dos preguntas de investigacion:
(1) (En qué medida se incluye la informacion de colofon en el disefio de carteles? y (2) ;Qué problemas surgen en
la relacion entre el disefio de carteles y la informacion de colofon, especialmente en lo que respecta al significado
y a la transmision del mensaje?

Los resultados revelan importantes deficiencias cuantitativas y cualitativas en la informacion de colofon
que aparece en los carteles, lo que subraya la necesidad de una estandarizacion. En muchos de los carteles
examinados, la informacion esencial para la identidad del cartel no figuraba en el propio cartel, sino que solo
estaba disponible en la pagina web del disefiador. Esta separacion debilita la funcion de los datos de publicacion
como portadores de informacion y aumenta el riesgo de que el cartel se represente de forma inexacta o incompleta
en los distintos medios de comunicacion.

La presencia y el contenido de los datos de publicacion se codificaron utilizando categorias predefinidas
y se analizaron mediante distribuciones de frecuencia y porcentajes, lo que constituye el componente cuantitativo
del estudio. A continuacion, los carteles identificados como problematicos en cuanto a la relacion entre el
contenido, el significado, el mensaje y la informacion de los datos de impresion se examinaron mediante un analisis
de contenido cualitativo interpretativo. Por lo tanto, el estudio adopté un disefio de analisis de contenido con
métodos mixtos.

La muestra estuvo compuesta por 2 119 carteles producidos en diferentes periodos y contextos tematicos.
Los carteles se obtuvieron de las paginas web de 15 disefiadores graficos afincados en diferentes regiones del
mundo y se examinaron mediante una seleccion sistematica de documentos.

La informacion de los datos de impresion se codificod segin seis criterios: nombre del disefiador, afio de
disefio, titulo del cartel, dimensiones del cartel, pais e informacion adicional. Se considerd que un cartel incluia
datos de impresion cuando al menos uno de estos elementos aparecia en el propio cartel.

Los datos se analizaron mediante un analisis de contenido tanto cuantitativo como cualitativo. En la fase
cualitativa, los carteles identificados como problematicos en cuanto a la relacion entre los datos de impresion, el
contenido y el mensaje se evaluaron mediante un analisis de contenido interpretativo. La evaluacion tuvo en cuenta
la justificacion de la produccion del cartel, la claridad de su mensaje, la adecuacion de la informacion de colofon
y las posibles ambigiiedades de significado. El analisis evalud si el colofon aportaba valor comunicativo y se
ajustaba al mensaje previsto. Asimismo, identifico problemas relacionados con la justificacion de la produccion y
sirvioé de base para el desarrollo de criterios destinados a estandarizar la informacion del coloféon de los carteles.

La ausencia de datos de colofon en el 52,5 % de los 2 119 carteles es un hallazgo significativo con
implicaciones para la identidad, la atribucion de los derechos de autor, la ética profesional, el archivo y la
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documentacion. Ademas, el 99,7 % de los carteles no incluia un titulo. Sin la informacion del titulo en el colofon,
puede resultar dificil identificar, archivar y documentar un cartel con precision.

Entre los carteles examinados, el nombre del disefiador figuraba en el 47,4 %, el afio de disefio en el 10,9
% y las dimensiones del cartel en solo el 0,04 %. La escasa inclusion de fechas y dimensiones limita la visibilidad
del contexto histdrico y fisico del cartel y puede crear dificultades a la hora de documentarlo, reproducirlo y
adaptarlo a otras escalas.

Las comparaciones entre disefiadores muestran que el uso de los datos de colofon varia considerablemente
segun la practica individual. Esta variacion indica una falta de consenso profesional y refuerza aun mas la
necesidad de unas directrices normalizadas para los datos de colofon.

Los problemas de comunicacion identificados en 24 carteles se debieron principalmente a la informacién
insuficiente sobre las circunstancias y la finalidad de la produccidn, asi como a la incapacidad del publico para
interpretar el mensaje sin informacion verbal complementaria.

Los resultados también ponen de relieve la dimension semantica de los datos de colofon y demuestran la
importancia de la normalizacion tanto a nivel tedrico como normativo.

Titulo del cartel: A menos que las consideraciones comerciales exijan lo contrario, debe incluirse el
titulo completo del cartel en los créditos. De este modo se reduce el riesgo de que los nombres sean inconsistentes
o incorrectos en las distintas plataformas y documentos.

Nombre y apellidos del disefiador: A menos que las consideraciones comerciales exijan lo contrario,
debe incluirse el nombre completo del disefiador en los créditos para garantizar una atribucion clara.

Mes de disefio: Incluir el mes de disefio puede ayudar a los investigadores a rastrear la evolucion
cronologica de la trayectoria profesional de un diseiador.

Aiio de disefio: Aunque los carteles creados para eventos culturales con una fecha concreta suelen
incorporar el afio en su lenguaje visual, el afio de disefio también debe incluirse en los créditos, especialmente
cuando el cartel se expone o se reproduce en afios posteriores.

Dimensiones del cartel: Los carteles se producen en diferentes formatos y pueden reproducirse mediante
procesos de impresion offset, serigrafia o digitales. Incluir las dimensiones en los datos de impresion facilita una
reproduccion y exposicion precisas.

Pais: Dado que los disefiadores pueden trabajar en diferentes contextos geograficos, la informacion sobre
el pais puede ayudar a evitar errores de identificacion y facilitar la investigacion sobre la cultura visual. No
obstante, su inclusion puede seguir siendo opcional, dependiendo de la finalidad y el contexto del cartel.

Informacién adicional: Este campo puede incluir una breve descripcion del cartel, la marca del
disefiador, el simbolo de derechos de autor, la fecha y la direccion, la técnica de impresion, el gramaje del papel u
otros detalles técnicos y contextuales relevantes.

Es importante estandarizar los datos de colofon en el propio cartel para que el diseilo cumpla sus funciones
comunicativas, de archivo e informativas. Sin un enfoque coherente, la informacion esencial relativa a la finalidad
de la obra, la autoria, los derechos de autor y las especificaciones técnicas podria omitirse o presentarse de forma
inconsistente, lo que aumentaria la probabilidad de interpretaciones erroneas. Por lo tanto, la estandarizacion
tipografica puede reforzar la integridad y la autoridad profesional del cartel y favorecer su transmision precisa
dentro de la cultura visual y a las generaciones futuras.

Palabras clave: Disefio grafico, Comunicacion visual, Disefio de carteles, Andlisis de contenido,
Colofon, Estandarizacion
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CrpykrypnpoBanHoe Pe3rome:

OcHOBHas LIeJIb JAHHOT'O UCCJIEOBAHMS 3aKIII0UACTCs B M3YUEHUN HAIMYUS ¥ COAepKaHus nHdopmannu
0 THpaXXe B AM3aiiHe IJIAKAaTOB, OLIEHKE THIIOIpaQHUUIECKUX PEIICHUH, HCIOIb3YEMBIX NP €€ NpeICTaBICHUH, a
TaKKe B ONPEJENICHUH TOTO, B KAKOHM CTENEeHU AW3aifHephl BKIIOYAIOT TaKyro WH(OpPMAIHIO B CBOM paboTsl. B
WCCIICIOBAaHUN PAcCMAaTPHUBAIOTCS [Ba Hay4yHBIX Bompoca: (1) B kakoii cremenm wmHpopmarmms o0 uzgarene
BKJIIOYAeTcs B qu3aitH makata? u (2) Kakue nmpoGiieMbl BOSHHKAIOT BO B3aUMOCBS3U MEXIY IH3aHHOM IUIaKaTa
1 nHdopmManueid 06 u3garene, B YaCTHOCTH B OTHOLICHHH CMBICTIA H IIepeadyl COOOIeH s ?

Pe3ynbraThl UCCIEOBaHKS BBISBUIIN CYIIECTBCHHbIC KOJMYECTBEHHBIC M KAY€CTBEHHBIC HEJOCTATKU B
urdopmanuu 06 u3aTese, NPEACTABICHHON Ha MJIaKaTaX, YTO [OJUYEPKUBACT HEOOXOIUMOCTh CTAH AP TH3AIUH.
Ha MHOTMX U3 HCCICIOBaHHBIX IUIAKATOB HHGpOpMAIMs, HEOOXoauMas Uil WACHTH(UKAIMK IUIaKara,
OTCYTCTBOBaJla Ha CaMOM IUTakare W ObLTa JOCTYIHA TONBKO Ha BeO-caiite nusaiiHepa. Takoe pasmencHue
OCJ'Ia6J'IHeT d)yHKL[I/IIO BBIXOJIHBIX JAaHHBIX KaK HOCHUTCIIA I/IH(I)OpMaI_II/II/I U1 MOBBIITACT PUCK TOI'O, UTO IJIaKaT 6y,ueT
MpEACTAaBJICH HETOYHO WM HCIIOJHO B PA3JIMYHBIX CPCACTBAX MacCcoOBOH I/IH(bOpMaI_[I/II/I.

Hanuuune n COACPIKAHUEC BBIXOJHBIX TaHHBIX KOAUPOBAJINCH C UCIIOJIB30BAHNUEM 3apaHCe onpenenéHme
KaTeropHﬁ U aHaJIU3UPOBATIUCH IMOCPCACTBOM YaCTOTHOIO W IPOLEHTHOI'O pacnpe):[eﬂeHI/Iﬁ, 49TO0 COCTaBHIIO
KOJIMYECTBECHHYIO COCTaBJIAIOUIYIO HCCICIOBaHUA. HJ’IaKaTLI, IMPpU3HAHHBIC HpO6HeMHLIMI/I C TOYKH 3pCHUA
B3aMMOCBA3U MCKAY COACPIKAHHUEM, CMBICIIOM, ITOCIAHUEM U I/IH(I)OpMaLII/ICI\/'I B BBIXOJHBIX JaHHBIX, ObLIN 3aTeM
H3Y4YCHBI C NTOMOIIBIO UHTCPIIPETATUBHOTO KaYCCTBCHHOI'O KOHTCHT-aHAJIN3a. Takum 06pa30M, B HUCCJICO0OBAaHUN
ObLI MNPpUMCHCH ,I[HBaﬁH KOHTCHT-aHaJIn3a, OCHOBaHHBIN Ha CMEIIIAHHBIX METOJax.

Bei6opka Brmodana 2119 mimakaroB, CO3AaHHBIX B PasHbIE MEPUOIBI U B PA3IMYHBIX TEMAaTHUYECKHX
KOHTeKcTax. [ImakaTsl ObIIIM MOTy4YeHbI ¢ BeO-caliToB 15 rpaduuecknx An3aiiHEpPOB U3 Pa3HBIX PETHOHOB MUPA U
M3y4YeHBI TOCPEACTBOM CHCTEMAaTHUECKOT0 0TOOpa JOKYMEHTOB.

Wudopmanus o THpaxke KOAUPOBAJIACh B COOTBETCTBHU C IIECTHIO KPUTEPUSMH: UMl U3aiiHepa, roj
CO3J]aHus], Ha3BaHKE IUIaKaTa, pa3Mepshl IUIaKkaTa, CTpaHa M JONOJHHUTeNbHas uHpopMaims. [lnakat cuurancs
MMEIOIINM HH)OPMAIIMIO O THPaXe, €CIIM Ha CaMOM IUIaKaTe NPUCYTCTBOBA XOTS ObI OJJMH M3 STHX JIEMEHTOB.

JlaHHBIE aHATTU3UPOBAIUCH C UCTIONB30BAaHHEM KaK KOJMYECTBEHHOIO, TaK M Ka4eCTBEHHOT'O KOHTEHT-
aHanu3a. Ha srane kauecTBEHHOTO aHaKM3a IUIAKaThl, MPU3HAHHBIE TPOOJIEMHBIMH C TOUKHU 3PEHHST B3aUMOCBS3H
MEXKIy THPaXXOM, COAEPKaHUEM H TTOCHIIOM, OLICHHBAINCH C IOMOIIBIO HHTEPIPETATHBHOTO KOHTEHT-aHAIN3a.
[Ipn oneHKe yYMTHIBAINCH MOTUBBI CO3/IaHMS TUIAKaTa, ICHOCTh €ro MOCIaHus, aJeKBaTHOCTh HH(POPMAIH 00
u3/1aTene ¥ BO3MOXKHBIE HEOJTHO3HAYHOCTH B 3HAUCHHUHU. B X0/1e aHanmsa oneHUBaIoCh, BHOCUT JIM HH(GOPMAIHs
00 n3aTene KOMMYHHKATHBHYIO IIEHHOCTh M COOTBETCTBYET JIM OHa 3alyMaHHOMY Hocnanuto. Kpome toro, Obuu
BBISBJICHBI TPOOJIEMBI, Kacaroluecss MOTHBOB CO3JaHMS IUIAKaTOB, M C(HOPMHUPOBaHbI PEKOMEHIALMH 10
pa3paboTke KpUTEpUEB CTaHAAPTHU3ALMN HHPOPMAIK 00 U3aTelie Ha IUIAKaTax.

OtcyTtcTBHe mHGOpManuu B THTpax Ha 52,5 % u3 2119 mmakatoB sBIseTCS 3HAYNMBIM PE3yJIBTaTOM,
UMEIOIIMM TOCJEACTBHS Ul HMICHTHU(UKAIMK, YKa3aHHs aBTOPCKHX MpaB, NPO(EeCcCCHOHATBHOW ITHKH,
apXUBHUPOBAHMSA U JOKyMeHTHUpoBaHus. Kpome Toro, 99,7 % mnakatoB He cojaepkaiu Ha3BaHus. be3 nndopmaiuu
0 Ha3BaHMH B THTPaX IUIAKaT MOXKET OBITh TPYIHO UIEHTU(DHIIUPOBATH, ApXHUBUPOBATH U TOUYHO JOKYMEHTUPOBATD.

Cpenu nccrienoBaHHBIX TUIAKATOB UM AU3aiiHepa Obuto yka3aHo B 47,4 %, ron co3manus — B 10,9 %, a
pa3mepsl iakata — jumib B 0,04 % cirygaeB. OrpaHnyeHHOE yKa3aHHUE JaT U pa3MepoB 3aTPyIHIET HOHUMAHNE
HCTOPHYECKOT0 M (PU3MYECKOT0 KOHTEKCTa IUIaKaTa M MOXKET CO3/1aBaTh TPYAHOCTH NPH JOKYMEHTHPOBAHMH,
BOCIIPOM3BEACHUH ¥ MacIITaOMPOBaHUH.
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CpaBHeHHE pabOT pa3HBIX [IU3aHEPOB IIOKa3bIBAECT, YTO HCIONB30BAHMUE BBIXOIHBIX JaHHBIX
3HAYUTEIIHHO BapbUPYETCsl B 3aBUCUMOCTH OT MHAMBUAYaJbHOM MPAKTUKH. DTH Pa3IN4Usl CBUJIETEIBCTBYIOT 00
OTCYTCTBUHM TPO(ECCHOHAIBHOTO KOHCEHCyca W eI€ pa3 MOATBEPXKIAIOT HEOOXOAMMOCTh pa3pabOTKH
CTaH/IapTU3UPOBAHHBIX PEKOMEHIALNH 10 0(OPMIICHUIO THITOTPACKUX JaHHBIX.

[TpoGnemMbl KOMMYHHKAIMH, BBISIBICHHBIC B 24 TIJIakaTax, B OCHOBHOM BO3HHUKAJIM W3-32 HEJOCTaTOYHOU
ndopmanmn 00 00CTOSATENbCTBAX M IEIM MPOMU3BOJCTBA, a TAaKKE H3-32 HEBO3MOXKHOCTH ayIUTOPUH
MHTEPIPETHPOBATh COOOIICHUE O€3 JOIOIHUTEILHOM BepOabHOM HHQOpMAaLUH.

INomydeHHbIe pe3yabTaThl TAK)KE BBIABUTAIOT HA MEPBBIN IUIAH CEMAHTHYECKUH ACHEKT THIIOTPa(CKUX
JAHHBIX M IEMOHCTPHUPYIOT BAXKHOCTH CTAHAAPTU3ALNH KaK Ha TEOPETUYECKOM, TAK M HA HOPMATUBHOM YPOBHSX.

Haspanue miakara: Ecimm koMmMepdeckue cooOpakeHHs HE TpeOYyIOT HHOTO, B THUTpax CIELyeT
yKa3bIBaTh NOJTHOE Ha3BaHHE IUTaKaTa. JTO CHIDKAET PHCK HECOTJIACOBAHHOCTH WMIIHM HEBEPHOTO O0O3HAYEHHA
Ha3BaHWs Ha Pa3HBIX IIaTGOPMax M B Pa3INIHBIX JOKYMECHTAX.

HNmsa/pamunus nu3aiinepa: Ecmu koMMepuaeckie cooOpakeHus: He TpeOYIOT HHOTO, B TUTPaX CIEIyeT
yKa3bIBaTh MOJHOE UM An3aiiHepa A o0ecreueHus YeTKOH aTpulyLuu.

Mecsn co3gaHMs: YKa3aHME Mecslla CO3JaHUS MOXKET IIOMOYb MCCIEOBaTeNIsIM TPOCIEIUTh
XPOHOJIOTHYECKOE Pa3BUTHE TBOPUYECKOM JAEATEIBHOCTH IU3aliHEpa.

I'ox cozpanusi: X0t B I1akaTax, CO31aHHBIX AJIS KYJIbTYPHBIX MEPOIPUITHN ¢ KOHKPETHOM JaTOM, IO
9acTO BXOIMT B X BU3YaJIbHBIN SI3BIK, TOJ CO3/IaHUS TaKKe CIIEAyeT yKa3blBaTh B TUTPaX, OCOOCHHO €CNHU TIaKaT
BBICTaBJISIETCS MIIM BOCTIPOU3BOJUTCS B MOCIEAYIOIINE TOBI.

Pa3zmepbl miaakata: [lnakaTel BEITYCKAOTCS B Pa3IMYHBIX (POPMATaX M MOTYT BOCHPOW3BOIHUTECS C
oMo1bIo oceTHOH, TpadapeTHOH nin 1udpoBoi neyaTu. YKazaHHEe pa3MEpOB B THTPAX CIIOCOOCTBYET TOUHOMY
BOCIIPOM3BEACHHIO U SKCIIOHUPOBAHHIO.

Crtpana: [TockonbKy An3aifHEpbl MOTYT paboTaTh B pa3HBIX reorpa(uIecKiux KOHTEKCTaX, HH(POPMAIHs
0 CTpaHE ITOMOTAeT MPEJOTBPATUTh OMIMOOYHYI0 UACHTU(HUKALNIO U CIIOCOOCTBYET MCCIICIOBAHISIM B 00IacTH
BU3YyalbHOHN KyJIbTyphl. TeM He MeHee, e€ yka3aHHe MOXKET OCTaBaThCsl HE00sI3aTeNIbHBIM B 3aBUCUMOCTH OT LEITH
1 KOHTEKCTa IUIaKara.

Jononnuteasnasi uHpopmanusi: B 3ToM 1osie MOXKET CoJiepKaThCsl KpaTKOe OMMCaHUe TlaKkaTa, 3HaK
Ju3aifHepa, CHMBOJI aBTOPCKOTO TpaBa, HHGOPMAIIHS O 1aTe U aapece, TEXHUKA [eYaTH, MIIOTHOCTh OyMard Win
JIPyTHe COOTBETCTBYIOIINE TEXHUUECKHE U KOHTEKCTYyalbHbIC JAEeTalH.

CrannapTu3aiys TUTYJIBHOTO JIMCTA Ha CaMOM IUTaKaTe BaXKHa JJIS TOTO, YTOOBI JU3aifH MOT BBIIOTHATH
CBOM KOMMYHHKAaTHBHbIC, apXWBHbIE M HMH(pOpMaIMOHHBIE (YHKIMH. be3 ennHooOpa3sHOro mojaxoja BaXkKHAs
nH(popManus, Kacaromascs eIl IPON3BE/ICHNS, aBTOPCTBA, aBTOPCKOTO NpaBa M TEXHUYECKUX XapaKTePHUCTHK,
MOXeT OBbITh OIyImIeHa WJIM IIPEJCTABIEHa HECOIJIaCOBAaHHO, YTO IMOBBIIIAET BEPOSTHOCTh HEBEPHOU
uHTepnperayu. TakuMm oOpasoMm, Tunorpadcekas CraHIapTH3aLUsT MOXET YKPENUTh [EJIOCTHOCTh U
npodeccroHaNBHBII aBTOPHUTET IJIaKaTa, a TaK)Ke CIIOCOOCTBOBATh €r0 TOYHOW Iepesiaue B paMKax BH3yallbHOM
KyJIbTYPBI ¥ OYTyIITM TTOKOJIEHHSIM.

KiroueBble cioBa: rpadudeckuil nu3aiiH, BU3yaJdbHas KOMMYHHMKAIUsS, AM3alH IUTakaTta, KOHTEHT-
aHanu3, Tunorpadckue JaHHbIe, CTAaHJaPTH3AIHS
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SO &1 Ui fEo= & T & M B J Aedbarst di fht fSomeR &t drivumed &
DI T B &b B & Aae e Jabal 2
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STTe &1 99 TRt wo-fafky i HTIHH! & U FTY TTT UReR AR 3701 T4 I &
T a4 & A R 5, TR 1t FSos & a9 &1 $fBie & of wnfi fovan s anfey, Ry w0 9 919 ue?
1 UG A1 T a1 & a8 & a1 STl § [UReR &1 3T R: UReR fafid uretl & S0 o1 § 3R 5%
3fTmde, Thia-fiife, o1 fefrea ufhanstt &1 IuanT &b YA Td fovan o bt ¢ | 3B o smam =mfia
T U IS gvare R HeRH § wgradt fiyad g

21 A feomeR faftrer Wimiiferes Teuf & o1 R T d §, 39T 2 &) SIHSRY TTefd Ug< &
A 3R T-GHTa ST H TETIdl 3 & Heg B Tobal ¢ | o off, Tier & 382 SR T & onur
TR DT GHTART A {eUdh X8 Thdl ¢ | SHfARad STHHRT: 39 & § TRe &1 Hiand faavur, fEumeR &1 =i,
HITRTEE Ui, ARG 3R Ud Bt THSRI, GEUT qdh-i1ds, HITS BT TS, AT 3 URifS ddb-iat 3R
efife faaRur <iie 8§ 9bd B

e fETIE Bl 3R TaRY, RIAATT 3R YEATed HIAf B ORI BT 7, df URex R &1 3fBie HI
A1 BT He@qul § | U JHTd eDH 101 & 91, 1 & 384, TAH, HIURTSE 3R ddb-1b! [
T T aIH THSHR D1 SIS a1 SN qhdT & AT SR ¥ J U o o Fave 7, ORI Tera e
B! GG 9 ST B 1 3TMIE, Zurnfthes HHEHIHRUN UReR & 3RSl 3R URaR fRIHR b Aolgd H
Tl § 3R T2 Wpia & iR 3R 3 arelt Rt o 59 Wi Tar0 H Geradl &R Il g

Bias: Wihe fSHTE, T30 TOR, UReR fEwrs-, 9t faxayun, 3flie, AHsiao

Yapilandirilmis Ozet:

Bu aragtirmanin temel amaci, afis tasariminda kiinye bilgilerinin bulunma durumunu ve igerigini
incelemek, sunumunda kullanilan tipografik tercihleri degerlendirmek ve tasarimcilarin ¢aligmalarinda bu bilgilere
ne dlgiide yer verdigini belirlemektir. Caligmada iki arastirma sorusuna yanit aranmistir: (1) Afis tasariminda
kiinye bilgilerine ne dl¢lide yer verilmektedir? (2) Afis tasarimu ile kiinye bilgileri arasindaki iligkide, 6zellikle
anlam ve mesajin aktarimi bakimindan hangi sorunlar ortaya ¢ikmaktadir?

Bulgular, afislerde sunulan kiinye bilgilerinde 6nemli nicel ve nitel eksiklikler bulundugunu ve
standardizasyona gereksinim oldugunu gostermektedir. Incelenen afislerin énemli bir béliimiinde afis kimligi
acisindan temel nitelikteki bilgiler afig yilizeyinde yer almamakta, yalnizca tasarimcinin internet sitesinde
bulunmaktadir. Bu ayrisma, kiinyenin bilgi tasiyicisi olma islevini zayiflatmakta ve afisin farkli mecralarda yanlis
ya da eksik bilgilerle temsil edilme riskini artirmaktadir.

Kiinye bilgilerinin bulunma durumu ve igerigi, 6nceden belirlenen kategoriler kullanilarak kodlanmis ve
frekans ile yiizde dagilimlar {izerinden ¢6ziimlenmistir. Bu siire¢ aragtirmanin nicel boyutunu olusturmaktadir.
Icerik, anlam, mesaj ve kiinye bilgileri arasindaki iliski bakimindan sorunlu oldugu belirlenen afisler ise
yorumlayici nitel igerik analiziyle incelenmistir. Boylece karma yontemli bir igerik analizi deseni benimsenmistir.

Arastirmanin dérneklemini, farkli donemlerde ve tematik baglamlarda tiretilmis 2119 afis olusturmaktadir.
Afisler, diinyanin farkli bolgelerinde faaliyet gosteren 15 grafik tasarimeinin internet sitelerinden elde edilmis ve
sistematik dokiiman taramasiyla incelenmistir.

Kiinye bilgileri alt1 olgiite gore kodlanmigtir: tasarimcinin adi/soyadi, tasarim yili, afig basligi, afis
oOlciileri, iilke ve ek bilgi. Bu unsurlardan en az birinin afig yiizeyinde bulunmasi durumunda afis “kiinye var”
olarak kodlanmistir.

Veriler nicel ve nitel igerik analizi kullanilarak ¢éziimlenmistir. Nitel agsamada, kiinye—igerik—mesaj
iligkisi bakimindan sorunlu oldugu belirlenen afisler yorumlayici igerik analiziyle degerlendirilmistir.
Degerlendirmede afisin iretim gerekgesi, mesajin agikligi, kiinye bilgilerinin yeterliligi ve olasi anlam
belirsizlikleri dikkate alinmistir. Analizde, kiinyenin iletisimsel deger iiretip tliretmedigi ve amaglanan mesajla
uyumu incelenmis; ayrica tiretim gerekcesine iliskin sorunlar belirlenerek afis kiinyesinin standardizasyonuna
yonelik dlgiitlerin gelistirilmesine temel olusturulmustur.

Incelenen 2119 afisin %52,5’inde kiinye bilgisinin bulunmamasi; kimlik, eser sahipliginin belirtilmesi,
meslek etigi, arsivleme ve belgeleme bakimindan 6nemli sonuglar doguran bir bulgudur. Ayrica afislerin
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%099,7’sinde baslik bilgisi bulunmamaktadir. Bashigin kiinyede yer almamasi, afisin dogru bicimde
tanimlanmasini, argivlenmesini ve belgelenmesini giiglestirebilir.

Incelenen afislerin %47,4’iinde tasarimcinim ad1, %10,9’unda tasarim yili ve yalnizca %0,04’{inde afis
Olgiileri bulunmaktadir. Tarih ve o6l¢ii bilgilerinin smirli kullanmimi, afigin tarihsel ve fiziksel baglaminin
goriiniirligiinii azaltmakta; belgeleme, yeniden iiretim ve dlgeklendirme siireglerinde sorunlara yol agabilmektedir.

Tasarimcilar arasindaki karsilagtirmalar, kiinye kullaniminin bireysel uygulamalara gére 6nemli 6l¢iide
degistigini gostermektedir. Bu farklilik, mesleki bir uzlaginin bulunmadigina igaret etmekte ve standartlastiriimig
kiinye ilkelerine duyulan gereksinimi desteklemektedir.

Yirmi dort afiste belirlenen iletisim sorunlari, 6ncelikle tiretim kosullar1 ve amaci hakkinda yeterli bilgi
verilmemesinden ve izleyicinin ek sdzel bilgi olmaksizin mesaj1 yorumlayamamasindan kaynaklanmaktadir.

Bulgular, kiinye kavraminin anlamsal boyutunu da 6ne ¢ikarmakta ve standardizasyonun hem kuramsal
hem de diizenleyici diizeydeki dnemini gdstermektedir.

Afis bashgr: Ticari kosullar aksini gerektirmedikce afigin tam baghigi kiinyede yer almalidir. Bu
uygulama, afigin farkli platformlarda ve belgelerde tutarsiz ya da yanlis adlandirilmasi riskini azaltir.

Tasarimeinin ady/soyadi: Ticari kosullar aksini gerektirmedikge tasarimcinin adi ve soyadi eksiksiz
bi¢imde kiinyede belirtilmeli, bdylece eser sahipligi acik¢a gosterilmelidir.

Tasarim ay1: Tasarim ayimnin belirtilmesi, aragtirmacilarin bir tasarimcinin iiretim siirecindeki kronolojik
gelisimi izlemesine yardimci olabilir.

Tasarim yili: Belirli bir doneme yonelik kiiltiirel etkinlik afisleri cogu zaman yili gorsel dillerine dahil
etse de tasarim yili, 6zellikle afisin sonraki yillarda sergilenmesi veya yeniden iiretilmesi durumunda kiinyede
ayrica belirtilmelidir.

Afis olciileri: Afisler farkli formatlarda iiretilmekte ve ofset, serigrafi ya da dijital yontemlerle yeniden
cogaltilabilmektedir. Olgiilerin kiinyede belirtilmesi, dogru yeniden iiretim ve sergileme siireglerini destekler.

Ulke: Tasarimcilar farkli cografi baglamlarda calisabildiginden iilke bilgisi, yanls tanimlamalarin
onlenmesine ve gorsel kiiltiir aragtirmalarina katki saglayabilir. Bununla birlikte bu bilginin kullanimu, afigin amac1
ve baglamina gore istege bagl tutulabilir.

Ek bilgi: Bu alan; afise iliskin kisa bir agiklamay1, tasarimcinin isaretini, © simgesini, tarih ve adres
bilgilerini, bask1 teknigini, kagit gramajini ve diger ilgili teknik veya baglamsal bilgileri igerebilir.

Kiinyenin dogrudan afig yiizeyinde standartlastirilmasi, tasarimin iletisimsel, arsivsel ve bilgilendirici
islevlerini yerine getirmesi agisindan 6nemlidir. Tutarl bir yaklasim bulunmadiginda eserin amaci, yazarhigi, telif
hakkiyla iliskili bilgiler ve teknik 6zellikler eksik birakilabilir ya da tutarsiz bicimde sunulabilir; bu durum yanlis
yorumlama olasiligint artirir. Tipografik standardizasyon, afigin biitiinliglinic ve mesleki giivenilirligini
giiclendirebilir; eserin gorsel kiiltiir igerisinde ve gelecek kusaklara dogru bigimde aktarilmasini destekleyebilir.

Anahtar Kelimeler: Grafik Tasarim, Gorsel iletisim, Afis Tasarimi, Icerik Analizi, Kiinye,
Standardizasyon.
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Standardization of Imprint Information in Poster Design

Introduction

As instruments of visual communication, posters are intended to convey messages to a target
audience. The integration of content and form helps foreground the intended message. Lehimler (2023a)
notes that posters combine graphic elements such as typography, geometric forms, photographs,
illustrations, logos, signs, symbols, and color in varying proportions, each contributing to the overall
visual and communicative effect (p. 4351). Within this system, the imprint functions as a typographic
component that identifies both the designer and the poster. The present study therefore examines imprint
information in poster design from the perspective of standardization.

Design rooted in a creative idea seeks to enable effective communication by organizing
information into a meaningful message. According to Chimero (2012), the message is the essence of the
information or idea communicated through a work (p. 49). Lupton (2004) similarly argues that a strong
design idea establishes a framework that guides design decisions and the development of the work (p.
172). Because meaning emerges through the interaction of content and form, neither can be considered
independently. Milani (2006) observes that an exclusive focus on form may produce formal solutions
but leave the design incomplete, whereas an exclusive focus on content may result in a visually
unengaging design (p. 26). Effective design therefore depends on a balanced relationship among idea,
content, and form.

In poster design, content and form are not separate or opposing domains; content informs form,
and form articulates content, together constituting the poster's structure (Lehimler, 2023b, p. 563).
Maintaining this balance throughout the design process is essential. A form that reflects its content can
reinforce meaning and guide the work's development (Landa, 2014, p. 160), although Troxler (2004)
cautions that meaning should not be allowed to predetermine form (p. 110). Their dynamic interaction
enables a poster to generate multiple meanings while communicating its principal message. Bundi
(2011) characterizes the poster as a highly democratic medium capable of reaching a broad and diverse
audience (p. 46). This informational capacity is especially relevant to the role of the imprint.

By examining imprint information through the content-form relationship, this study offers a
systematic contribution to the literature on poster-imprint standardization and makes the poster's
informational function visible from both theoretical and practical perspectives.

The Role and Function of Imprint in Graphic Design Products

The Turkish term kiinye, derived from Arabic, is defined as “a record showing a person's name,
surname, country, date of birth, occupation, etc.” (Turkish Language Association, 2019, p. 1560). In
design terminology, it refers to the information that establishes the identity of a graphic product,
including a newsletter, annual report, brochure, catalog, fanzine, magazine, book, poster, graffiti work,
album, or postcard. The specific elements included in an imprint vary according to the nature and
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purpose of the product. Accordingly, the imprints of books, postcards, and posters may use different
descriptive formulations and contain different categories of information.

POSTCARD

BOOK POSTER
Figure 1. Examples of imprint placement in print media (Author's archive).

The lines in Figure 1 indicate the bibliographic or credit information presented on each design
surface. A book imprint, typically placed on the first or final pages, may include the publication title
and number; the full names of the author or editor; a copyright notice and symbol; credits for cover
design, page design, typesetting, color separation, printing, and binding; the publisher's name and
address; paper specifications; the ISBN; the year of publication; and other relevant information. The
precise contents vary by publication. Modern Art Despite Modernism and Windfall Light: The Visual
Language of ECM illustrate this variability. The imprint page following the inside cover of Modern Art
Despite Modernism, published by the Museum of Modern Art (MoMA), includes the title, author, date,
publisher, ISBN, exhibition URL, copyright symbol, and an explanatory note concerning MoMA
exhibitions (Robert, 2000, p. 2). The final imprint of Windfall Light: The Visual Language of ECM
includes the title, editor, concept, editorial team, photographic research, translations, design, production,
lithography, printing and binding, copyright symbol, date, publishers, website, descriptive notes,
country of printing, and ISBN (Miiller, 2010, p. 448). A postcard imprint, usually placed on the reverse,
may identify the work's title, creator, dimensions, technique, year, and purpose. For example, the reverse
of the postcard Fear of God includes the title, designer's full name, dimensions, and year of production
(Tuncay, 2007).

Because it provides descriptive information about a graphic product, the imprint is also an
important communicative element in poster design. Its content may vary according to the poster's form,
message, commission, and intended use. Although designers generally determine what to include,
clients may also influence the content. A poster imprint may contain the copyright symbol; the words
“design” or “poster”; the designer's full name; the year of design; the poster title and dimensions; a
monogram; paper and printing information; or a brief description of the work. The imprint is therefore
adaptable, but its central function is to summarize essential information about the poster and its
authorship'.

Typographic Arrangement and Positioning of Imprint Information in Poster Design

Poster imprints are constructed through typography, one of the principal components of graphic
design. Ambrose and Harris (2009) emphasize that typography not only gives visual form to written
ideas but also shapes their character and communicative effect (p. 38). As a typographic element, the
imprint must remain legible and clear while occupying a relatively small area of the poster. Its placement
may therefore vary according to the compositional strategy.

! For further studies on posters, propaganda posters, graphic design, and visual communication, see also. Deveci ve Giizel
(2018), Tasdan Dogan ve Tarakcioglu (2018), Palaz ve Akbaba (2018), Eminova (2020), Siiar Oral (2020), Ozaltun (2022),
Isik ve Dar1 (2023), Tarlakazan ve Tarlakazan (2023), Tarlakazan (2025), Duman ve Sun Ipeksen (2013), Akkaya (2013),
Ozgisi (2013), Ozpergin (2013), Kocaman (2014), Ceylan ve Ceylan (2015), Yildirim (2015), Mercin ve Emektar (2016),
Gokgearslan (2016), Erdil (2017), Ozmutlu (2020), Sezer ve Kahraman (2021), Aydogan (2025), Yerkdy (2020).
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POSTER
Figure 2. Common placements of imprint information in poster design (Author's archive).

Figure 2 uses lines to indicate the position of imprint information on six schematic poster
surfaces. Imprints are commonly placed near the lower-right corner, sometimes in a single vertical line
read from bottom to top. Depending on the composition, they may instead appear at the lower-left corner
and read downward, at the lower-right corner and read horizontally, or centered along the lower edge.
They may also be positioned along an outer edge in a vertical, horizontal, or diagonal orientation.

The imprint functions simultaneously as a typographic element and a communication device.
Typically set in a single typeface at a small point size, it conveys information that defines the identity
of the design (Garfield, 2011). In contemporary usage, a font refers to a specific digital implementation
or style within a typeface family; a typeface may include bold, italic, condensed, or semibold italic fonts,
each providing different expressive and hierarchical possibilities (p. 40). Point size is a typographic
measurement rather than a direct measure of visible letter height. Consequently, typefaces set at the
same point size may appear substantially different because of their anatomical proportions.

Type Type Fe

Calibri Arial
Figure 3. Calibri and Arial set at the same point size (Author's archive).

Figure 3 compares Calibri and Arial at the same point size. Although the nominal size is
identical, Arial appears larger because of differences in letter anatomy. This distinction is important for
imprint information, which must convey text within a limited area. Depending on the selected typeface,
an imprint may be set at 10, 12, 14, or 16 pt, or at a larger size. Very small type occupies little space but
may be legible only at close viewing distances. Point-size decisions should therefore be based on the
actual legibility of the chosen typeface rather than on numerical size alone.

Legibility Issues in Poster Credits

From a typographic perspective, the imprint is a communicative element that should be
considered throughout the design process. Legibility depends on the combined selection of an
appropriate typeface, weight, size, spacing, contrast, and placement. Heller and Anderson (2016) argue
that readability results from sound typographic practice, whereas illegibility reflects poor application (p.
41). In small-scale imprint text, a clear sans-serif typeface such as Univers or Helvetica may often
remain more legible than a highly detailed serif typeface such as Garamond or Times New Roman.
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Nevertheless, legibility should be evaluated in relation to the specific size, background, color contrast,
and printing conditions.

SERIF SANS SERIF

Poster title, Designer's name and surname, Size, Year
Poster title, Designer's name and surname, Size, Year

POSTER TITLE, DESIGNER'S NAME AND SURNAME, SIZE, YEAR
POSTER TITLE, DESIGNER'S NAME AND SURNAME, SIZE, YEAR

Poster title, Designer's name and surname, Size, Year
Poster title, Designer's name and surname, Size, Year

POSTER TITLE, DESIGNER'S NAME AND SURNAME, SIZE, YEAR
POSTER TITLE, DESIGNER'S NAME AND SURNAME, SIZE, YEAR

Figure 4. Serif and sans-serif typefaces in poster-imprint information (Author's archive).

Figure 4 compares serif and sans-serif typefaces in poster-imprint information. It first illustrates
the anatomical differences between serif and sans-serif forms through two versions of the letter T: serif
letters include terminal strokes, whereas sans-serif letters do not. The figure then presents the same
imprint text in Garamond and Helvetica Neue, using both uppercase and lowercase letters against white
and red backgrounds. Although the examples are set at the same point size, the serif version is more
difficult to read in these particular applications. The comparison suggests that fine serif details,
especially at small sizes or under limited contrast, may reduce the legibility of imprint text.

Imprint information is sometimes treated as a minor addition requiring little creative attention
and is inserted only at the final stage of poster production. As a result, its legibility may not receive
adequate consideration. An imprint that cannot be read presents the same fundamental communication
problem as any other visual element that cannot be perceived. Johnson (2002) argues that legibility
principles apply to every element in a layout, whether or not it initially attracts attention (p. 170).
Appropriate letter and word spacing are therefore essential. Text becomes difficult to read when letters
are too tightly spaced, but excessive spacing can also fragment words. Ambrose and Harris (2003)
caution against increasing spacing to the point that letters become disconnected from the words they
form (p. 66), while Strizver (2006) describes effective spacing as a balance between overly tight and
overly loose arrangements (p. 61). Typeface selection for poster imprints should therefore account for
the quality and adaptability of letter spacing.

Poster title, Designer's name and surname, Size, Year
POSTER TITLE, DESIGNER'S NAME AND SURNAME, SIZE, YEAR

Poster title, Designer's name and sumame, Size, Year
POSTER TITLE, DESIGNER'S NAME AND SURNAME, SIZE, YEAR

Poster title, Designer's name and surname, Size, Year
POSTER TITLE, DESIGNER'S NAME AND SURNAME, SIZE, YEAR

Figure 5. Letter-spacing kerning in poster-imprint design (Author's archive).

Figure 5 presents several kerning to spacing in poster-imprint text. Excessive tracking causes
letters and words to appear disconnected, whereas overly compressed spacing reduces character
differentiation and legibility. The more balanced examples demonstrate that moderate, consistent
spacing provides the clearest reading. Therefore, careful attention should be paid to the spacing between
letters, words, and lines in the imprint typography of poster designs.
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The typeface used in the main poster composition is often repeated in the imprint, supporting
typographic consistency and a unified visual language. Although different posters may require different
typefaces and sizes, some designers use the same typographic treatment across multiple works. Posters
presented on the websites of Biilent Erkmen and Niklaus Troxler, for example, include recurring imprint
treatments. Regardless of whether a consistent or variable system is adopted, imprint wording must
remain readily recognizable. Pettersson (2015) states that a message is legible when viewers can easily
read, perceive, and distinguish all of its components (p. 60). Large visual elements and small
components such as the imprint must therefore be scaled and spaced to support the poster's
communicative function.

The Need to Standardize Poster Imprints within Design Standards

Design standards emerge through professional consensus and provide generally accepted
guidance for structuring design problems in relation to content, form, meaning, and message. Blackburn
(1976) notes that guidelines establish boundaries within which a design problem may be resolved (p. 8).
Standards can thus both constrain and guide the design process from functional and ethical perspectives.
They do not necessarily limit creative freedom; rather, they make communicative requirements explicit
and help designers align formal decisions with the purpose of the work.

Gardufio Garcia (2018) defines design freedom as the development of a strategy for achieving
an intended outcome (p. 14). Although creative freedom enables designers to explore a wide range of
meanings, standards provide rules that support consistency and effective communication.
Standardization seeks to develop and refine such applicable criteria. A coherent relationship between
creative freedom and standardization is therefore important for strengthening the communicative
function of a design.

Design standards differ according to the communicative aims of each discipline and product
type. Standards in graphic design, for example, differ from those applied in interior or fashion design;
even within graphic design, books, packages, and posters are governed by different functional
requirements. Book design emphasizes grids, typography, text organization, and readability. Packaging
design must also address formal hierarchy, production constraints, and legal requirements. Poster design
prioritizes formal and technical conditions that enable rapid comprehension of the message. Applying
appropriate standards throughout the design process therefore reinforces both the functional
development of the artifact and the communicative value of its message.

Scientific and technological developments continually alter modes of perception and introduce
new requirements for design standards. They may also diversify the standards applied to products within
graphic design. In this context, the standardization of poster imprints warrants particular attention.
Whereas the poster communicates a message, the imprint identifies the poster and its authorship. It
should therefore be understood not merely as a formal detail but as a significant medium of
communication.

In exhibitions and other interior display contexts, posters are often accompanied by label-like
texts placed beside or below the work. These labels commonly identify the designer, poster title, year,
dimensions, and technique and thus function as an external imprint. The information on such labels does
not always correspond fully with the imprint printed on the poster itself, creating inconsistencies. Similar
discrepancies occur on designers' websites, where interface text may provide a title, client, year, or
technical details that do not appear on the poster. Differences between website or exhibition information
and the poster's own imprint can produce ambiguity about the work's identity. A clearly defined standard
would reduce this informational inconsistency and support the complete and coherent presentation of
poster identity.

Designers' websites can function as informal archives, but websites may be taken offline and
their databases may be damaged by malware or cyberattacks, creating a risk of information loss. The
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possible inaccessibility of web-based imprint information underscores the importance of including
essential identity information on the poster itself. Halisoglu (2016) notes that malware can result in the
loss of online information (p. 95). A standardized on-poster imprint can therefore contribute to the long-
term preservation of authorship and design identity.

The Importance of Standardizing Imprint Information on the Poster

Ergiiven (2021) emphasizes designers' responsibility to contribute to improved living standards
and argues that design requires clear planning and well-defined objectives (p. 168). Within this
framework, a standardized imprint is not merely a formal addition; it reinforces poster identity and
supports the effective communication of information. Standardization can also contribute to
documentation, archiving, ethical attribution, and the management of copyright-related information.
Van Eechoud (2014) notes that originality is a prerequisite for copyright protection (p. 95). Although an
imprint does not itself establish originality or legal protection, it can provide useful evidence of
attribution, date, and provenance.

Standardizing imprint information also establishes clearer ethical expectations for the
presentation of poster identity. Nelu Wolfensohn defines ethics as “the set of behaviors that parties
across various professions are required to observe or avoid” (No Tasarim 2, 2008, p. 70). Berman (2018)
similarly argues that professional ethics require a minimum standard of conduct (p. 150). From this
perspective, the selection and organization of imprint information may be understood as part of the
designer's responsibility to provide audiences with accurate and sufficiently detailed information.

Imprint standardization is also relevant to semantics in design. Vignelli (2009) emphasizes that
every detail should be conceived in relation to meaning, purpose, and the reason for a design's existence
(p- 11). A standardized imprint supplies semantic information about the identity and context of a poster,
helping to position it accurately within visual culture and reducing the likelihood that information will
be transmitted inaccurately or incompletely across sources.

As a primary source of information about a poster and its designer, the imprint can support
scholarly and visual-culture research, archival description, and the preparation of a catalogue raisonne.
It can also facilitate the accurate transmission of poster information to future generations. Karamustafa
(2012) defines a catalogue raisonné as a comprehensive, systematically described listing of an artist's
works intended to provide detailed information to third parties (p. 1). When applied to a designer's body
of work, this concept further demonstrates the value of consistent imprint practices.

Purpose of the Research

The primary aim of this study is to examine the presence and content of imprint information in
poster design, assess the typographic choices through which it is presented, and determine the extent to
which designers include such information in their posters. The study addresses the following research
questions:

1. To what extent is imprint information included in poster design?

2. What problems arise in the relationship between poster design and imprint information,
particularly with respect to meaning and message transmission?

Method

This section describes the research model, sample and scope, data-collection process, and
method of analysis.

Research Model

This study employed a mixed-methods content-analysis design grounded in document analysis.
Content analysis enables systematic and reproducible inferences to be drawn from texts, images, and
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other meaning-bearing materials (Krippendorff, 2013, p. 3). Alanka (2024) describes it as the systematic
coding and quantification of written and spoken expressions (p. 69), while Krippendorff (2013)
emphasizes the production of replicable and valid inferences about the contexts in which texts and other
meaningful materials are used (p. 24). Content analysis therefore involves both classification and
contextual interpretation. Lune and Berg (2017) further argue that interpretive analysis should remain
attentive to the precise wording of the material after it has been organized into content categories (p.
186). Accordingly, the present study combines formal and content-based observations of poster imprints
with quantitative summaries.

The presence and content of imprint information were coded according to predefined categories
and analyzed through frequency and percentage distributions, constituting the quantitative component
of the study. Posters identified as problematic in relation to content, meaning, message, and imprint
were then examined using interpretive qualitative content analysis. The research therefore adopted a
mixed-methods content-analysis approach.

Sample and Scope

The sample comprised 2119 posters produced across different periods and thematic contexts.
The posters were collected from the websites of 15 graphic designers based in different regions and
examined through systematic document screening. Table 1 lists the designers and websites included in
the study.

Table 1. Designers and websites included in the study.

No Designer Web address

1 Biilent Erkmen https://bek.com.tr/isler/afis

2 Erich Brechbiihl https://erichbrechbuhl.ch/poster

3 Erman Yilmaz http://ermanyilmaz.com/poster/

4 Fons Hickmann https://fonshickmann.com/work/filter/poster/

5 Henning Wagenbreth https://www.wagenbreth.de/katalog.php

6 Jonathan Barnbrook https://barnbrook.net/projectcategories/posters/
7 Luba Lukova https://www.lukova.net/lukova-exhibitions-events
8 Max Kisman https://bykisman.com/product-categorie/print-nl-nl/
9 Niklaus Troxler https://troxlerart.ch/posters

10 Peter Bankov https://bankovposters.com/works/posters/

11 Philippe Apeloig https://apeloig.com/type/affiche/

12 Stefan Sagmeister https://sagmeister.com/work/

13 Stephan Bundi https://atelierbundi.ch/en/portfolio/poster-en/
14 Uwe Loesch http://www.uweloesch.de/poster.html

15 Volkan Olmez https://volkanolmez.com/

Table 1 lists the websites of the 15 designers whose posters were analyzed. The sample includes
designers based in Tiirkiye and in several other countries and encompasses a range of established
international and national practices. Because the listed websites were publicly accessible during data
collection, they served as the primary source for examining the use of imprint information.

A total of 2119 poster designs were identified across the 15 websites. Table 2 presents their
distribution by designer.
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Table 2. Distribution of posters by designer.

Designer Frequency (f)  Percentage (%)
Biilent Erkmen 318 15.0
Erich Brechbiihl 150 7.1
Erman Yilmaz 67 3.1
Fons Hickmann 207 9.8
Henning Wagenbreth 28 1.3
Jonathan Barnbrook 18 0.8
Luba Lukova 43 2.0
Max Kisman 33 1.6
Niklaus Troxler 457 21.6
Peter Bankov 86 4.1
Philippe Apeloig 115 54
Stefan Sagmeister 28 1.3
Stephan Bundi 63 3.0
Uwe Loesch 478 22.6
Volkan Olmez 28 1.3
Total 2119 100

Table 2 shows that 2119 posters were included in the analysis. Uwe Loesch contributed the largest
number (n =478, 22.6%), followed by Niklaus Troxler (n =457, 21.6%); together, their work accounts for
approximately 44% of the sample. Biilent Erkmen contributed 318 posters (15.0%), Fons Hickmann 207
(9.8%), Erich Brechbiihl 150 (7.1%), Philippe Apeloig 115 (5.4%), Peter Bankov 86 (4.1%), Erman Yilmaz
67 (3.1%), Stephan Bundi 63 (3.0%), Luba Lukova 43 (2.0%), Max Kisman 33 (1.6%), and Henning
Wagenbreth, Stefan Sagmeister, and Volkan Olmez 28 each (1.3% each). Jonathan Barnbrook contributed
18 posters (0.8%). The distribution is therefore uneven, with a substantial proportion of the sample
concentrated in the work of a small number of designers.

Data Collection Process

The data were obtained from the websites listed in the sample section. Posters available on these
websites were systematically archived in digital format between 2023 and 2025 and subsequently analyzed.

The imprint information on the posters was coded according to the following six criteria:

Designer’s name/surname
Year of design

Poster title

Poster dimensions
Country

Additional information

A poster was coded as “imprint present” when at least one of these elements appeared on the
poster itself.

Data Analysis Method

The data were analyzed using both quantitative and qualitative content analysis. Frequencies of
imprint elements, typographic preferences, and placement patterns were examined and illustrated with
visual examples. Serif and sans-serif typeface choices, point size, and imprint placement were also
evaluated in relation to legibility and overall composition. Representative examples identified during
the observation process are discussed in the Findings section.
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In the qualitative phase, posters identified as problematic in relation to the imprint-content-
message relationship were evaluated through interpretive content analysis. The assessment considered:

The poster's production rationale

The clarity of the message

The adequacy of the imprint information
Potential ambiguities of meaning

The posters were assessed to determine whether the imprint provided communicative value and
aligned with the intended message. The analysis identified problems associated with the purpose and
circumstances of production and informed the development of criteria for standardizing imprint
information. The resulting evaluations were reviewed by three graphic-design experts: two associate
professors and one professor.

To assess coding reliability, the formula proposed by Miles and Huberman (1994) was used:
reliability = number of agreements / (number of agreements + number of disagreements) (p. 64).
Pairwise agreement among the three experts yielded coefficients of 89%, 92%, and 87%, with a mean
of approximately 89%. This result exceeds the commonly accepted threshold for content-analysis
reliability and indicates satisfactory inter-coder agreement.

Findings

The poster works of 15 graphic designers from different geographic regions were examined
through systematic screening, revealing several issues related to imprint standardization. Nine designers
(60%) maintained a dedicated poster category on their websites, whereas six (40%) did not. Erkmen,
Brechbiihl, Yilmaz, Hickmann, Barnbrook, Troxler, Apeloig, Bundi, and Loesch provided a specific
poster category. Wagenbreth's posters appeared under “Catalog”, Sagmeister's under “Work™ and
Olmez's alongside other design projects without a separate category.

Analysis of Imprint Information in Posters

In this section, the imprint information included in the posters was examined. Table 3 shows the
presence of credentials in the posters examined within the scope of the research. If the imprint on a
poster included at least one of the following six elements designer’s name/surname, year of design,
poster title, poster dimensions, country, or additional information it was considered as having imprint
information.

Table 3. Presence of imprint information in the sampled posters.

Imprint status Frequency (f) Percentage (%)
Absent 1113 52.5
Present 1006 47.5
Total 2119 100

Table 3 shows that 1113 of the 2119 posters (52.5%) contained no imprint information, whereas
1006 (47.5%) included at least one imprint element. The absence of imprint information from more than
half of the sample limits the poster's ability to communicate authorship and other identifying information
independently. The table therefore demonstrates both the frequency of imprint use and the limited degree
of standardization across the sample.

The six imprint criteria were then analyzed separately: designer's name, year of design, poster
title, poster dimensions, country, and additional information. Table 4 presents the frequency of each
element.
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Table 4. Frequency of specific imprint elements.

Criterion Status Frequency (f) Percentage (%)

Designer’s None 1115 52.6
name/surname Exists 1004 47.4

. None 1887 89.1

Year of design Exists 232 10.9

. None 2112 99.7

Poster title Exists 7 03
Poster dimensions None 2118 99.96
oster Exists 1 0.04
None 1914 90.3

Country Exists 205 9.7

.. . . None 1632 77

Additional information Exists 437 3
Total 2119 100

Table 4 shows that the designer's name appeared on 1004 posters (47.4%), the year of design
on 232 (10.9%), the poster title on 7 (0.3%), and poster dimensions on only 1 (0.04%). Country
information appeared on 205 posters (9.7%), while 487 (23.0%) included additional information. These
results indicate that most imprint elements were absent from the majority of posters. Designer
identification and supplementary information were comparatively more common, whereas titles, dates,
dimensions, and country information were rarely presented in a standardized manner.

Table 5 cross-tabulates the presence of imprint information, poster titles, designer names, and
years of design by designer.
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Table 5. Cross-tabulation of designer by imprint presence, poster title, designer's name, and year of

design.
Designer . . ,
. Imprm.t Poster title Designer’s Year of design
information name/surname
No Yes No Yes No Yes No Yes

Biilent Erkmen f 134 184 318 0 134 184 318 0

% 42.1 57.9 100 0 42.1 57.9 100 0
Erich Brechbiihl f 141 9 150 0 141 9 150 0

% 94 6 100 0 94 6 100 0

f 33 34 62 5 33 34 62 5
Erman Yilmaz

% 493 50.7 92.5 7.5 493 50.7 92.5 7.5

. f 123 84 207 0 123 84 207 0

Fons Hickmann

% 59.4 40.6 100 0 59.4 40.6 100 0
Henning Wagenbreth 18 10 28 0 18 10 28 0

% 64.3 35.7 100 0 64.3 35.7 100 0
Jonathan Barnbrook 14 4 18 0 14 4 18 0

% 77.8 22.2 100 0 77.8 22.2 100 0
Luba Lukova f 4 39 43 0 4 39 43 0

% 9.3 90.7 100 0 9.3 90.7 100 0
Max Kisman f 3 30 33 0 3 30 33 0

% 9.1 90.9 100 0 9.1 90.9 100 0
Niklaus Troxler f 175 282 457 0 175 282 457 0

% 38.3 61.7 100 0 38.3 61.7 100 0
Peter Bankov f 29 57 86 0 30 56 86 0

% 33.7 66.3 100 0 34.9 65.1 100 0
Philippe Apeloig f 112 3 115 0 112 3 115 0

% 97.4 2.6 100 0 97.4 2.6 100 0
Stefan Sagmeister f 16 12 28 0 16 12 28 0

% 57.1 42.9 100 0 57.1 42.9 100 0
Stephan Bundi f 34 29 63 0 34 29 63 0

% 54 46 100 0 54 46 100 0

f 277 201 477 1 277 201 477 1
Uwe Loesch

% 57.9 42.1 99.8 0.2 57.9 42.1 99.8 0.2
Volkan Olmez f 0 28 27 1 1 27 27 1

% 0 100 96.4 3.6 3.6 96.4 96.4 3.6

f 1113 1006 2112 7 1115 1004 2112 7

Total
% 52.5 47.5 99.7 0.3 52.6 47.4 99.7 0.3

Table 5 indicates that imprints were present in 47.5% of the posters and absent in 52.5%. Usage
varied substantially by designer: Luba Lukova (90.7%) and Max Kisman (90.9%) included imprint
information in most of their posters, whereas Erich Brechbiihl (6.0%) and Philippe Apeloig (2.6%) did
so rarely. Biilent Erkmen (57.9%) and Uwe Loesch (42.1%) occupied intermediate positions. Poster
titles appeared in only 0.3% of the full sample, while designer names appeared in 47.4%. The
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pronounced variation suggests that imprint use is shaped by individual design practice and differing
approaches to visual hierarchy, minimalism, and portfolio presentation.

Table 6. Cross-tabulation of designer by poster dimensions, country information, and additional

information.
Designer Poster dimensions Country .Addmm{al
information
No Yes No Yes No Yes
. f 3138 0 306 12 288 30
Billent Erkmen 4/ 100 0 96.2 3.8 90.6 9.4
. o f 150 0 149 1 142 8
Erich Brechbiihl o/, 0 99.3 0.7 94.7 53
Erman Yilmaz i 67 0 66 I 60 7
% 100 0 98.5 15 89.6 10.4
Fons Hickmann . T 207 0 202 5 153 54
% 100 0 97.6 2.4 73.9 26.1
Henning f 28 0 28 0 23 5
Wagenbreth % 100 0 100 0 82.1 17.9
f 18 0 18 0 15 3
Jonathan Barnbrook,, 100 0 100 0 833 16.7
f 3 0 43 0 43 0
Luba Lukova % 100 0 100 0 100 0
. 33 0 32 1 17 16
Max Kisman % 100 0 97 3 515 485
. f 457 0 284 173 233 224
Niklaus Troxler 5~ 100 0 62.1 37.9 51 49
86 0 86 0 53 33
Peter Bankov % 100 0 100 0 61.6 38.4
. G 115 0 112 3 114 1
Philippe Apeloig 100 0 97.4 2.6 99.1 0.9
. 28 0 25 3 13 10
Stefan Sagmeister o~ 100 0 89.3 107 643 35.7
. 63 0 62 1 44 19
Stephan Bundi o7 100 0 98.4 1.6 69.8 302
f 477 1 473 5 407 71
Uwe Loesch % 99.8 02 99 1 85.1 14.9
. f 28 0 28 0 2 6
Volkan Olmez 5/ 100 0 100 0 78.6 214
Totall 2118 1 1914 205 1632 437
"% | 99.96 0.04 90.3 9.7 77.0 23.0

Table 6 shows that poster dimensions were almost universally absent: only one poster, by Uwe
Loesch, included them (0.2% of his sampled posters). Country information appeared in 205 posters
(9.7% of the total), with Niklaus Troxler accounting for 173 cases (37.9% of his posters). Additional
information was more variable and appeared in 487 posters (23.0%): Niklaus Troxler included it in 224
posters (49.0%), Max Kisman in 16 (48.5%), and Peter Bankov in 33 (38.4%). These differences
indicate substantial variation in the extent to which designers use imprints to provide contextual and

supplementary information.

Evaluation of Poster Designs Based on Imprint Information

This section evaluates the sampled posters from the perspective of visual communication and
imprint information. It identifies problems in the relationships among content, meaning, message, and
imprint. As Table 7 shows, 2095 posters (98.9%) presented no identified problem, whereas 24 (1.1%)
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showed deficiencies, chiefly insufficient information about the purpose and circumstances of
production.

Table 7. Problems in the relationships among poster content, meaning, message, and imprint

information.
Issue identified Frequency (f) Percentage (%)
No 2095 98.9
Yes 24 1.1
Total 2119 100.0

Table 7 shows that 2095 poster designs (98.9%) contained no deficiencies in their imprint
information, whereas 24 posters (1.1%) exhibited deficiencies. These deficiencies were primarily
associated with the insufficient provision of information related to content, meaning and message in the
imprint, particularly concerning the underlying purpose and rationale of the poster designs.

Table 8. Distribution of identified problems by designer.

Designer Issue identified
No Yes
Biilent Erkmen EA) 391 77 0%3
Erich Brechbiihl EA) 1921 z
Erman Yilmaz E o 8?1 1 f 9
Fons Hickmann EA) %8(7) 8
Henning Wagenbreth E 7 926?4 3%6
Jonathan Barnbrook E v 924 5%6
Luba Lukova EA) 14 ()30 8
Max Kisman EA) 13()3() 8
Niklaus Troxler EA) T(S)Z) 8
Peter Bankov EA) 18()6() 8
Philippe Apeloig EA) 91911 0%9
Stefan Sagmeister EA) 12()8() 8
Stephan Bundi E e 16030 8
Uwe Loesch £A1 ;9756 0%4
Volkan Olmez ;} 926?4 3%6
Total £A1 29(;;995 1241

Table 8 shows that 24 posters exhibited problems in the relationship among content, meaning,
message, and imprint information. Nine were designed by Erich Brechbiihl and eight by Erman Yilmaz;
the remaining seven were distributed among six other designers.
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Among the 2119 posters displayed on the 15 designers' websites, 24 problematic cases were
identified. The appendix lists each case by designer, poster title, and access link.

Table 9. Communication problems in the sampled posters: production rationale and message

ambiguity.
Designer Number of Posters T
Communication issue
posters
Biilent Erkmen 1 Seoul Insufficient contextual
information.
Erich Brechbiihl Too Big for Germany, Don't
Forget to Vote, Celebrate Our
9 Plinet, Mina, Time to Act, The message dep end§ on web-
Solidarity Flag, Combo based information.
Combo, Sanna, Rio
Erman Yilmaz Bosch Motivational Posters 1
and 2, Yunus Emre, Decay, The relationship between the
8 CreativeMix, Disobedient, client and the theme is
Savior, I Feel Free with My insufficiently clear.
Letters
Henning 1 Public bikes The institutional or commercial
Wagenbreth connection is unclear.
Jonathan 1 Just my tpye poster The work's status as a poster is
Barnbrook unclear.
Philippe Apeloig 1 L’identifiant The message depends on web-
based information.
1Q, IQ NEG The theme cannot be
Uwe Loesch 2 understood without verbal
information.
Volkan Olmez 1 Unnamed The production rationale is
unclear.
Total 24

Table 9 shows that the 24 posters present communication problems related primarily to unclear
production rationales and ambiguous messages. In many cases, the message could not be interpreted
independently because essential contextual information was available only online. The largest numbers of
problematic cases occurred in the work of Erich Brechbiihl (n = 9) and Erman Yilmaz (n = 8). Brechbiihl's
examples rely heavily on web-based information, reducing their capacity to communicate autonomously. In
Yilmaz's examples, the relationship between client and theme is insufficiently explicit, making the production
rationale difficult to infer. The posters by Biilent Erkmen, Jonathan Barnbrook, and Volkan Olmez exhibit
unclear context, ambiguity concerning the status or identity of the work, or an indeterminate production
rationale. Henning Wagenbreth's example does not clearly communicate its institutional or commercial
connection, while the examples by Uwe Loesch and Philippe Apeloig require supplementary verbal or web-
based information for their themes to be understood.
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Table 10. Classification of the identified communication problems.

Problem category Description Posters
Unclear production Seoul, Too Big for Germany, Mina, Time
rationale The purpose and production to Act, Combo Combo, Sanna, Rio, Decay,
context of the poster are unclear. Savior, I Feel Free with My Letters,
Unnamed
Potential theme The formal structure permits Don't Forget to Vote, Celebrate Our
misinterpretation multiple interpretations of the Planet, Solidarity Flag, L identifiant, 10,
theme. 10 NEG
Weak institutional The institutional or commercial Public Bikes, Bosch Motivational Posters
connection relationship is not clearly 1 and 2, CreativeMix, Disobedient
communicated.
Unclear event context The event for which the poster Yunus Emre
was designed is unclear.
Ambiguity regarding It is unclear whether the work is Just My Type Poster
design type intended to function as a poster.

Table 10 groups the identified problems into five categories. "Unclear production rationale' refers to
the absence of information about why and in what context a poster was created. Potential theme
misinterpretation' describes formal structures that permit readings inconsistent with the intended theme.
'Weak institutional connection' denotes an insufficiently visible relationship between the poster and the
institution, client, or brand it represents. “Unclear event context” applies when the event for which a poster
was produced cannot be identified. Finally, “Ambiguity regarding design type” describes cases in which the
layout does not clearly establish that the work is a poster. Across these categories, a weak relationship
between content and form reduces the clarity of the message.

Tables 9 and 10 indicate that most of the identified problems arise from insufficient verbal or
contextual information. The absence or inadequacy of imprint information therefore constitutes a

significant communicative limitation.

Table 11. Missing imprint elements and their significance in problematic posters.

Imprint element

Importance

Designer’s name/surname

Identifies the designer and supports attribution,
copyright-related documentation, and academic

citation.
Year of design Establishes historical and chronological context and
supports documentation and archiving.
Year of design Establishes historical and chronological context and

supports documentation and archiving.

Poster dimensions

Records the poster's physical format and supports
accurate printing, reproduction, and exhibition.

Country

Identifies the geographic context of production and
supports visual-culture research.

Additional information

Provides contextual and technical detail and
supports accurate interpretation of content,
meaning, and message.

Table 11 demonstrates that missing imprint information can create gaps in poster identity, meaning,
message, documentation, archiving, visual-culture research, copyright attribution, and academic citation.
Standardizing the information presented on the poster itself can support accurate identification and strengthen
the poster's communicative function as a coherent whole.
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Discussion and Conclusion

The findings reveal substantial quantitative and qualitative deficiencies in the imprint
information presented on the posters, underscoring the need for standardization. A standardized imprint
can support the accurate and consistent communication of poster identity. In many examples, identifying
information was absent from the poster and available only on the designer's website. This separation
weakens the poster's capacity to function as an independent information carrier and increases the risk of
incomplete or inaccurate representation across media. Presenting standardized information on the poster
itself would reduce these risks.

The absence of imprint information from 52.5% of the 2119 posters has important implications
for identity, attribution, professional ethics, archiving, and documentation. It also weakens the poster's
communicative value as a cultural artifact. When imprint information is treated as a routine addition
applied only at the end of the design process, its role in articulating authorship and production context
is diminished. The findings therefore suggest that imprint information should be regarded as a
substantive component of poster design rather than as a secondary detail.

A further significant finding is that 99.7% of the posters did not include a title. Without a title
in the imprint, the poster becomes more difficult to identify, archive, and document, and its name may
vary across catalogs, books, exhibitions, and websites. Including the poster title as a standard imprint
element would reduce these inconsistencies.

Designer identification was the most common imprint element, appearing on 47.4% of the
posters. The year of design appeared on 10.9%, while poster dimensions appeared on only 0.04%. Yet
the year is important for tracing a designer's production chronologically and for archival practice, and
dimensions are essential for understanding the poster's physical form and reproducing it at the correct
scale. The limited presence of these elements shows that the criteria defining poster identity are not
addressed consistently. Standardization would help preserve the poster's informational and
communicative value.

Designer-level comparisons reveal substantial variation in imprint use. For some designers, the
frequent inclusion of imprint information suggests that it is treated as an integral part of the composition;
for others, its near absence suggests that it is considered unnecessary on the poster itself. This variation
indicates a lack of professional consensus and reinforces the case for standardized guidance.

The 24 problematic posters show that communication difficulties often arise when the
production rationale is insufficiently conveyed and the message cannot be understood without additional
verbal information. Standardized imprint information would not eliminate every interpretive problem,
but it could reduce ambiguity by providing essential context.

A poster should enable its intended message to be perceived accurately and effectively.
Accordingly, both visual and verbal elements within its typographic language must remain legible.
Because the imprint usually occupies a small area, its size, typeface, weight, spacing, contrast, and
placement require particular attention. As a communicative element, the imprint identifies both the work
and its designer; its readability is therefore central to its function.

Both serif and sans-serif typefaces may be used for imprints set in uppercase, lowercase, or a
combination of the two. The anatomical structure of the selected letters should remain distinguishable
at the intended size. When a family offers light, regular, medium, and bold weights, regular or medium
may be preferable if the lighter styles are too thin and the heavier styles too dense. Italics may also
reduce legibility at small sizes. Although sans-serif typefaces often perform well in compact imprint
settings, the suitability of any typeface depends on its design, size, spacing, contrast, and production
conditions.
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The study foregrounds the semantic dimension of the imprint and its significance at both
theoretical and regulatory levels. A standardized poster imprint can serve as a reference point for
locating the work within visual culture, particularly in relation to archiving, documentation, attribution,
copyright-related information, and professional ethics. It can also support scholarly and visual-culture
research.

Insufficient explanation of a poster's purpose, whether in the composition or in the imprint, can
create communication problems and lead viewers to misinterpret the intended content and message.
Imprint standardization, adapted to the visual language of the poster, can provide essential contextual
information and support the accurate transmission of the work to future audiences.

A standardized poster imprint may include the following elements:
1. Poster title

2. Designer's name/surname

3. Month of design

4. Year of design

5. Poster dimensions

6. Country

7. Additional information

The specific combination of elements may vary according to the poster's visual approach and
the social, cultural, or commercial conditions of its production. The following criteria should
nevertheless guide decisions about imprint content.

Poster title: In the present sample, 99.7% of posters lacked a title in the imprint, a deficiency
that weakens identification. Unless commercial considerations require otherwise, the full poster title
should be included to prevent inconsistent or incorrect naming across platforms and documents.

Designer’s name/surname: Some posters include only a first name or surname, while others
provide both. Unless commercial considerations require otherwise, the designer's full name should be
stated to ensure clear attribution.

Month of design: Including the month can help researchers trace the chronological
development of a designer's practice, particularly when many posters are produced within a single year.
The month may precede the year, as in “October 2026”.

Year of design: Posters produced for time-specific cultural events often incorporate the year
into their visual language. Even so, the year of design should be included in the imprint, especially when
a work is exhibited or reproduced in later years. The same principle applies to socially oriented posters.

Poster dimensions: Posters are produced in various formats and may be reproduced through
offset printing, screen printing, or digital processes. Recording dimensions supports accurate
reproduction and exhibition.

Country: Country information appeared on only 9.7% of the sampled posters. Because
designers may work across multiple geographic contexts, this information can help prevent
misidentification and support comparative visual-culture research. Its inclusion may remain optional
depending on the poster's purpose.

Additional information: This field may include a description of the poster, the designer's mark,
a copyright symbol, dates and addresses, printing technique, paper grammage, or other contextual and
technical details. For the 24 problematic cases identified in this study, a concise explanation of the
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production rationale or content-message relationship would have reduced the likelihood of
misinterpretation.

Additional considerations for imprint standardization include the following:

1. Posters presented on designers' websites should be available at sufficient resolution and
display size to permit the reading of small imprint text. Low-resolution files and small previews can
obscure both visual detail and typography.

2. When the imprint contains extended explanatory text, sentence case or lowercase letters are
generally preferable to long passages in all capitals, which can reduce word-shape recognition and cause
visual fatigue.

3. Imprint text should contrast sufficiently with its background. Similar tonal values can reduce
visibility and make the information difficult to locate and read.

4. Adequate line spacing improves the readability of multi-line imprint text. Insufficient leading
can make the text appear congested and reduce access to information.

5. When posters are scanned or photographed for online presentation, color accuracy, resolution,
and pixel quality should be checked to ensure that small imprint text remains legible.

6. Spelling and grammar should be verified carefully. Linguistic errors can undermine both the
designer's credibility and the poster's effectiveness as a professional and reliable document.

7. Typeface and size should be selected with the needs of the target audience in mind. Very
small type and low-legibility letterforms may hinder access for children whose reading skills are still
developing and for older viewers who may experience age-related changes in vision. Clear typefaces at
an appropriate scale help ensure that imprint information can be read by a broad audience.

8. Although explanatory imprint information may be available on a designer's website, websites
can be altered or taken offline. Including essential information directly on the poster provides a more
reliable basis for long-term documentation and archiving.

Standardizing the imprint on the poster itself is essential to its communicative, archival, and
informational functions. Without a consistent framework, the rationale for production, attribution,
copyright-related information, and technical specifications may be omitted or presented inconsistently,
leading to misinterpretation. Typographic standardization can preserve the integrity and professional
authority of the design and strengthen the poster's role within visual culture and communication.
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Appendix. Designer, poster title, and access link for the 24 posters identified as problematic.

No Designer Poster title Poster URL

1 Biilent Erkmen Seoul https://bek.com.tr/isler/afis/berlin-790
2 ngr]ifnf;r https://erichbrechbuhl.ch/too-big-for-germany
3 Don't Forget to Vote https://erichbrechbuhl.ch/dont-forget-to-vote
4 Celebrate Our Planet https://erichbrechbuhl.ch/celebrate-our-planet
5 . . Mina https://erichbrechbuhl.ch/mina
6 Erich Brechbiihl Time to Act https:/3erichbrechbuh1.ch/time—to-act
7 Solidarity Flag https://erichbrechbuhl.ch/solidarity-flag
8 Combo Combo https://erichbrechbuhl.ch/combo-combo
9 Sanna https://erichbrechbuhl.ch/sanna
10 Rio https://erichbrechbuhl.ch/rio
1 Bosch Motivational

Poster 1
12 Bosch Motivational

Poster 2
13 Yunus Emre
14 Erman Yilmaz Decay http://ermanyilmaz.com/poster/
15 CreativeMix
16 Disobedient
17 Savior
13 I Feel Free with My

Letters

19 Wliggﬁllarf th Public Bikes https://www.wagenbreth.de/projekt.php?nummer=215
20 gg:ﬁ;?jgk Just My Type Poster https://barnbrook.net/projectcategories/posters/
21 | Philippe Apeloig L’identifiant https://apeloig.com/project/lidentifiant/?lang=en
22 1Q http://www.uweloesch.de/pages/ig.html
23 Uwe Loesch IQ NEG http://www.uweloesch.de/pages/iq_neg.html
24 Volkan Olmez Unnamed https://volkanolmez.com/
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Afis Tasariminda Kiinye Bilgilerinin Standardizasyonu

Giris

Gorsel iletisim araclart olarak afisler, mesajlar1 hedef kitleye aktarmayi amaglar. Afis
tasariminda icerik ve bi¢im birligi, verilmek istenen mesajin vurgulanmasina hizmet eder. Lehimler’e
(2023a) gore bir afis; tipografi, geometrik bigimler, fotograf, illiistrasyon, logo, isaret, simge ve renk
gibi farkli niceliklerde kullanilan gesitli grafik unsurlari biitlinlestirir ve bu unsurlarin her biri genel
gorsel mesaja ve iletisimsel etkiye katkida bulunur (s. 4351). Bu unsurlar arasinda kiinye, diizen
icerisindeki tipografik bir bilesen olarak islev goriir. Bilgilendirici rolii dogrultusunda kiinye hem
tasarimciy1 hem de afisin kimligini tanimlayan bilgiler sundugundan 6nemli bir tasarim unsurudur. Bu
dogrultuda arastirma, afis tasarimindaki kiinye bilgilerinin standardizasyon agisindan nasil
degerlendirilebilecegine odaklanmaktadir.

Yaratic1 bir diisiinceye dayanan tasarim, bilgi tasiyan bir mesaj aracilifiyla etkili iletisim
kurmay1 amaglar. Chimero’ya (2012) gére mesaj, iletilecek bilginin ya da bir arastirma araciligiyla ifade
edilen diisiincenin oziidiir (s. 49). Bu baglamda Lupton (2004), giiclii bir tasarim fikrinin tasarim
kararlarina yon veren ve arastirmanin gelisim dogrultusunu belirleyen bir ¢erceve sundugunu vurgular
(s. 172). Tasarim fikri 6ziinde anlamin kurulmasini igerir; bu siireg ise igerik ile bigim arasinda dinamik
bir etkilesim gerektirir. Milani’nin (2006) belirttigi iizere yalnizca bicime odaklanmak bazi ¢oziimler
iiretebilse de icerik olmadiginda tasarimi eksik birakir; yalnizca igerige yogunlasmak ise tekdiize bir
tasarimla sonuglanabilir (s. 26). Dolayisiyla etkili tasarim, fikir, igerik ve bigim arasindaki dengeli
etkilesim yoluyla mesajin basariyla iletilmesini saglar.

Afig tasarirminda igerik ve bi¢cim birbirinden ayr1 ya da karsit kavramlar olarak
degerlendirilemez; icerik bi¢ime isaret eder, bigim ise igerigi yansitir ve birlikte afisin yapisini olusturan
temel unsurlari meydana getirir (Lehimler, 2023b, s. 563). Bu nedenle tasarim siireci boyunca igerik ile
bigim arasindaki dengenin korunmasi esastir. Icerigi dogru bicimde yansitan bir bigim, tasarimimn
anlamimi gii¢lendirir ve gelisimine yon verir (Landa, 2014, s. 160); ancak anlam hig¢bir zaman bi¢imin
oniine ge¢cmemelidir (Troxler, 2004, s. 110). Bu dinamik etkilesim, tasarimcilarin afig icerisinde
neredeyse sinirsiz anlamlar iiretmesine olanak tanir ve afisin tasidigi mesaj araciligiyla etkili iletisim
kurmasini saglar. Bundi (2011), afisin genis ve farklilagmis bir kitleye bilgi aktarabilen son derece
demokratik bir ara¢ oldugunu belirtir (s. 46). Bu bilgilendirici islev, kiinyenin rolii géz Oniinde
bulunduruldugunda 6zellikle onem kazanmaktadir.

Arastirma, afis tasarimindaki kiinye bilgilerini igerik—bigim iligkisi baglaminda sistematik
bigimde incelemekte; literatiire kiinye standardizasyonuna yonelik 6zgiin bir yaklasim sunmakta ve afis
tasariminin bilgilendirici iglevini hem kuramsal hem de uygulamali agidan goriiniir kilmaktadir.

Kiinye Kavramimin Grafik Tasarim Uriinlerindeki Yeri ve islevi

Arapca kokenli “kiinye” sozciiglinlin sozliik anlami, “bir kimsenin ad1, soyadi, iilkesi, dogum
tarihi, meslegi vb. bilgileri gosteren kayit”tir (Tirk Dil Kurumu, 2019, s. 1560). Tasarim
terminolojisinde kiinye; biilten, faaliyet raporu, brosiir, katalog, fanzin, dergi, kitap, afis, grafiti, albiim
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veya kartpostal gibi bir grafik tasarim iirlinliniin kimligini olusturan bilgileri ifade eder. Bununla birlikte
bir tasarimin kiinyesinde yer alan ayrintilar, iiriiniin niteligine gore degisebilir. Ornegin kitap, kartpostal
veya afis kiinyelerinde tasarimin igerigine ve amacina gore farkli agiklayici ifadeler ve climle yapilar
kullanilabilir.

KARTPOSTAL

KITAP AFis
Sekil 1. Basili mecralarda kiinye drnekleri (Yazarin kisisel arsivinden).

Sekil 1’de gosterilen her bir tasarim ylizeyindeki bibliyografik bilgiler ¢izgilerle isaretlenmistir.
Bir kitabin ilk ya da son sayfalarinda yer alan kiinye; yaymin adi ve numarasi, yazarin veya editoriin adi
ve soyadi, telif hakki bildirimi, © simgesi, kapak ve sayfa tasarimi, dizgi, renk ayrimi, baski ve ciltleme,
yayinevinin adi ve adresi, kdgit 6zellikleri, ISBN, yayin yili ve diger ek bilgiler gibi ¢esitli unsurlar
igerebilir. Bununla birlikte kiinyenin kapsami tasarima gore degisiklik gosterebilir. Tasarim igerigine
bagli kiinye ¢esitliligine “Modern Art Despite Modernism” ve “Windfall Light: The Visual Language of
ECM” 6rnek olarak verilebilir. Museum of Modern Art (MoMA) tarafindan yayimlanan “Modern Art
Despite Modernism” kitabimin i¢ kapagini izleyen kiinye sayfasinda baslik, yazar, tarih, yayinevi, ISBN,
sergi baglantisi, © igareti ve MoMA sergilerine iligkin agiklayici bir not bulunmaktadir (Robert, 2000,
S. 2). “Windfall Light: The Visual Language of ECM” kitabinin sonunda yer alan kiinyede ise baslik,
editor, konsept, yayimn kurulu, fotograf aragtirmasi, ¢eviriler, tasarim, prodiiksiyon, litografi, baski ve
ciltleme, © isareti, tarih, yayinevleri, internet adresi, kitaba iligkin agiklayici notlar, basim {ilkesi ve
ISBN bilgileri yer almaktadir (Miiller, 2010, s. 448). Kartpostallarin arka yiiziinde bulunan kiinye; eserin
basligi, yaraticinin adi ve soyadi, oOlgiiler, teknik, iiretim yili veya kartpostalin tasarlanma amaci gibi
aciklayici bilgileri igerebilir. Fear of God baglikli kartpostalin arka yiiziindeki kiinyede tasarimin basligi,
tasarimcinin adi ve soyadi, 6lgiiler ve iiretim yili bulunmaktadir (Tuncay, 2007).

Farkli grafik tasarim iiriinlerinde agiklayici bilgiler sunan kiinye, afis tasariminda da énemli bir
iletisim unsurudur. Bir afisin kiinyesi, tasarimin bi¢imine ve mesajina baglh olarak farkli metinsel
icerikler barindirabilir. Bu bilgilerin kullanimi biitiiniiyle tasarimcimin tercihine baghdir; ancak
miisteriler de afis kiinyesinde hangi bilgilere yer verilecegini etkileyebilir. Bir afis kiinyesi; © isareti,
tasarim ibaresi, afis tiirii, tasarimcinin adi ve soyadi, tasarim yili, afig basligi, dlciiler, monogram, kagit
ve baski bilgileri ya da tasarima iligkin kisa bir agiklama gibi ¢esitli bilgiler i¢erebilir. Dolayisiyla kiinye,
tasarima bagli olarak igerigi uyarlanabilen ve hem tasarimciya hem de afise iliskin temel bilgileri
ozetleyen bir unsurdur?.

Afis Tasariminda Kiinyenin Tipografik Diizeni ve Konumlandirilmasi

Bir afisteki kiinye, tipografik unsurlar araciligiyla olusturulur. Bilindigi lizere tipografi, grafik
tasarimin temel bilesenlerinden biridir. Ambrose ve Harris (2009), tipografinin yazih bir diisiinceye
yalmzca gorsel bigim kazandirmakla kalmay1p tasarim igerisindeki karakterini ve iletigimsel etkisini de

2 Afis, propaganda afisleri, grafik tasarim ve gorsel iletisim alanindaki farkli calismalar igin ayrica bk. Deveci ve Giizel (2018),
Tasdan Dogan ve Tarakcioglu (2018), Palaz ve Akbaba (2018), Eminova (2020), Siiar Oral (2020), Ozaltun (2022), Isik ve
Dar1 (2023), Tarlakazan ve Tarlakazan (2023), Tarlakazan (2025), Duman ve Sun Ipeksen (2013), Akkaya (2013), Ozgisi
(2013), Ozpercin (2013), Kocaman (2014), Ceylan ve Ceylan (2015), Yildirim (2015), Mercin ve Emektar (2016), Gokgearslan
(2016), Erdil (2017), Ozmutlu (2020), Sezer ve Kahraman (2021), Aydogan (2025), Yerkdy (2020).
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sekillendirdigini vurgular (s. 38). Tasarimin metinsel igerigine karakter kazandiran tipografi, afiste
basligin goriiniirliigiini belirleyen temel tasarim unsurlarindandir. Tipografi, afis basliginin okunabilir
ve anlasilir olmasini saglar. Afiste sinirl bir alan kaplayan basligin konumu, kompozisyon yaklasimina
bagl olarak degisebilir.

AFis

Sekil 2. Afis tasariminda kiinye unsurlarinin kullanimina iliskin yaygin uygulamalar (Yazarin kisisel
arsivinden).

Sekil 2’de, sinir cizgileriyle tanimlanan alt1 afis ylizeyindeki kiinye bilgileri cizgilerle
gosterilmistir. Ozgiin afislerde kiinye bilgisi ¢ogunlukla sag alt koseye yakin konumlandirilmakta, tek
satir halinde diizenlenmekte ve asagidan yukariya dogru okunmaktadir. Bununla birlikte afigin
kompozisyon yaklasimina gore kiinye; sol alt kosede yukaridan asagiya, sag alt kosede soldan saga
okunacak bicimde ya da tasarimcinin tercihine baglh olarak alt bdliimde ortalanmis sekilde de yer
alabilir. Tasarim kavramina gore kiinye, afisin dig kenarlar1 boyunca dikey, yatay veya ¢apraz bigimde
de konumlandirilabilir.

Kiinye, afis iizerinde izleyiciye bilgi aktaran hem tipografik bir unsur hem de bir iletigim aract
olarak islev goriir. Genellikle tek bir yazi karakteri ve kiiciik puntoyla diizenlenen kiinye, tasarimin
kimligini tamimlayan bilgileri igerir (Garfield, 2011). Giincel tasarim anlayisinda font, ¢ogunlukla bir
yazi karakterinin dijital ya da bilgisayar ortamindaki bi¢imi olarak kabul edilir. Tek bir yaz1 karakteri,
kalin, italik, daraltilmig veya yari kalin italik gibi agirlik ve bigem bakimindan kii¢iik farkliliklar
gosteren birden fazla font icerebilir; bu da tasarimciya gorsel hiyerarsi ve metnin ifade &zellikleri
iizerinde ayrintili kontrol saglar (s. 40). Punto biiyiikliigii (karakter yiiksekligi), bir yazi1 karakterinde
taban ¢izgisinden biiylik harfin iist noktasina kadar olan 6l¢ii birimidir. Anatomik yapilar1 farkl yazi
karakterleri ayni punto degerinde goriinse de gorsel algr bakimindan belirgin dlgiide farklilasabilir.

Type Type

Calibri Arial
Sekil 3. Ayn1 punto degerindeki Calibri ve Arial yazi karakterleri (Yazarin kisisel arsivinden).

Sekil 3’te Calibri ve Arial yazi karakterleri ayni1 punto degerinde gosterilmektedir. Ancak ayni
punto degerine sahip olmalarina ragmen Arial, Calibri’den daha biiylik goriinmektedir. Bu algisal
farklilik, iki yazi karakterinin anatomik yapilarinin farkli olmasindan kaynaklanir. Bu ayrim, afis
izerinde smirl bir alanda metinsel bilgi tasiyan kiinye acisindan 6nemlidir. Tasarim i¢in segilen yazi
karakterine gore afis kiinyesi 10, 12, 14, 16 punto veya daha biiyiik degerlerde diizenlenebilir. Kii¢iik
puntoyla hazirlanan kiinye az yer kaplamakta, ancak yalnizca yakin mesafeden okunabilmektedir. Bu
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nedenle tasarimcilar, kiinye metninin punto degerini belirlerken okunabilirlik OSlgiitlerini dikkate
almalidir.

Afis Kiinyesinde Okunabilirlik Sorunlari

Tipografik okunabilirlik agisindan kiinye, tasarim siirecinde oncelik verilmesi gereken bir
iletisim unsurudur. Kiinye metninin kolayca anlasilabilmesi ancak okunakli bir yazi karakteri ve uygun
punto secimiyle miimkiindiir. Heller ve Anderson (2016), tasarimda okunabilirligin dogru tipografik
uygulamalarla saglanabilecegini; okunaksizligin ise zayif tipografik uygulamay1 gosterdigini belirtir (s.
41). Bu nedenle afis kiinyesinde Garamond veya Times New Roman gibi tirnakl yazi karakterleri yerine
Univers ya da Helvetica gibi tirnaksiz yazi karakterlerinin kullanilmast metnin okunabilirligini artirir.
Kiigiik puntoyla koyu bir zemin {izerinde tirnakli yazi karakteri kullanildiginda kiinye zor okunabilir
hale gelebilir ve aciklik sorunlari olusabilir.

TT

SERIF SERIFsiz

Afis adi, Tasarimer ad1 ve soyadi, Boyut, Yil
Afis adi, Tasanmci adi ve soyadi, Boyut, Yil

AFI$ ADI, TASARIMCI ADI VE SOYADI, Boyut, YIL
AFi$ ADI, TASARIMCI ADI VE SOYADI, Boyut, YIL

Afis adi, Tasarimei adi ve soyadi, Boyut, Yil
Afis adi, Tasarimci adi ve soyadi, Boyut, Yil

AFIS$ ADI, TASARIMCI ADI VE SOYADI, Boyut, YIL

AFI$ ADI, TASARIMCI ADI VE SOYADI, Boyut, YIL

Sekil 4. Afis kiinye bilgilerinde kullanilan tirnakli ve tirnaksiz yazi karakteri 6rnekleri (Yazarin kisisel
arsivinden).

Sekil 4, tirnakli ve tirnaksiz yazi karakterleriyle tanimlanan kiinye bilgisi Orneklerini
gostermektedir. Seklin ilk bolimiinde “T” harfinin iki farkli bigimi {izerinden tirnakl ve tirnaksiz yazi
karakterlerinin anatomik farkliliklar1 gosterilmistir. Tirnaksiz yazi karakterlerinden farkli olarak tirnakli
harflerin uglarinda belirgin ¢ikintilar bulunur. Sekilde ayrica zit renk diizenlerine sahip iki afisteki kiinye
ornekleri yer almaktadir. Kiigiik ve biiyiik harflerden olusan ayni kiinye metni, beyaz ve kirmizi zeminler
iizerinde tirnakli yazi karakteri olarak Garamond, tirnaksiz yazi karakteri olarak Helvetica Neue ile
diizenlenmistir. Her iki 6rnek ayni punto degerinde olmasina ragmen tirnakli yazi karakteri hem beyaz
hem de kirmiz1 zeminde okunabilirlik sorunlar1 yaratmaktadir. Bu nedenle afis kiinyesinde tirnakli yazi
karakteri kullanilmasi metinsel icerigin okunabilirligini azaltabilir; 6zellikle kiiciik punto kullanimi
okumay1 daha da giiglestirebilir.

Kiinye bilgileri ¢ogu zaman smirli yaratici katki gerektiren ikincil bir tasarim unsuru olarak
algilanmakta ve genellikle afis liretiminin son agamasinda eklenmektedir. Bu asamada kiinye bilgilerinin
okunabilirligine yeterli 6zen gosterilmemis olabilir. Afis yiizeyinde izleyici tarafindan algilanamayan
bir gorsel kavram nasil okunabilirlik sorunu olusturuyorsa, okunamayan bir kiinye de benzer bir sorun
yaratir. Johnson (2002), bir diizen igerisindeki okunabilirlik degerlendirmelerinin, izleyicinin dikkatini
ilk anda g¢ekip ¢ekmemesine bakilmaksizin yiizeydeki tiim tasarim unsurlar i¢in gegerli oldugunu
savunur (s. 170). Bu nedenle afis kiinyesindeki harf ve sézciik araliklari uygun bigimde diizenlenerek
okunabilirlik saglanmalidir. Harfler birbirine fazla yaklastirildiginda metnin okunmas: giiglesir.
Ambrose ve Harris’e (2003) gore harf araliklari, harfleri olusturduklari sézciiklerden koparacak olciide
artirtlmamalidir (s. 66). Strizver (2006) de iyi araliklanmig bir yazi karakterinin ne fazla siki ne de fazla
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gevsek, dengeli bir yapida oldugunu belirtir (s. 61). Bu agidan afis kiinyesi i¢in yazi karakteri secilirken
harf araliklar1 bakimindan iyi tasarlanmis bir karakter tercih edilmelidir.

Afis adi, Tasarimci adi ve soyadi, Boyut, Yil
AFiS ADI, TASARIMCI ADI VE SOYADI, BOYUT, YIL

Afig adi, Tasanmci adi ve soyadi, Boyut, Yil
AFiS ADI, TASARIMCI ADI VE SOYADI, BOYUT, YIL

Afis adi, Tasarimci adi ve soyadi, Boyut, Yil
AFiS ADI, TASARIMCI ADI VE SOYADI, BOYUT, YIL

Sekil 5. Afis tasariminda kiinye bilgilerinin tanimladig1 bosluk yaklasimlar: (Yazarin kisisel
arsivinden).

Sekil 5, afis tasarimindaki kiinye metinlerinde kullanilan farkli bosluk yaklagimlarim
gostermektedir. Kiinyedeki biiyiilk ve kiiciikk harfler arasindaki bosluklar, metnin uzaktan
okunabilirligini 6nemli 6lgiide etkileyebilir. Sekil 5’in ilk iki satirinda asir1 araliklandirma, harf ve
sozciiklerin birbirinden kopuk gériinmesine neden olmaktadir. Ikinci siradaki sikigtirilmis aralik ise
kiinye metninin okunabilirligini azaltmaktadir. Ugiincii sirada kullamlan bosluk diizeni, okunabilirlik
agisindan en uygun yaklasimi temsil etmektedir. Bu nedenle afis tasarimindaki kiinye tipografisinde
harf, kelime ve vara satir aralarindaki bosluk anlayisina 6zen gosterilmelidir.

Bir afisin tipografik yaklagiminda kullanilan yazi karakteri cogu zaman kiinye bilgilerine de
yansitilir. Bu uygulama tipografik tutarliligi destekler ve afis tasariminin biitiiniinde ortak bir gorsel dil
olusturur. Secilen tipografik yaklagim, farkli afiglerde kiinye bilgileri i¢in kullanilan yazi karakterlerinin
degismesine yol agabilir. Bununla birlikte bazi tasarimcilar, birden fazla afis tasariminda ayni yazi
karakterini ve punto degerini kullanarak tutarlih@ korumaktadir. Ornegin Biilent Erkmen ve Niklaus
Troxler’in internet sitelerindeki afigler incelendiginde, her iki tasarimcinin bazi afislerinde ayni yazi
karakteri ve punto degerini kullandigi goriilmektedir. Ancak diizenli olarak afis tireten bir grafik
tasarimci, ayni ya da farkli yazi karakterleri ve punto degerleri kullansa da kiinye bilgilerindeki
sozciiklerin kolayca taninabilmesini saglamalidir. Mesajin okunabilir olmasi i¢in afisteki biitiin tasarim
unsurlar tutarl bir gorsel dili desteklemelidir. Pettersson’a (2015) gore bir mesaj, kolay okundugunda
ve izleyici tiim bilesenlerini rahatlikla algilayip ayirt edebildiginde iyi bir okunabilirlige sahiptir (s. 60).
Afis tasariminda hem biiyiik 6lgekli gorsel unsurlar hem de kiinye gibi kiigiik bilesenler, okunabilirligi
saglayacak punto degerleriyle diizenlenmelidir. Bu yaklagim afisin iletisimsel degerini gii¢lendirir.

Tasarim Standartlar1 Baglaminda Afis Kiinyelerinin Standardizasyon Gerekliligi

Mesleki uzlasiyla olusturulan ve genel olarak evrensel diizeyde kabul goren tasarim standartlari,
bir tasarim probleminin igerik, bigim, anlam ve mesaj bakimindan nasil yapilandirilmasi gerektigi
konusunda tasarimcilara yol gosterir. Blackburn’e (1976) gore bir kilavuz, tasarim probleminin hangi
sinirlar igerisinde ¢oziilebilecegini belirler (s. 8). Bu baglamda tasarim standartlari, tasarim siirecinde
islevsel ve etik acilardan hem sinirlayici hem de yonlendirici bir rol iistlenir. Tasarimcilar gorsel iletigsim
problemlerini, kabul gérmiis standartlar1 tasarim {irliniiniin baglami igerisindeki tasarim kavramiyla
uyumlandirarak ¢ozer. Bu asamada tasarim standartlar1 yaratici 6zgiirligii kisitlamaz; tersine gorsel
iletisim gerekliliklerini daha goriiniir héle getirir.

Gardufio Garcia’ya (2018) gore tasarim, 6zgiirliilk baglaminda amaglanan sonuca ulagmak i¢in
strateji  gelistirme eylemidir (s. 14). Tasarim Ozgirligii yaratici siiregte smirsiz anlamlarin
arastirtlmasina olanak tanirken tasarim standartlari, etkili iletisim igin tutarli bir gorsel dil saglayan
kurallara dikkat edilmesini gerektirir. Tasarimda standardizasyon, uygulanabilir tasarim standartlarim
gelistirmeyi ve iyilestirmeyi amaglar. Tasarim 6zgiirliigii ile standardizasyon arasinda tutarli bir iligki
kurulmasi, amaclanan mesajin iletisimsel islevini giliclendiren temel bir gereklilik olarak
degerlendirilebilir.

Turkish Studies, 21(O1



Standardization of Imprint Information in Poster Design 2599

Tasarim standartlari, her disiplin i¢in {iretilen tasarim tiriiniiniin gorsel iletisim amaglarina goére
farklilasir. Ornegin grafik tasarimda gegerli olan standartlar, i¢ mimarlik veya moda tasarimindaki
standartlardan ayrilir. Ayni disiplin igerisindeki farkli tasarim iiriinleri de farkli standartlara tabi olabilir.
Bu farkliliklar, belirli bir tasarim disiplini i¢inde iiretilen {irlinlere 6zgiin kimlikler kazandirir. Grafik
tasarim baglaminda tasarim standartlari; kitap, ambalaj veya afis tasariminin birbirinden nasil ayrildigi
iizerinden Orneklendirilebilir. Kitap tasariminda igerik ve islev, oncelikle grid sistemleri, tipografik
metin ve okunabilirlik gibi standartlara uyulmasmi gerektirir. Ambalaj tasariminda ise bigimdeki
hiyerarsik diizenin yam sira teknik, iiretimsel ve hukuki gerekliliklere iliskin standartlar dikkate
almmalidir. Afis tasariminda tasarim standartlari, mesajin hizli bigcimde kavranmasi i¢in gerekli bicimsel
ve teknik kosullar1 6ne ¢ikarir. Tasarim standartlarina uyum, tasarim {irliniiniin gelisimindeki kuramsal
ve islevsel boyutlar1 goriiniir kilar. Bu nedenle tasarim siirecinin tamaminda standartlarin dikkatle
degerlendirilmesi, mesajin iletisimsel degerini gii¢lendirir.

Bilimsel ve teknolojik gelismelere paralel olarak degisen algilama bigimleri, tasarim standartlari
agisindan yeni gereklilikler ortaya ¢ikarmaktadir. Bu durum, grafik tasarim disiplini igerisinde iiretilen
tasarim Uriinlerine iligkin standartlarin gesitlenmesine de yol agabilir. Bu baglamda arastirmanin konusu
olarak belirlenen afis tasariminda kiinye standardizasyonu, tasarim standartlar1 acisindan dikkat
¢ekicidir. Afig bir mesaj iletmeyi amagclarken kiinye afisin kimligini tanimlamaya odaklanir. Bu agidan
kiinye, afisin bigimsel dili igerisindeki siradan bir tasarim unsuru olmanin Stesinde dnemli bir iletigim
araci olarak islev goriir.

Tasarim etkinlikleri kapsaminda i¢ mekanlarda fiziksel olarak sergilenen afisler incelendiginde,
afisin yakiminda ve ¢ogunlukla sol, sag veya alt boliimde konumlandirilan etiket benzeri agiklayici
metinlerle karsilagilmaktadir. Bu metinler genellikle tasarimcinin adi ve soyadi, afisin basligi, liretim
yil1, dlciileri ve teknigi gibi bilgileri icerir ve sergi baglaminda afisin kimligini tanimlayan bir kiinye
islevi gorlir. Bununla birlikte bu bilgilerin, afig yiizeyinde yer alan kiinye ile her zaman tam olarak
ortiismedigi ve bilgi tutarsizliklarina yol agtigi goriillmektedir. Benzer bir durum tasarimcilarin kisisel
internet sitelerinde sergilenen afislerde de gozlenebilir. Tasarimcilar, afislerin yani sira arayiiz tizerinde
afis basligi, miisteri, iretim yili ve teknik ayrintilar gibi bilgileri iceren ve afis kiinyesi islevi géren
metinlere siklikla yer vermektedir. Bu metinlerle afig yilizeyindeki kiinye bilgileri arasindaki farkliliklar,
afisin kimligine iliskin belirsizlikler olusturabilir ve afis tasariminda kiinye standardizasyonunun
Onemini ortaya koyar. Bu anlamda afislerde kiinye standardizasyonu, bilgi sunumuna yonelik biitiinciil
bir yaklasim olarak degerlendirilebilir. Kiinye bilgilerinin agik¢a tanimlanmig standart bir ¢ergevede
sunulmasi, bilgi karmagasin1 6nlemeye ve afis kimliginin eksiksiz ve tutarli bigimde aktarilmasina katki
saglar.

Tasarimcilarin internet siteleri belirli 6l¢lide arsiv niteligi tasimaktadir. Bununla birlikte bu
sitelerin yayindan kaldirilmasi veya veri tabanlariin koétli amagli yazilimlara ve siber saldirilara agik
olmasi, ciddi bir bilgi kaybi riski dogurur. Bu baglamda tasarimci internet sitelerindeki kiinye bilgilerine
erisilememesi olasiligi, afig yiizeyindeki kiinyenin hem tasarimcimin hem de tasarimin kimligini
kurmadaki kritik roliinii ve standardizasyon gerekliligini ortaya koymaktadir. Haligoglu'na (2016) gore
kotii amagl yazilimlar, web ortaminda bilgi kaybina neden olabilir (s. 95). Bu nedenle afise iligkin
bilgilerin afis yiizeyinde standartlagtirilmis bir kiinye aracilifiyla sunulmasi, tasarimin yazarligin ve
kimligini korumak agisindan zorunludur.

Afis Yiizeyinde Kiinye Standardizasyonunun Onemi

Ergiiven (2021), tasarimeilarin daha iyi yasam standartlar1 olusturma sorumlulugu tagidigim ve
tasarim siirecinin her zaman agik bir plan ile iyi tamimlanmig hedefler gerektirdigini vurgular (s. 168).
Bu ¢ergevede afis yiizeyine standartlastirilmis bir kiinye eklenmesi yalnizca bigimsel bir unsur olarak
degil, afisin kimligini ve bilgilendirici islevini gliglendiren; boylece bilginin etkili bicimde iletilmesini
kolaylastiran bir mekanizma olarak iglev goriir. Afis ylizeyinde kiinye standardizasyonu; dogru ve tutarl
bilgi sunulmasi, tasarimin belgelenmesi ve arsivlenmesi yoluyla gorsel kiiltiire katki saglanmasi, telif
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hakkinin korunmasi ve etik sorumluluklarin yerine getirilmesi agisindan 6nemlidir. Van Eechoud’a
(2014) gore bir ¢calismanin telif hakki kapsaminda degerlendirilebilmesi i¢in 6zgiin olmas1 gerekir (s.
95). Bu baglamda 6zgiin bir afig lizerindeki standartlagtirilmis kiinye, yiizeyde kanit niteligi tastyarak
tasarimin telif hukuku kapsaminda korunmasim destekler.

Kiinye bilgilerinin standardizasyonu, etik c¢ergeve icerisinde afis kimliginin smirlarmi agik
bicimde belirler ve bilgilerin dogru ve eksiksiz algilanmasini saglar. Nelu Wolfensohn etigi, “gesitli
meslek alanlarindaki taraflarin uymasi ya da kaginmasi gereken davraniglar biitiini” olarak tanimlar (No
Tasarim 2, 2008, s. 70). Meslek etigine baglilik, asgari bir davranig standardina uyulmasini gerektirir
(Berman, 2018, s. 150). Bu cercevede etik, kiinye standardizasyonu bakimindan tasarimcilarin
kapsamimi ve sorumluluklarini belirleyen temel bir referans noktasi olarak degerlendirilebilir.
Dolayisiyla afis yiizeyindeki kiinye bilgilerinin diizeni ve igerigi, tasarimcinin izleyiciye dogru ve
ayrintil bilgi aktarmaya yonelik etik sorumlulugunun bir géstergesi olarak anlasilabilir.

Afiglerde kiinye standardizasyonu, tasarimda anlambilim kavrami agisindan da Onem tagir.
Massimo Vignelli (2009), tasarimin varolus gerekgesine uygun olarak her ayrintinin anlam ve amag
temelinde diisliniilmesi gerektigini vurgulayarak anlambilimin tasarimdaki 6nemini agiklar (s. 11). Bu
baglamda afis tasariminda kiinye standardizasyonu, afigin kimligine iliskin ayrintili anlamsal bilgiler
sunar ve afisin gorsel kiiltiir igerisindeki dogru konumunun belirlenmesini saglar. Ayrica afiglerde kiinye
standardizasyonu, afise iliskin bilgilerin farkli kaynaklarda yanlis veya eksik aktariimasimi dnlemeye
yardimect olur.

Tasarim ve tasarimci hakkinda birincil bilgi kaynagi olan kiinye, yazili ve gorsel aragtirmalara
katki saglar; ayrica bir catalogue raisonné ve arsiv referansi iglevi gorebilir. Kiinye, afig tasariminin
gelecek kusaklara dogru bicimde aktarilmasini saglama potansiyeline de sahiptir. “Bir gorsel sanat¢inin
eserlerini kapsamli bigimde ele alan calismaya ‘catalogue raisonné’ denir. Bir ¢alismanin ‘catalogue
raisonné’ olarak kabul edilebilmesi i¢in belirli bir konuya iligkin ayrintili bir eser listesi igermesi ve
iiciinci  kisileri bilgilendirmek amaciyla eserlerin ayrintili agiklamalarin1  sunmas1 gerekir”
(Karamustafa, 2012, s. 1). Catalogue raisonné kavraminin tasarimci liretimlerine uygulanmasi, afis
tasarimindaki kiinye uygulamalarinin standardizasyonunu da desteklemektedir.

Arastirmanin Amaci

Bu arastirmanin temel amaci, afis tasariminda kiinye bilgilerinin bulunma durumunu incelemek,
icerik ozelliklerini ¢6ziimlemek, kiinye tasariminda kullanilan tipografik tercihleri degerlendirmek ve
tasarimcilarin afiglerinde bu bilgilere ne Olglide yer vermeyi tercih ettiklerini belirlemektir. Bu
dogrultuda arastirmada asagidaki sorulara yanit aranmaktadir:

1. Afis tasariminda kiinye bilgilerine ne dl¢iide yer verilmektedir?
2. Afis tasarimu ile kiinye bilgileri arasindaki iliskide, 6zellikle anlam ve mesajin iletilmesi
bakimindan hangi sorunlar bulunmaktadir?

Yontem

Bu boéliimde arastirma modeli, 6rneklem ve kapsam, veri toplama siireci ve veri analizi ele
alinmaktadir.

Arastirma Modeli

Bu arastirma, dokiiman analizine dayali nicel ve nitel igerik analizi yOntemi {izerine
kurulmustur. Igerik analizi; metinlerden, gorsellerden ve anlam tastyan diger materyallerden sistematik
ve yeniden {iretilebilir ¢ikarimlar yapmayi amaglayan bir arastirma teknigidir (Krippendorft, 2013, s.
3). Alanka (2024), igerik analizini bireylerin yazili ve sozlii ifadelerinin sistematik bigimde
sayisallagtirilmasi ve kodlanmasi siireci olarak tanimlar (s. 69). Krippendorff (2013) ise icerik analizini,
metinlerin veya anlamli diger materyallerin kullanildig1 baglam hakkinda tekrarlanabilir ve gegerli
¢ikarimlar iiretmeyi amaclayan bir arastirma teknigi olarak tanimlamaktadir (s. 24). Dolayisiyla icerik
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analizi yalmizca verilerin siiflandirilmasini degil, anlamin ortaya cikarilmasini ve baglami igerisinde
yorumlanmasini da igerir. Lune ve Berg’e (2017) gore yorumlayict veri analizi, belirli icerik unsurlarina
gore diizenlendikten sonra metinde kullanilan ifadelerin kesin bi¢imini de dikkate almalidir (s. 186). Bu
baglamda arastirma, afislerde kiinye bilgisi kullanimina iligkin bigimsel ve igerik temelli gozlemleri
grafik verilerle destekleyerek sunmaktadir.

Arastirmada, afis tasarimlarindaki kiinye bilgilerinin varligi ve igerik ozellikleri dnceden
belirlenen kategorilere gore kodlanmis; veriler frekans ve yilizde dagilimlari iizerinden ¢ézlimlenmistir.
Bu uygulama, igerik analizinin nicel boyutunu olusturmaktadir. Ayrica icerik, anlam, mesaj ve kiinye
iligkisi bakimindan sorunlu oldugu degerlendirilen afisler yorumlayici (nitel) igerik analiziyle
incelenmis; boylece karma yontemli bir igerik analizi yaklagimi benimsenmistir.

Orneklem ve Kapsam

Arastirmanin orneklemini, farklt donemlerde ve cesitli tematik baglamlarda tasarlanmig 2119
afis olusturmaktadir. Afisler, diinyanin farkli bolgelerinde yasayan 15 grafik tasarimcinin internet
sitelerinden elde edilmis ve tarama yontemiyle incelenmistir. Arastirmaya dahil edilen tasarimcilar ile
internet siteleri Tablo 1°de sunulmaktadir.

Tablo 1. Arastirmada incelenen tasarimcilar ve internet siteleri.

No Tasarimel internet adresi

1 Biilent Erkmen https://bek.com.tr/isler/afis

2 Erich Brechbiihl https://erichbrechbuhl.ch/poster

3 Erman Yilmaz http://ermanyilmaz.com/poster/

4 Fons Hickmann https://fonshickmann.com/work/filter/poster/

5 Henning Wagenbreth https://www.wagenbreth.de/katalog.php

6 Jonathan Barnbrook https://barnbrook.net/projectcategories/posters/
7 Luba Lukova https://www.lukova.net/lukova-exhibitions-events
8 Max Kisman https://bykisman.com/product-categorie/print-nl-nl/
9 Niklaus Troxler https://troxlerart.ch/posters

10 Peter Bankov https://bankovposters.com/works/posters/

11 Philippe Apeloig https://apeloig.com/type/affiche/

12 Stefan Sagmeister https://sagmeister.com/work/

13 Stephan Bundi https://atelierbundi.ch/en/portfolio/poster-en/
14 Uwe Loesch http://www.uweloesch.de/poster.html

15 Volkan Olmez https://volkanolmez.com/

Tablo 1’e gore toplam 15 tasarimcinin internet sitesi incelenmistir. Arastirma; uluslararas 6lgekte
tammman tasarimcilarm (Erich Brechbiihl, Fons Hickmann, Niklaus Troxler, Philippe Apeloig, Stefan
Sagmeister, Stephan Bundi ve Uwe Loesch) yani sira Tiirkiye’den Biilent Erkmen, Erman Yilmaz ve Volkan
Olmez’in afislerini de kapsamaktadir. Tasarimcilarin tiim internet sitelerine cevrim igi olarak
erisilebildiginden, Tablo 1°de sunulan siteler kiinye kullaniminin incelenmesinde birincil veri kaynagi olarak
kullanilmistir.

15 grafik tasarimcinin internet sitelerinin incelenmesi sonucunda 2119 afis tasarimi
belirlenmistir. Bu tasarimlarin tasarimecilara gore dagilimi Tablo 2’de sunulmaktadir.
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Tablo 2. Aragtirmaya dahil edilen tasarimcilara gore afis dagilimi.

Tasarimel Frekans (f) Yiizde (%)
Biilent Erkmen 318 15,0
Erich Brechbiihl 150 7,1
Erman Yilmaz 67 3,1
Fons Hickmann 207 9,8
Henning Wagenbreth 28 1,3
Jonathan Barnbrook 18 0,8
Luba Lukova 43 2,0
Max Kisman 33 1,6
Niklaus Troxler 457 21,6
Peter Bankov 86 4,1
Philippe Apeloig 115 5,4
Stefan Sagmeister 28 1,3
Stephan Bundi 63 3,0
Uwe Loesch 478 22,6
Volkan Olmez 28 1,3
Toplam 2119 100

Tablo 2’ye gore afiglerin tasarimcilara gore dagilimi su sekilde yorumlanabilir: Aragtirmada toplam
2119 afis degerlendirilmistir. En fazla afis Uwe Loesch (478 afis, %22,6) ve Niklaus Troxler (457 afis,
%21,6) tarafindan tasarlanmig olup bu iki tasarimei birlikte 6rneklemin yaklasik %44’ tinii olusturmaktadir.
Bu yonilyle arastirmada en yiiksek temsil oranina sahiptirler. Onlar1 318 afigle (%15) Biilent Erkmen
izlemektedir. Orta diizeyde temsil edilen tasarimcilar Fons Hickmann (207 afis, %9,8), Philippe Apeloig
(115 afis, 9%5.,4) ve Peter Bankov’dur (86 afis, %4,1). Daha diisiik temsil oranina sahip tasarimcilar ise
Henning Wagenbreth (28 afis, %1,3), Jonathan Barnbrook (18 afis, %0,8), Luba Lukova (43 afis, %2,0),
Max Kisman (33 afis, %1,6), Stefan Sagmeister (28 afis, %1,3), Stephan Bundi (63 afis, %3,0) ve Volkan
Olmez’dir (28 afis, %1,3). Bu dagilim, bazi1 tasarimcilarin afislerinin 6rneklemde digerlerine gore ok daha
fazla yer aldigim gostermektedir. Ozellikle uluslararas: dlgekte tamnan tasarimeilarin afisleri drneklemin
6nemli bir boliimiinii olusturmakta ve afis analizleri igin temel veri kaynagi niteligi tasimaktadir.

Veri Toplama Siireci

Arastirmada kullanilan veriler, 6rneklem bdliimiinde belirtilen internet sitelerinden elde edilmistir.
Bu sitelerde yer alan afigler 20232025 yillan arasinda sistematik bigimde dijital ortamda arsivlenmis ve
ardindan analiz edilmistir.

Afiglerdeki kiinye bilgileri asagidaki alt1 6l¢ilite gore kodlanmistir:

Tasarimcinin adi/soyadi
Tasarim yil

Afis baghigi

Afis olgiileri

Ulke

Ek bilgi

Bu olgiitlerden en az birinin afis yilizeyinde bulunmasi “kiinye var” olarak kodlanmistir.
Veri Analizi Yontemi

Toplanan veriler igerik analiziyle ¢dziimlenmistir. icerik analizi kapsaminda hem nicel hem de
nitel incelemeler gerceklestirilmistir. Bu ¢ercevede farkli kiinye unsurlarinin goériilme sikligi, tipografik
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tercihler ve kiinyelerin afig iizerindeki konumlar1 gorsel ornekler {izerinden incelenmistir. Ayrica
tirnakli/tirnaksiz yazi karakteri tercihleri, punto degeri ve kiinye bilgilerinin yerlesimi arasindaki iliski;
okunabilirlik ve genel afis kompozisyonu bakimindan gorsel analizle degerlendirilmistir. Gézlem
stirecinde belirlenen temsili drnekler “Bulgular” béliimiinde ayrintili bigimde ele alinmistir.

Nitel analiz asamasinda, kiinye—icerik—mesaj iliskisi bakimindan sorunlu oldugu belirlenen
afisler yorumlayici igerik analizi yontemiyle degerlendirilmistir. Bu degerlendirme siirecinde asagidaki
Olciitler dikkate alinmistir:

Afisin iiretilme gerekgesi

Mesajin agikligt

Kiinye bilgilerinin yeterliligi

Anlamda olusabilecek belirsizlikler gibi dlciitler de degerlendirmeye alinmistir.

Bu baglamda afigler, kiinyenin igerigi ve amaglanan mesajla uyumu araciligiyla iletisimsel
deger tastyip tasimadig1 bakimindan incelenmistir. Siirecte afislerin tiretilme gerekgesine iliskin sorunlar
belirlenmis ve baslik bilgilerinin standardizasyonuna yonelik Olgiitler gelistirilmistir. Ardindan bu
degerlendirmeler, grafik tasarim alaninda uzman iki dogent ve bir profesdrden olusan ii¢ uzman
tarafindan goézden gecirilmistir.

Kodlama giivenirligini degerlendirmek amaciyla Miles ve Huberman (1994) su formiili
onermigtir: “Giivenirlik = goriis birligi sayis1 / (goriis birligi sayis1 + goriis ayriligi sayisi)” (s. 64). Bu
arastirmada ii¢c uzman arasindaki kodlama tutarliligr ikili karsilastirmalarla hesaplanmistir. Uzman
ciftlerine iligkin glivenirlik degerleri sirasiyla %89, %92 ve %87 olarak belirlenmis; ortalama giivenirlik
katsayist %89 bulunmustur. Bu deger, igerik analizi i¢in Onerilen esik degerin iizerinde olup uzmanlar
arast uyumun yeterli oldugunu gostermektedir.

Bulgular

Bu arastirmada, farkli cografi bolgelerden 15 grafik tasarimcinin afis tasarimlari tarama
yéntemiyle incelenmis ve kiinye standardizasyonuna iliskin ¢esitli sorunlar belirlenmistir. Incelenen 15
tasarimcinin dokuzunun (%60) internet sitesinde afislere ayrilmig 6zel bir kategori bulunurken 6’siin
(%40) sitesinde boyle bir kategori bulunmamaktadir. Erkmen, Brechbiihl, Yilmaz, Hickmann,
Barnbrook, Troxler, Apeloig, Bundi ve Loesch internet sitelerinde afisler i¢in 6zel bir kategoriye yer
vermistir. Wagenbreth’in afigleri internet sitesindeki “katalog”, Sagmeister’in afisleri “tasarimlar”
boliimii altinda smiflandirilmis; Olmez’in afisleri ise ayr1 bir kategori olusturulmaksizin diger
tasarimlariyla birlikte sergilenmistir.

Afislerdeki Kiinye Bilgilerinin Analizi

Bu boliimde afiglerde yer alan kiinye bilgileri incelenmistir. Tablo 3, arastirma kapsaminda
incelenen afislerde kiinye bilgisinin bulunma durumunu gdstermektedir. Bir afisin kiinyesinde
tasarimcinin adi/soyadi, tasarim yil1, afis bashigi, afis dlgiileri, iilke veya ek bilgi unsurlarindan en az biri
bulunuyorsa afis “kiinye bilgisi var” olarak degerlendirilmistir.

Tablo 3. Orneklemdeki afislerde kiinye bilgilerinin bulunma durumu.

Kiinye durumu Frekans (f) Yiizde (%)
Yok 1113 52,5
Var 1006 47,5
Toplam 2119 100

Tablo 3, incelenen 2119 afisin 1113%tinde (%52,5) kinye bilgisi bulunmadigini, 1006’sinda
(%47,5) ise en az bir kiinye unsuruna yer verildigini géstermektedir. Orneklemin yarisindan fazlasinda
kiinye bulunmamasi, afisin eser sahipligini ve diger tanimlayict bilgileri bagimsiz bi¢imde iletme
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kapasitesini sinirlandirmaktadir. Tablo, kiinye kullaniminin sikligini ve 6rneklem genelindeki siirl
standardizasyon diizeyini ortaya koymaktadir.

Alt1 kiinye 0l¢iitii ayr1 ayr1 incelenmistir: tasarimcinin adi/soyadi, tasarim yili, afig bashigi, afis
olgiileri, iilke ve ek bilgi. Her bir unsurun goriilme sikligi Tablo 4’te sunulmaktadir.

Tablo 4. Belirli kiinye unsurlarinin goriilme sikligi.

Olciit Durum Frekans (f) Yiizde (%)
Tasarimcinin Yok 1115 52,6
adi/soyadi Var 1004 47,4
Tasarim yil Yok 1887 89,1
Y Var 232 10,9
. Yok 2112 99,7
Afig bashigi Var 7 03
g a1 Yok 2118 99,96
Afis 6lgiileri Var 1 0.04
- Yok 1914 90,3
Ulke Var 205 9.7
o Yok 1632 77
Ek bilgi Var 487 23
Toplam 2119 100

Tablo 4’e gore tasarimcinin ad1 1004 afiste (%47,4), tasarim yil1 232 afiste (%10,9), afis baglig:
7 afiste (%0,3) ve afis dlgiileri yalnizca 1 afiste (%0,04) yer almaktadir. Ulke bilgisi 205 afiste (%9,7),
ek bilgi ise 487 afiste (%23,0) bulunmaktadir. Bulgular, kiinye unsurlarinin biiyiik boliimiiniin afislerin
cogunda bulunmadigini géstermektedir. Tasarimci bilgisi ve tamamlayici agiklamalar gérece daha sik
kullanilirken baslik, tarih, ol¢ii ve iilke bilgilerinin standart bicimde sunulmasi olduk¢a sinirlidir.

Tablo 5, kiinye bilgisinin, afis bagliginin, tasarimci adinin ve tasarim yilinin tasarimcilara gore
bulunma durumunu ¢apraz olarak gostermektedir.
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Tablo 5. Tasarimciya gore kiinye bilgisi, afig basgligi, tasarimcinin adi ve tasarim yilinin ¢apraz

dagilimi.
Tasarimar Tasarimcinin
Kiinye Afis bashg adv/soyadi Tasarim yi
Yok Var Yok Var Yok Var Yok Var
Biilent Erkmen f 134 184 318 0 134 184 318 0
% 42,1 57,9 100 0 42,1 57,9 100 0
Erich Brechbiihl f 141 9 150 0 141 9 150 0
% 94 6 100 0 94 6 100 0
Erman Yilmaz f 33 34 62 5 33 34 62 5
% 49,3 50,7 92,5 7,5 49,3 50,7 92,5 7,5
Fons Hickmann f 123 84 207 0 123 84 207 0
% 59,4 40,6 100 0 59,4 40,6 100 0
Henning Wagenbreth f 18 10 28 0 18 10 28 0
% 64,3 35,7 100 0 64,3 35,7 100 0
Jonathan Barnbrook  f 14 4 18 0 14 4 18 0
% 77,8 22,2 100 0 77,8 22,2 100 0
Luba Lukova f 4 39 43 0 4 39 43 0
% 9,3 90,7 100 0 9,3 90,7 100 0
Max Kisman f 3 30 33 0 3 30 33 0
% 9,1 90,9 100 0 9,1 90,9 100 0
Niklaus Troxler f 175 282 457 0 175 282 457 0
% 38,3 61,7 100 0 38,3 61,7 100 0
Peter Bankov f 29 57 86 0 30 56 86 0
% 33,7 66,3 100 0 34,9 65,1 100 0
Philippe Apeloig f 112 3 115 0 112 3 115 0
Y% 97,4 2,6 100 0 97,4 2,6 100 0
Stefan Sagmeister f 16 12 28 0 16 12 28 0
Y% 57,1 42,9 100 0 57,1 42,9 100 0
Stephan Bundi f 34 29 63 0 34 29 63 0
% 54 46 100 0 54 46 100 0
Uwe Loesch f 277 201 477 1 277 201 477 1
Y% 57,9 421 99,8 0,2 57,9 42,1 99,8 0,2
Volkan Olmez f 0 28 27 1 1 27 27 1
% 0 100 96,4 3,6 3,6 96,4 96,4 3,6
Toplamf 1113 1006 2112 7 1115 1004 2112 7
% 52,5 47,5 99,7 0,3 52,6 47,4 99,7 0,3

Tablo 5’e¢ gore afislerin %47,5’inde kiinye bilgisi bulunmakta, %52,5’inde ise
bulunmamaktadir. Kullanim oranlar tasarimcilar arasinda énemli 6l¢iide degigsmektedir. Luba Lukova
(%90,7) ve Max Kisman (%90,9) afislerinin biiyiik boliimiinde kiinye bilgisine yer verirken Erich
Brechbiihl (%6,0) ve Philippe Apeloig (%2,6) bu bilgiyi nadiren kullanmistir. Biilent Erkmen (%57,9)
ve Uwe Loesch (%42,1) ara diizeyde konumlanmaktadir. Afis baglig1 6rneklemin yalnizca %0,3’{inde,
tasarimcinin adi ise %47,4’tinde yer almaktadir. Belirgin farkliliklar, kiinye kullaniminin bireysel
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tasarim uygulamalar1 ile gorsel hiyerarsi, minimalizm ve portfolyo sunumuna ydnelik yaklagimlardan
etkilendigini diistindiirmektedir.

Tablo 6. Tasarimciya gore afis dlciileri, iilke bilgisi ve ek bilginin ¢apraz dagilimi

Tasarimel Afis olciileri Ulke EKk bilgi
Yok Var Yok Var Yok Var
. f 318 0 306 12 288 30
Bilent Erkmen 5/ 100 0 96.2 3.8 90.6 9.4
. o f 150 0 149 1 142 8
Erich Brechbiihl = o7 100 0 993 0.7 94.7 53
Erman Yilmaz f 67 0 66 I 60 7
% 100 0 98.5 1.5 89.6 10,4
Fons Hickmann 207 0 202 5 153 54
% 100 0 97.6 2.4 73.9 26.1
Henning f 28 0 28 0 23 5
Wagenbreth % 100 0 100 0 82.1 17.9
f 18 0 18 0 15 3
Jonathan Barnbrook% 100 0 100 0 833 16.7
43 0 43 0 43 0
Luba Lukova % 100 0 100 0 100 0
. 33 0 32 1 17 16
Max Kisman % 100 0 97 3 51.5 485
. f 457 0 284 173 233 224
Niklaus Troxler 5~ 100 0 62.1 37.9 51 49
f 86 0 86 0 53 33
Peter Bankov % 100 0 100 0 61.6 38.4
. 1 115 0 112 3 114 1
Philippe Apeloig 5~ 100 0 97.4 2.6 99.1 0.9
Stefan Sagmeister 28 0 25 3 18 10
& % 100 0 89.3 10,7 64.3 357
1 63 0 62 1 44 19
Stephan Bundi o7 100 0 98.4 1,6 69.8 30,2
f 477 1 473 5 407 71
Uwe Loesch % 99,8 0,2 99 1 85,1 14,9
. f 28 0 28 0 22 6
Volkan Olmez 5~ 100 0 100 0 78.6 21.4
Tootam! 2118 1 1914 205 1632 487
Py 199,96 0,04 90 9.7 77 23

Tablo 6, afis dl¢iilerinin neredeyse biitiiniiyle bulunmadigim gostermektedir; bu bilgi yalnizca
Uwe Loesch’e ait bir afiste yer almaktadir ve Loesch 6rnekleminin %0,2’sini olusturmaktadir. Ulke
bilgisi 205 afiste (%9,7) bulunmus; Niklaus Troxler 173 6rnekle (%37,9) bu grubun biiyiik boliimiinii
olusturmustur. Ek bilgi 487 afiste (%23,0) yer almis; Niklaus Troxler 224 afiste (%49,0), Max Kisman
16 afiste (%48,5) ve Peter Bankov 33 afiste (%38,4) bu unsuru kullanmistir. Bu farkliliklar,
tasarimcilarin baglamsal ve tamamlayici bilgileri kiinye araciligiyla sunma diizeylerinin 6énemli 6l¢tide
degistigini gostermektedir.

Afis Tasarimlarinin Kiinye Bilgileri Temelinde Degerlendirilmesi

Bu bolimde orneklemdeki afigler, gorsel iletisim ve kiinye bilgileri agisindan
degerlendirilmistir. Icerik, anlam, mesaj ve kiinye arasindaki iliskilerde ortaya ¢ikan sorunlar
belirlenmistir. Tablo 7’ye gore 2095 afiste (%98,9) herhangi bir sorun saptanmamis, 24 afiste (%1,1)

ise baslica iiretim amaci ve kosullar1 hakkinda yetersiz bilgi verilmesinden kaynaklanan eksiklikler
belirlenmistir.
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Tablo 7. Afis icerigi, anlami1, mesaj1 ve kiinye bilgileri arasindaki iligkilerde belirlenen sorunlar.

Sorun durumu Frekans (f) Yiizde (%)
Yok 2095 98,9
Var 24 1,1
Toplam 2119 100

Tablo 7’ye gore 2095 afis tasariminda (%98,9) kiinye bilgileriyle ilgili herhangi bir sorun
bulunmazken 24 afiste (%1,1) eksiklik belirlenmistir. Bu sorunlar, 6zellikle afig tasarimlarmin temel amact
ve liretilme gerekcesiyle baglantili olarak icerik, anlam ve mesaja iligkin bilgilerin kiinyede yetersiz bigimde
sunulmasindan kaynaklanmaktadir.

Tablo 8. Belirlenen sorunlarin tasarimcilara gore dagilimai.

Tasarimal Sorun Durumu
Yok Var
Biilent Erkmen E Y 3 9177 013
(Y k) kA
Erich Brechbiihl E Y 1921 z
0
Erman Yilmaz E Y 8%91 1 f 9
(Y k) k)
Fons Hickmann E Y %8(7) (0)
0
Henning Wagenbreth E Y 9267 n 31 6
(Y k) b
Jonathan Barnbrook E Y 927 n 51 6
(Y k) b
Luba Lukova E Y 14 03 0 (0)
0
Max Kisman E Y 13(3 0 8
0
Niklaus Troxler E Y T(S)Z) 8
0
Peter Bankov E Y 18060 8
0
o . f 114 1
Philippe Apeloig % 991 0.9
Stefan Sagmeister E Y 12080 8
0
Stephan Bundi E Y 16(3 0 8
0
Uwe Loesch E/ ;9756 024
o bl b
Volkan Olmez E Y 97%7 4 31 6
o bl b
f 2095 24
Toplam % |989 LI

Tablo 8’e gore igerik, anlam, mesaj ve kiinye bilgileri arasindaki iliskide sorun saptanan 24
afisin 9’u Erich Brechbiihl, 8’i Erman Yilmaz tarafindan tasarlanmistir. Kalan 7 afis ise alt1 farkli
tasarimciya dagilmaktadir.

On bes tasarimcimin internet sitesinde sunulan 2119 afis arasinda 24 sorunlu oOrnek
belirlenmistir. Her bir 6rnek, tasarimci adi, afis basgligi ve erisim baglantisiyla birlikte ekte listelenmistir.
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Tablo 9. Orneklemdeki afislerde iiretim gerekgesi ve mesaj belirsizligine iliskin iletisim sorunlari.

Tasarimel Afis sayisi Afigler iletisim sorunu
Biilent Erkmen 1 Seoul Baglamsal bilgi yetersizdir.
Erich Brechbiihl Too Big for Germany, Don’t

Forget to Vote, Celebrate Our
9 Planet, Mina, Time to Act,
Solidarity Flag, Combo
Combo, Sanna, Rio
Bosch Motivational Poster 1
ve 2, Yunus Emre, Decay,

Mesaj, internet tabanli bilgilere
bagimlidir.

Erman Yilmaz

Miisteri ile tema arasindaki

8 CreativeMix, Disobedient, Tiski veteri K degildi
Savior, I Feel Free with My HigkL yeternee agtic deglidir.
Letters
Henning 1 Public Bikes Kurumsal veya ticari baglanti
Wagenbreth acik degildir.
Jonathan 1 Just My Type Poster Caligmanin afis niteligi agik
Barnbrook degildir.
Philippe Apeloig 1 L’identifiant Mesaj, internet tabanl bilgilere
bagimlidir.
1Q, IQ NEG Tema, sozel bilgi olmaksizin

Uwe Loesch 2 anlasﬂamaliaktadlr.
Volkan Olmez 1 Unnamed Uretim gerekgesi acik degildir.

Toplam 24

Tablo 9, 24 afisteki iletisim sorunlarinin 6ncelikle belirsiz tiretim gerekceleri ve muglak mesajlarla
iliskili oldugunu gostermektedir. Bircok ornekte temel baglamsal bilgiler yalnizca internet ortaminda
bulundugundan mesaj bagimsiz bigimde yorumlanamamaktadir. Sorunlu 6rneklerin en biiyiik boliimii Erich
Brechbiihl (n = 9) ve Erman Yilmaz’m (n = 8) afislerinde goriilmiistiir. Brechbiihl’tin 6rneklerinin internet
tabanl bilgilere yiiksek Olciide bagimli olmasi, afiglerin bagimsiz iletisim kapasitesini azaltmaktadir.
Yilmaz’m drneklerinde miisteri ile tema arasindaki iligkinin yeterince agik olmamasi, iiretim gerekgesinin
anlagiimasim giiclestirmektedir. Biilent Erkmen, Jonathan Barnbrook ve Volkan Olmez’in afislerinde
baglamin, tasarimin tiiriiniin veya tiretim gerekgesinin belirsizligi one ¢ikmaktadir. Henning Wagenbreth’in
orneginde kurumsal ya da ticari baglant1 acik bi¢imde iletilmemekte; Uwe Loesch ve Philippe Apeloig’in
orneklerinde ise temamn anlagilmast igin ek s6zel veya internet tabanli bilgi gerekmektedir.

Tablo 10. Belirlenen iletisim sorunlarinin siniflandirilmasi.

Afisler

Seoul, Too Big for Germany, Mina, Time

Sorun kategorisi Aciklama

Belirsiz iiretim

gerekgesi

Afisin amaci1 ve liretim baglami1
acik degildir.

to Act, Combo Combo, Sanna, Rio, Decay,
Savior, I Feel Free with My Letters,
Unnamed

Temanin yanlis
yorumlanma olasilig1

Bi¢imsel yap1, temanin birden
fazla bigimde yorumlanmasina
olanak vermektedir.

Don’t Forget to Vote, Celebrate Our
Planet, Solidarity Flag, L’identifiant, IQ,
I0 NEG

Zay1f kurumsal baglanti

Kurumsal veya ticari iliski agik
bicimde iletilmemektedir.

Public Bikes, Bosch Motivational Poster 1
ve 2, CreativeMix, Disobedient

Belirsiz etkinlik
baglami

Afigin hangi etkinlik i¢in
tasarlandig1 acik degildir.

Yunus Emre

Tasarim tiiriine iliskin
belirsizlik

Tasarimin afis olarak islev goriip
gormedigi agik degildir.

Just My Type Poster
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Tablo 10°da belirlenen sorunlar bes kategoride simiflandirilmstir. “Belirsiz liretim gerekgesi”, afigin
hangi amagla ve hangi baglamda iiretildigine iligskin bilginin bulunmamasini ifade eder. “Temanin yanlis
yorumlanma olasilig1”, bicimsel yapmin amaglanan temayla uyusmayan farkli okumalara agik olmasini
tanimlar. “Zayif kurumsal baglanti”, afis ile temsil ettigi kurum, miisteri veya marka arasindaki iligkinin
yeterince gOriiniir olmamasidir. “Belirsiz etkinlik baglami”, afisin hangi etkinlik igin {iretildiginin
anlasilamadig1 durumlari kapsar. “Tasarim tiiriine iligkin belirsizlik” ise diizenin, tasarimin afis niteligini agik
bi¢imde ortaya koymadigi drnekleri ifade eder. Bu kategorilerin tiimiinde igerik ile bi¢im arasindaki zayif
iliski mesajin agikligim azaltmaktadir.

Tablo 9 ve Tablo 10, belirlenen sorunlarin biiyiik boliimiiniin yetersiz sézel veya baglamsal
bilgiden kaynaklandigin1 gostermektedir. Bu nedenle kiinye bilgilerinin bulunmamasi ya da yetersiz
olmasi, 6nemli bir iletigim sinirliligi olugturmaktadir.

Tablo 11. Sorunlu afislerde eksik kiinye unsurlar1 ve bu unsurlarin 6nemi.

Kiinye unsuru .. .
Onemi

Tasarimcinin adi/soyadi Tasarimciy1 tanimlar; eser sahipliginin
belirtilmesini, telif hakkiyla iligkili belgeleme
siire¢lerini ve akademik atfi destekler.
Tasarim y1l1 Tarihsel ve kronolojik baglami kurar; belgeleme ve
arsivleme siire¢lerini destekler.

Afis bashig: Afisin tutarsiz veya yanlis adlandirilmasini
onlemeye yardimci olur.
Afis olgiileri Afisin fiziksel formatin1 kaydeder; dogru baski,

yeniden iiretim ve sergileme siireglerini destekler.

Ulke Uretimin cografi baglamimi tanimlar ve gorsel
kiiltiir aragtirmalarini destekler.

Ek bilgi Baglamsal ve teknik ayrmtilar sunar; icerik, anlam
ve mesajin dogru yorumlanmasini destekler.

Tablo 11, eksik kiinye bilgilerinin afis kimligi, anlam, mesaj, belgeleme, arsivleme, gorsel kiiltiir
aragtirmalari, eser sahipliginin belirtilmesi ve akademik atif bakimindan bosluklar olusturabilecegini
gostermektedir. Bilgilerin dogrudan afis ylizeyinde standartlastirilmasi, afisin dogru bigimde tanimlanmasim
destekleyebilir ve tasarimin biitiinciil bir iletisim tirlinii olarak islevini gliglendirebilir.

Tartiyma ve Sonu¢

Bulgular, afiglerde sunulan kiinye bilgilerinde 6énemli nicel ve nitel eksiklikler bulundugunu ve
standardizasyona gereksinim oldugunu gostermektedir. Standartlastirilmis bir kiinye, afis kimliginin
dogru ve tutarh bigimde aktarilmasini destekleyebilir. Birgok 6rnekte tanimlayici bilgiler afis ylizeyinde
bulunmamakta, yalnizca tasarimcinin internet sitesinde yer almaktadir. Bu ayrigma, afisin bagimsiz bir
bilgi tasiyicisi olarak islevini zayiflatmakta ve farkli mecralarda eksik ya da yanlis temsil edilme riskini
artirmaktadir. Standartlastirilmig bilgilerin dogrudan afis ylizeyinde sunulmasi bu riskleri azaltabilir.

Incelenen 2119 afisin %52,5’inde kiinye bilgisinin bulunmamasi; kimlik, eser sahipliginin
belirtilmesi, meslek etigi, arsivleme ve belgeleme bakimindan 6nemli sonuglar dogurmaktadir. Bu
durum, afigin bir kiiltiir iiriinii olarak iletisimsel degerini de zayiflatmaktadir. Kiinye bilgilerinin
yalnizca tasarim siirecinin sonunda eklenen rutin bir unsur olarak goriilmesi, bu bilgilerin eser
sahipligini ve tiretim baglamini agiklama iglevini sinirlandirmaktadir. Bulgular, kiinyenin ikincil bir
ayrintt degil, afis tasarimimin temel bilesenlerinden biri olarak ele almmasi1 gerektigini
diisiindiirmektedir.
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Bir diger 6nemli bulgu, afislerin %99,7’sinde baslik bilgisinin bulunmamasidir. Bashigin
kiinyede yer almamasi, afisin dogru bi¢imde tanimlanmasini, arsivlenmesini ve belgelenmesini
giiclestirmekte; katalog, kitap, sergi ve internet sitelerinde farkli adlarla anilmasina yol acabilmektedir.
Afis bagliginin standart bir kiinye unsuru olarak kullanilmasi, bu tutarsizliklan azaltabilir.

Tasarmmer bilgisi en sik kullanilan kiinye unsurudur ve afislerin %47,4’tinde yer almaktadir.
Tasarim y1l1 %10,9, afis dlciileri ise yalnizca %0,04 oraninda kullanilmistir. Oysa y1l bilgisi tasarimcinin
iiretiminin kronolojik olarak izlenmesi ve arsivleme uygulamalari agisindan, 6lgii bilgisi ise afigin
fiziksel bi¢iminin anlagilmasi ve dogru 6lgekte yeniden iiretilmesi agisindan 6nem tasir. Bu unsurlarin
sinirli kullanimu, afis kimligini tanimlayan 6lgiitlerin tutarli bigimde ele alinmadigin1 gostermektedir.
Standardizasyon, afisin bilgilendirici ve iletisimsel degerinin korunmasina katki saglayabilir.

Tasarimci diizeyindeki karsilastirmalar, kiinye kullaniminda 6nemli farkliliklar bulundugunu
gostermektedir. Bazi tasarimcilarin iiretimlerinde kiinyeye sik¢a yer verilmesi, bu unsurun
kompozisyonun biitiinlesik bir parcasi olarak degerlendirildigini; bazi tasarimcilarda ise neredeyse hig
kullanilmamasi, afis yiizeyinde gereksiz gorildiigini diisiindiirmektedir. Bu farklilik, mesleki bir
uzlasinin bulunmadigina isaret etmekte ve standartlastirilmig kilavuzlara duyulan gereksinimi
giiclendirmektedir.

Sorunlu olarak degerlendirilen 24 afis, liretim gerekgesinin yeterince agiklanmadigi ve mesajin
ek sozel bilgi olmaksizin anlasilamadigi durumlarda iletisim giicliiklerinin ortaya g¢iktiginm
gostermektedir.  Standartlastirilmis  kiinye bilgileri biitin  yorumlama sorunlarim1  ortadan
kaldirmayabilir; ancak temel baglam1 sunarak belirsizligin azaltilmasina katki saglayabilir.

Bir afig, amaglanan mesajin dogru ve etkili bicimde algilanmasina olanak saglamalidir. Bu
nedenle tipografik dil i¢erisindeki gdrsel ve s6zel unsurlarin okunabilir olmasi gerekir. Kiinye genellikle
sinirl1 bir alan kapladigindan punto, yaz1 karakteri, agirlik, harf ve satir araligi, karsitlik ve yerlesim
ozellikleri 6zel dikkat gerektirir. Hem eseri hem de tasarimcisini tanimlayan bir iletisim unsuru olarak
kiinyenin okunabilirligi, islevinin temel kosullarindan biridir.

Kiinyelerde biiyiik harf, kii¢iik harf veya bunlarin birlikte kullanildig1 tirnakli ve tirnaksiz yazi
karakterleri tercih edilebilir. Secilen harflerin anatomik yapisi, hedeflenen punto degerinde ayirt
edilebilir olmalidir. Bir yaz1 ailesi ince, normal, orta ve kalin agirliklar sunuyorsa ince bicemin fazla
zay1f, kalin bigemin ise fazla yogun oldugu durumlarda normal veya orta agirlik daha uygun olabilir.
Italik kullanim da kiiciik puntolarda okunabilirligi azaltabilir. Tirnaksiz yazi1 karakterleri dar kiinye
alanlarinda ¢ogu zaman iyi sonu¢ verse de herhangi bir yazi karakterinin uygunlugu; tasarimina,
puntosuna, araligina, zeminle karsitligina ve {iretim kosullarina baghdir.

Arastirma, kiinyenin anlamsal boyutunu ve hem kuramsal hem de diizenleyici diizeydeki
Onemini One ¢ikarmaktadir. Standartlagtirilmis bir afis kiinyesi; 6zellikle argivleme, belgeleme, eser
sahipliginin belirtilmesi, telif hakkiyla iliskili bilgiler ve meslek etigi bakimindan arastirmanin gorsel
kdiltiir igerisindeki konumunu tanimlayan bir referans noktasi olabilir. Ayrica akademik ve gorsel kiiltiir
aragtirmalarini destekleyebilir.

Afigin amacina iliskin agiklamalarin kompozisyonda veya kiinyede yetersiz olmasi, iletisim
sorunlart dogurabilir ve izleyicinin hedeflenen icerik ile mesaji yanlis yorumlamasina yol agabilir.
Afisin gorsel diline uyarlanmis kiinye standardizasyonu, temel baglamsal bilgileri saglayabilir ve eserin
gelecekteki izleyicilere dogru bi¢imde aktarilmasini destekleyebilir.

Kiinye standardizasyonu kapsaminda bir afis kiinyesi asagidaki unsurlari igerebilir:
1. Afis bashigi
2. Tasarimcinin adi/soyadi

3. Tasarim ay1
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4. Tasarim yili
5. Afis Olgiileri
6. Ulke

7. Ek bilgi

Kiinyede yer verilecek unsurlarin bilesimi, afisin gorsel yaklagimina ve iiretimin toplumsal,
kiiltiirel veya ticari kosullarina gore degisebilir. Bununla birlikte asagidaki dlciitler, kiinye igerigine
iligkin kararlar1 yonlendirmelidir.

Afis bashgi: Bu arastirmanin 6rneklemindeki afislerin = %99,7’sinde baslik bilgisi
bulunmamaktadir. Bu eksiklik, afisin tanimlanmasimi gii¢lestirmektedir. Ticari kosullar aksini
gerektirmedikge afigin tam basligi, farkli platformlarda ve belgelerde tutarsiz ya da yanlis adlandirmay1
onlemek amaciyla kiinyede yer almalidir.

Tasarimceinin ady/soyadi: Bazi afislerde yalnizca ad veya soyadina, bazilarinda ise her ikisine
yer verilmektedir. Ticari kosullar aksini gerektirmedikg¢e tasarimcinin adi ve soyadi eksiksiz bigimde
belirtilerek eser sahipligi agikca gosterilmelidir.

Tasarim ayi: Ay bilgisinin belirtilmesi, 6zellikle ayni yil i¢inde c¢ok sayida afis iireten
tasarimcilarin ¢aligmalariin kronolojik gelisiminin izlenmesine yardimci olabilir. Ay, “Ekim 2026
orneginde oldugu gibi yildan 6nce yazilabilir.

Tasarim yili: Belirli bir doneme yonelik kiiltiirel etkinlik afigleri cogu zaman yili gorsel
dillerine dahil eder. Bununla birlikte tasarim yili, 6zellikle eserin sonraki yillarda sergilenmesi veya
yeniden iiretilmesi durumunda kiinyede ayrica belirtilmelidir. Ayni ilke toplumsal igerikli afisler i¢in de
gegerlidir.

Afis olgiileri: Afisler farkli formatlarda tretilebilir ve ofset baski, serigrafi veya dijital
yontemlerle yeniden ¢ogaltilabilir. Olgiilerin kaydedilmesi, dogru yeniden iiretim ve sergileme
siireclerini destekler.

Ulke: Ulke bilgisi, 6rneklemdeki afislerin yalnizca %9,7’sinde yer almaktadir. Tasarimcilar
birden fazla cografi baglamda c¢aligsabildiginden bu bilgi, yanlis tanimlamalarin 6nlenmesine ve
karsilastirmali gorsel kiiltiir aragtirmalarina katki saglayabilir. Bununla birlikte iilke bilgisinin kullanimu,
afisin amacina gore istege bagh tutulabilir.

EKk bilgi: Bu alan; afige iliskin bir aciklamay1, tasarimcinin isaretini, © simgesini, tarih ve adres
bilgilerini, baski teknigini, kdgit gramajim ve diger baglamsal veya teknik ayrintilar1 igerebilir.
Aragtirmada belirlenen 24 sorunlu 6rnekte iiretim gerekgesine veya igerik—mesaj iligkisine yonelik kisa
bir agiklama, yanlis yorumlama olasiligini azaltabilirdi.

Kiinye standardizasyonunda asagidaki ek hususlar da dikkate alinmalidir:

1. Tasarimcilarin internet sitelerinde sunulan afisler, kii¢iik puntolu kiinye metninin okunmasina
olanak saglayacak yeterli ¢oziiniirliikte ve goriintiileme boyutunda olmalidir. Diisiik ¢oziiniirliiklii
dosyalar ve kii¢lik 6n izlemeler, gorsel ayrintilar ve tipografiyi belirsizlestirebilir.

2. Kiinyede uzun agiklayict metinler bulunuyorsa sézciik bigimlerinin algilanmasini azaltabilen
ve gorsel yorgunluk yaratabilen uzun biiyiik harf dizileri yerine climle diizeni veya kiiglik harf kullanimi
tercih edilmelidir.

3. Kiinye metni ile zemin arasinda yeterli karsithk bulunmalidir. Benzer ton degerleri
gOrilinlirligh azaltarak bilginin bulunmasini ve okunmasini giiglestirebilir.

4. Yeterli satir aralifi, ¢cok satirli kiinye metninin okunabilirligini artirir. Yetersiz satir araligi
metnin sikigik goriinmesine ve bilgiye erisimin azalmasina neden olabilir.
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5. Afisler ¢evrim i¢i sunum i¢in taranirken veya fotograflanirken kiiglik kiinye metninin
okunabilirligini korumak amaciyla renk dogrulugu, ¢oziintirliik ve piksel kalitesi denetlenmelidir.

6. Yazim ve dil bilgisi dikkatle denetlenmelidir. Dilsel hatalar, tasarimcinin giivenilirligini ve
afisin profesyonel bir belge olarak iletisimsel etkinligini zayiflatabilir.

7. Yaz1 karakteri ve punto, hedef kitlenin gereksinimleri dikkate alinarak secilmelidir. Cok
kiigiik punto veya diisiik okunabilirlige sahip harf bicimleri, okuma becerileri gelismekte olan ¢ocuklarin
ve yasa bagh gorme degisiklikleri yasayan ileri yastaki izleyicilerin bilgiye erisimini zorlastirabilir.
Uygun dlcekteki acik ve okunabilir yazi karakterleri, kiinye bilgilerinin genis bir hedef kitle tarafindan
algilanmasini destekler.

8. Aciklayict kiinye bilgileri tasarimcinin internet sitesinde bulunabilse de internet siteleri
degistirilebilir veya yayindan kaldirilabilir. Temel bilgilerin dogrudan afis yiizeyinde sunulmasi, uzun
stireli belgeleme ve arsivleme i¢in daha glivenilir bir temel olusturur.

Kiinyenin dogrudan afis yiizeyinde standartlastirilmasi, tasarimin iletisimsel, arsivsel ve
bilgilendirici islevleri agisindan temel 6nem tasir. Tutarli bir ¢ergeve bulunmadiginda liretim gerekgesi,
eser sahipligi, telif hakkiyla iligkili bilgiler ve teknik 6zellikler eksik birakilabilir ya da tutarsiz bigimde
sunulabilir; bu durum yanlis yorumlamalara yol agabilir. Tipografik standardizasyon, tasarimin
biitiinliiglinii ve mesleki gilivenilirligini koruyarak afigin gorsel kiiltlir ve iletisim igerisindeki roliinii
giiclendirebilir.

EK. Sorunlu olarak belirlenen 24 afisin tasarimcisi, baglig1 ve erisim baglantisi.

No. Tasarimci Afis bashg Afis erisim adresi

1 Biilent Erkmen Seoul https://bek.com.tr/isler/afis/berlin-790
2 Tg}(ér?rfnf;r https://erichbrechbuhl.ch/too-big-for-germany
3 Don’t Forget to Vote https://erichbrechbuhl.ch/dont-forget-to-vote
4 Celebrate Our Planet https://erichbrechbuhl.ch/celebrate-our-planet
5 . .. Mina https://erichbrechbuhl.ch/mina
6 Erich Brechbihl Time to Act https:Eerichbrechbuhl.ch/time—to-act
7 Solidarity Flag https://erichbrechbuhl.ch/solidarity-flag
8 Combo Combo https://erichbrechbuhl.ch/combo-combo
9 Sanna https://erichbrechbuhl.ch/sanna
10 Rio https://erichbrechbuhl.ch/rio
11 Bosch Motivational

Poster 1
12 Bosch Motivational

Poster 2
13 Yunus Emre
14 Erman Yilmaz Decay http://ermanyilmaz.com/poster/
15 CreativeMix
16 Disobedient
17 Savior
18 I Feel Free with My

Letters

19 legrelrr;g;gth Public Bikes https://www.wagenbreth.de/projekt.php?nummer=215
20 é;;ﬁ?ggk Just My Type Poster https://barnbrook.net/projectcategories/posters/
21 | Philippe Apeloig L’identifiant https://apeloig.com/project/lidentifiant/?lang=en
22 1Q http://www.uweloesch.de/pages/ig.html
23 Uwe Loesch 1Q NEG http://www.uweloesch.de/pages/iq neg.html
24 Volkan Olmez Unnamed https://volkanolmez.com/
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ETiK BEYANLAR
Arastirma ve Yayin Etigi

Bu makalenin 6zgiin bir ¢aligma oldugunu ve bilimsel arastirma ve yayin etigi ilkelerine uygun
olarak hazirlandigini beyan ederim. Makale daha 6nce herhangi bir yerde yayimlanmamig olup
bagka bir dergide degerlendirme siirecinde degildir.

Calismada kullanilan tiim kaynaklar akademik kurallara uygun bigimde atiflanmigtir.
Caligmanin intihal, veri uydurma, veri tahrifi veya manipiilasyon i¢ermedigini; arastirma
bulgularinin bilimsel diiriistliik ilkelerine uygun sekilde sunuldugunu beyan ederim.

Yazar Katkisi

Caligmanin tasarlanmasi, yiiriitiilmesi, analizi ve makalenin raporlama agsamasini tek basina
yiiriitmiistiir. Makalenin son halini okuyup onayladim ve yayimlanmasini kabul ettim.

Cikar Catismasi
Bu makalenin yayimlanmasina iligkin herhangi bir ¢ikar catigsmasi bulunmadigini beyan ederim.
Finansal Destek

Bu aragtirma herhangi bir kamu kurumu, ticari kurulus veya kar amaci giitmeyen kurulusg
tarafindan finansal olarak desteklenmemistir.

Yapay Zeka Kullamim Beyani

Makalenin hazirlanmasi siirecinde yapay zeka araglarindan yalnizca dil diizenleme, geviri
destegi ve anlatim iyilestirmesi amaciyla sinirlt dl¢lide yararlanilmistir. Yapay zeka araglari
tarafindan yapilan ¢eviri ve dil diizenlemeleri tarafimdan dikkatle kontrol edilmistir. Yapay zeka
araglart calismanin bilimsel igeriginin, aragtirma tasariminin, analizlerinin veya akademik
sonuclarinin olusturulmasinda kullanilmamistir. Makalenin igerigine iliskin tiim akademik
sorumluluk bana aittir.

Telif Haklar1 ve izinler

Telif hakki gerektiren materyaller kullanilmigsa gerekli izinlerin alindigini ve ¢aligmanin
herhangi bir fikri miilkiyet hakkini ihlal etmedigini beyan ederim.

Yazar Onay1

Makalenin son halini okudum, onayladim ve yayimlanmasini kabul ettigimi beyan ederim.
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