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An Introduction

For some graphic designers,

it has become an unquestioned part
of the working process that

yields precision, order, and clarity.

The typographic grid is an organizing principle in
graphic design whose influence is simultaneously
ingrained in current practice and fought over

in design education, revered and reviled for the
absolutes inherent in its conception. It is a
principle with roots in the cultural practices of
the oldest societies on the planet. Eking out

an existence with some kind of meaning—and
creating an understandable order for that
meaning—is one of the activities that distin-
guishes our species from all others.

___ Structural thinking, even before its latest
codification through European and American
Modernism, has been a hallmark of cultures
struggling toward civilization. The Chinese, the
Japanese, the Greeks and Romans, the Inca—all
of these cultures have pursued structural ideas
in laying out their towns, conducting warfare,
instituting religious rituals, arranging images. In
many instances, that structure was predicated
on the notion of intersecting axes that corre-
sponded to the intersection of sky and earth.
___ The grid instituted by Modernism restated
that long-ingrained sense of order, formalizing
it yet another degree and transforming it into
an established part of design. The typographic
grid—a fundamental tenet of the International
Style—is an orthogonal planning system that
parcels information into manageable chunks. The
assumption of this system is that placement
and scale relationships between informational
elements—whether words or images—help an

For others, it is symbolic of

0ld Guard aesthetic oppression,
a stifling cage that hinders the
search for expression.

audience understand their meaning. Like items
are arranged in similar ways so that their simi-
larities are made more apparent and, therefore,
more recognizable. The grid renders the ele-
ments it controls into a neutral spatial field of
regularity that permits accessibility—viewers
know where to locate information they seek
because the junctures of horizontal and vertical
divisions act as signposts for locating that
information. The system helps viewers under-
stand its use. In one sense, the grid is like a
visual filing cabinet.

___ As aninstitutionalized metaphor for all
that is right in the world—the intersection of
heaven and earth made manifest in every object
it governs—the grid has also been imbued with
an explicitly spiritual quality. Its early propo-
nents among the European avant-garde fought
zealously on its behalf: Theo van Doesburg’s
mere tilting of the 90° de Stijl axis caused his
partner, Piet Mondrian, to sever ties; Josef
Mller-Brockmann, the grid’s Swiss champion
in the 1950s and 1960s, defined its will to order
in nearly canonical terms.

___ For the graphic designers who helped
society struggle to move forward after two
unimaginable wars, order and clarity became
their most important goals. Part of that order,
of course, meant consumer comforts; and

the businesses that provided them recognized
soon enough that the grid could help organize
their public presence and their bottom lines.



___ As the use of grids has changed from
self-conscious gesture to that of second-nature
reflex, so, too, has the viewing public become
more accustomed to information presented

to them in greater quantities, simultaneously,

in greater complexity, and in more languages.
And they’re not simply accustomed to it: they
want it that way. The grid’s minimal simplicity

is somewhat at odds with the kinetic, shifting
surface of multi media; information isn't flat
anymore, and the average person expects it

to move, jump, twist, and make noise. Paradox-
ically, the corporations that clothed themselves
in the grid’s neutral, utopian uniform helped
create the oversaturated environment that is
currently in demand.

___ Recent years have seen the design profes-
sion, its activities, and ‘design thinking,” come
to the forefront of public consciousness; it's
become an especially important discipline for
the information age. Within the design commu-
nity, discussions of accessibility, gender, race,
and other social concerns are given greater
priority than the intrinsic relationships between
form, organization, and meaning; it’s hard to find
that kind of discussion in the design industry any
more. Given that form making and its organiza-
tion are inextricably linked to the visual dissem-
ination of information, however, it seems likely
that this simple-seeming discussion could really
be a bit more complex, perhaps even wrapping
these same bigger issues that graphic designers

have been giving more attention... an aesthetic
‘unconscious’ of sorts we've decided to ignore
without realizing its fundamental hegemony.
___Thecurrent era is a little bit like that of
Victorian England during the first Industrial Rev-
olution, in the sense that we're living through
another paradigmatic shift in technology and
culture: Our appliances talk to us, our vision is
global. The world’s vast space has been reduced
metaphorically as well as physically, and we're
learning to cope with an uncomfortable intimacy
as the private self recedes and resources
dwindle. Our own industrial revolution’s similarity
to its antecedent continues, not unexpectedly,
in its influence on the arts. A plurality of oft
conflicting approaches reflects the general
cultural confusion that has pervaded the begin-
ning of this millennium.

___ Interestingly, since the publication of

this book’s first edition in 2003, grid use has
become remarkably prevalent, ostensibly driven
by the practical demands of responsive UX
design in a world increasingly linked by online
communication. It may also reflect a renewed
urge for cultural unity in response to that early
millenial confusion. Simplicity, order, and visual
neutrality in communication are, historically,
strategies aimed at facilitating inclusivity...

But they also pose a potential threat through
the aesthetic (and, arguably, intellectual)
conformity they engender: designers need only
consider the ubiquity of similarly templated,
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almost interchangeable, websites and branded
communication programs in current proliferation
to appreciate that efficiencies in organization
and production can also render an experiential
landscape that is repetitve, undifferentiated,
and mind-numbingly dull.

___ Given ongoing discussions about identity,
the individual’s relationship to society at large,
and our responsibilities to each other and our
shared environment, conversations about
where to put things—the mundane ‘housekeep-
ing’ of grid-based design—still have value, but
s0 too do those concerned with imagining ways
of connecting with each other through visual
languages that are unexpected, unconventional,
and uniquely expressive. ‘Information’ comes in
many varieties, not the least of which are the
symbolic, metaphorical, and emotional; effiicient
transmission need not be the only concern and,
quite often, inefficiency in the visualization

of information results in an audience’s deeper
understanding of a message by virtue of the
challenges it asks them to overcome.

__ Ultimately, it is incumbent upon designers
to evaluate the many options for constructing a
visual communication they have before them—
grid-based and otherwise—and to choose that
which allows them to build the most thoughtful,
useful, and meaningful experiences for their
audiences that they can envision.

7 INTRODUCTION
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All design work involves problem solving on both

visual and organizational levels. Pictures and symbols,
fields of text, headlines, tabular data: all these

pieces must come together to communicate as a
totality. A grid is one approach to doing so.

Before anything else, a grid introduces systematic
order to a layout. Not only does it distinguish differ-
ent types of information, easing a user’s navigation
through them but—just as importantly—it ensures
vital cohesion among visual elements, harmonizing
them through the systems of spatial proportions
and positioning logic it defines.

Using a grid permits a designer to more rapidly lay
out enormous amounts of information because many
design considerations are addressed in building the
grid’s structure at the outset of a project. A grid also
allows many individuals to collaborate on the same
project, or on related projects, without compromising
established visual qualities from one instance to the
next. The benefits of working with a grid are simple:
clarity, efficiency, and continuity.

To some designers, the grid is an inherent part of the
craft of designing, as is joinery in the craft of furniture
making. Its assimilation into practice has been part

of an evolution in how graphic designers think about
designing, as well as a response to specific communi-
cation and production issues needing to be addressed
at various times throughout the discipline’s history.

MAKING AND BREAKING THE GRID 1"




Coming to Order—

A Brief History
of the Grid in
Graphic Design

The grid’s development over the past 150
years coincides with dramatic technological
and social changes in Western civilization
and the response of philosophers, artists,
and designers to those changes. The Indus-
trial Revolution that began in 1740s England
changed the way people lived—its effect on
our culture was fundamental. As the invention
of mechanical power induced people to seek
a living in cities, power shifted away from
the land-owning aristocracy toward manufac-
turers, merchants, and the working class.
Demand from an urban population with
ever-increasing buying power stimulated
technology, fueling mass production, lowered
costs, and increased availability.

___ Design assumed an important role in
communicating the desirability of material
goods. In addition, the French and American
revolutions facilitated progress in social
equality, public education, and literacy, and
helped to create a greater audience for
reading material.

___ With this enormous psychographic
change came aesthetic confusion. The
Beaux-Arts tradition, much unchanged since
the Renaissance and bolstered by the strong
moral and spiritual convictions of the times,
held on to its aesthetic contrivances and no-
tions of neoclassical taste. A Victorian pen-
chant for Gothic architecture merged oddly

with a taste for exotic textures imported from
the outreaches of the British Empire.

__ Contradictory design approaches and
the need to supply the consuming masses
with products reached a kind of plateau

in 1856 when writer and designer Owen
Jones produced The Grammar of Ornament,
an enormous catalog of patterns, styles,
and embellishments that were co-opted to
mass-produce poorly made goods of ques-
tionable aesthetic quality.

FITNESS OF PURPOSE

The English Arts and Crafts movement in
architecture, painting, and design grew out of
a reaction to this decline. At the movement’s
forefront was William Morris, a young student
of privileged background who had become
interested in poetry and architecture—and
their seeming disconnection with the indus-
trialized world. Morris was inspired by John
Ruskin, a writer who insisted art could be the
basis of a social order that improved lives by
unifying it with labor, as it had in the Middle
Ages. Together with Edward Burne-Jones, a
fellow poet and painter, and Philip Webb, an
architect, Morris undertook the revitalization
of England’s daily aesthetic life. Webb’s de-
sign of Red House in 1860 for a just-married
Morris organized the spaces asymmetrically,
based on their intended uses, thereby dictat-

The Works of Chaucer / Page spread
After William Morris / The Kelmscott Press

Author’s schematic recreation
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ing the shape of the facade. At the time,

this idea was unheard of—the prevailing neo-
classical model called for a box layout with

a symmetrical facade.

___ Furthermore, no suitable furnishings
existed for such a house. Morris was com-
pelled to design and supervise the produc-
tion of all its furniture, textiles, glass, and
objects, becoming a master craftsman in the
process. The company that resulted from this
experience, Morris and Company, vigorously
advocated the notion that fitness of purpose
inspired form; their prolific output in textiles,
objects, glass, and furnishings heralded a
way of working that responded to content,
was socially concerned, and paid utmost
attention to the finished quality of the work,
even when it was mass-produced.

_ Arthur Mackmurdo and Sir Emery Walker,
two of Morris’ contemporaries, directed

his attention toward type and book design.
Mackmurdo’s periodical, The Hobby Horse,
espoused the same qualities—a purposeful
proportioning of space and careful control of
type size, type selection, margins, and print
quality—to which Morris had aspired, but in
printed form. In 1891, Morris established the
Kelmscott Press in Hammersmith, producing
exquisitely designed books in which the type-
faces, woodblock illustrations, and materials
were designed for their aesthetic integra-

Scottish Musical Review / Poster
After Frances Macdonald
Author’s schematic recreation

tion and ease of production. Morris’s most
ambitious project was The Works of Geoffrey
Chaucer, produced in 1894. Its illustrations,
display type blocks, and carved initials were
integrated through size relationships, and

its layouts conformed to an overall prede-
termined structure that dramatically unified
the pages and allowed for faster production.
This book signaled a transition from medi-
eval block manuscript (which paradoxically
provides its aesthetic framework) to modern
page layout, where multiple types of informa-
tion are integrated into an articulated space.
___ The Arts and Crafts movement gained
momentum and was transformed in a number
of ways—evolving into the sensuously organic
style known as Art Nouveau in France; as the
painterly, more architectural Jugendstil in
Germany and Belgium—as designers became
accustomed to the effects of industrializa-
tion. They sought new forms of expression
that would speak to the spirit of the age.

THE ARCHITECTURE OF SPACE

Influenced by a trip to England, the work of
American architect Frank Lloyd Wright began
a systematic evolution away from the organic
while continuing to embody the same Arts
and Crafts ideals. Like Philip Webb, Wright's
work expressed a view that space was the
essence of design, in which “the part is to

Modular Page Constructions / Book Design
After Josef Hofmann and Koloman Moser
Author’s schematic recreation
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the whole as the whole is to the part, and
which is all devoted to a purpose.” Propor-
tional relationships, rectangular zones, and
asymmetrical organization became guiding
principles of what was becoming Modern-
ism. A group of Scottish collaborators—two
sisters, Frances and Margaret McDonald, and
their husbands, James MacNair and Charles
Rennie Macintosh, who had met as students
at the Glasgow School of Art—translated the
medieval flair of Arts and Crafts into more
abstract and geometric articulations of
space. They became known as the Glasgow
Four, and publication of their work in book
arts and furniture design in the periodical
The Studio popularized their ideas as far away
as Vienna, Austria, and Hamburg, Germany.

AN EXPANDING INFLUENCE

Peter Behrens, an aspiring young German
architect, grew up in Hamburg under this new
influence, as well as that of the Viennese
Secession, a countermovement that drew its
inspiration from the Glasgow Four and Wright.
The Secession distinguished itself with

even more rectilinear approaches to poster
and book design, as well as architecture.
Designers and architects like Josef Hoff man,
Koloman Moser, and Josef Maria Olbrich
pursued functional simplicity and eschewed
decoration. In 1900, Peter Behrens moved to
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an artists’ colony in Darmstadt, established
by the Grand Duke of Hesse. One of the other
seven artists invited by the Grand Duke and
given land to build a house was Josef Maria
Olbrich. Through the effort of designing his
house and all of its contents, Behrens—like
Morris, and in close aesthetic alignment
with Olbrich—found himself caught up in the
same rational movement that sought order
and unity among the arts.

___ Along with industrial design and furni-
ture, he also experimented with book layout
and the new sans serif typefaces that were
beginning to appear from foundries like
Berthold. His first book, Celebration of Life
and Art, is believed to be the first running
text set in a sans serif face. Although this
book maintains a block-manuscript approach
to the composition of the page, it follows in
the footsteps of Morris’s spatially conceived
works of Chaucer and lays important ground-
work for grid development in its use of sans
serif type. The more uniform texture of sans
serif letterforms creates a neutrality within
the text that emphasizes its shape against
the surrounding white space; placement and
interval assume greater visual importance.

Square and Circle / Structure Diagram
After J.L. Mathieu Lauwerijks
Author’s schematic recreation

Behrens moved to Disseldorf in 1903 to
direct that city’s School of Arts and Crafts,
developing preparatory curricula that focused
on fundamental visual principals and the
analysis of compositional structure. 1904 was
a pivotal year for Behrens and the school,
when Dutch architect J. L. Mathieu Lauweriks
joined the faculty. Lauweriks had evolved a
systematic approach to teaching composi-
tion based on the dissection of a circle by a
square, creating a grid of proportional spaces.
Behrens saw that this system could be used
to unify proportions within architecture and
graphic design; in 1906, he applied this theory
to his exhibition pavilion and poster for the
Anchor Linoleum Company.

RATIONALISM AND THE MACHINE AESTHETIC

In 1907, Behrens received a landmark design
commission from the German electrical
works, AEG, to be the company’s artistic
advisor. At the same time, he participated in
the launching of the Deutsche Werkbund, or
German Association of Craftsmen. Inspired by
Morris but embracing, rather than rebelling
against, the machine, the Werkbund sought
to invent a universal culture through the
design of everyday objects and furnishings.
Behrens’s industrial-design projects through
the Werkbund coincided with his association
with AEG. In addition to designing AEG’s

teakettles and lighting fixtures, he also
designed their visual identity, the first known
design system for an industrial corpora-
tion. Beginning with its logo, he designed a
company typeface, color schemes, posters,
advertisements, salesrooms, and manufac-
turing facilities. Every item was articulated
over a specific set of proportions and linear
elements, organizing AEG’s visual presenta-
tion into a harmonic whole.

CONSTRUCTIVISM

The new visual language and its philosophy
were attracting students and designers
from abroad, as well as finding sympathetic
participants. Russia’s political upheaval of
the early 1900s found a voice in abstraction:
a movement rooted in pure geometry, called
Suprematism, merged with Cubism and
Futurism to generate Constructivism, an
expression of Russia’s quest for a new order.
Seeking out instruction in Germany, a young
Russian Constructivist, El (Lazar Markovich)
Lissitsky, found himself in Darmstadt studying
architecture, absorbing the rationalist aes-
thetic that was prevalent there. His studies
kept him in Western Europe throughout
World War | and for the duration of the Rus-
sian Revolution. In 1919, while the Bolsheviks
were fighting for domination in the post-
Tsarist civil war, Lissitsky went home and

Product Sell-Sheet / AEG Identity System

After Peter Behrens

Author’s schematic recreation
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applied himself to politically driven graphic
design that was characterized by dynamic,
geometrically organized composition. His
seminal poster, Beat the Whites with the Red
Wedge, epitomizes the abstract communi-
cative power of form and typifies the work of
the Russian avant-garde from this period.

THE BAUHAUS AND THE NEW ORDER

As the war in Europe ended, designers and
architects turned their attention to rebuilding
and moving forward. In Germany, the 1919
reopening of the formerly prestigious Weimar
Arts and Crafts School began with the ap-
pointment of architect Walter Gropius, one of
Peter Behrens’s former apprentices, as

its new director. Gropius recast the school

as the Staatliches Bauhaus—the State Home
for Building. Here, experimentation and ratio-
nalism became the tools for building the

new social order. Although the curriculum
initially drew on expressionism—influenced by
the Blaue Reiter painters who developed the
preliminary training courses, Johannes Itten
and Wassily Kandinsky—it gradually moved
away from the personal and painterly.

___ The Bauhaus students and faculty came
under the influence of the Swiss painter
Theo van Doesburg, whose de Stijjl movement
followed a strict dogma of geometry. Van
Doesburg made contact with Gropius in 1920,
and although Gropius decided against hiring
him because of his overt dogma, van Doesburg
contributed significantly to the aesthetic
change in the Bauhaus by moving to Weimar
and hosting discussions and lectures.

___ Laszlo Moholy-Nagy, a Hungarian Con-
structivist, eventually replaced Itten as

head of the preliminary course in 1923. In

the type shop, Moholy’s experimentation

Kandinsky: Jubildums-Austellung / Poster

Herbert Bayer

©2003 Artists Rights Society (ARS) New York/
V.G. Bild-Kunst, Bonn

MAKING AND BREAKING THE GRID

with asymmetrical layouts, photomontage,
and elements from the type case expanded
the geometric expression of Modernism in
graphic design. Moholy and his students—

in particular, Herbert Bayer—used bars, rules,
squares, and type asymmetrically composed
on a grid as the basis of a new typography.
Lissitsky returned from Russia numerous
times, establishing contact with the Bauhaus
and participating in lectures, book designs,
and exhibitions. His 1924 book, The Isms of Art,
is a watershed in grid development. Separated
by heavy rules, the concurrently running text
in three languages is organized into columns;
images, captions, and folios are integrated
into the overall structure, placed according to
a distinct set of orthogonal alignments.

___ As pervasive as these developments in
design seem, they had yet to be assimilated
into mainstream design practice. The use
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of asymmetric composition, sans serif
typefaces, and geometric organization of
information were known to a relative few in
the arts and education. For the most part,
the commercial world was oblivious. Develop-
ments in American and European advertising
had helped introduce columnar composition
into production of newspapers and periodi-
cals; most printers and designers, however,
were still visually in the nineteenth century.

DISSEMINATING ASYMMETRY

A young calligrapher, Jan Tschichold, changed
that. While working as a staff designer for
the German publisher Insel Verlag, Tschichold
happened upon the first Bauhaus exhibition
of 1923. Within a year he had assimilated the
school’s typographic approach and abstract
sensibility. In 1925, he designed a twenty-
four-page insert for the Typographische
Mitteilungen, a German printers’ magazine,
which demonstrated these ideas to a large
audience of typesetters, designers, and
printers. Elementare Typographie, as it was
titled, generated a tremendous enthusiasm
for asymmetric and grid-based layout.
Tschichold advocated a reductive and intrin-
sically functional aesthetic. He asserted
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Elementaire Typographie / Insert Cover
After Jan Tschichold

Author’s schematic recreation, presented
in English translation

that stripping away ornament, giving priority
to sans serif type that made the structure of
letterforms explicit, and creating composi-
tions based on the verbal function of words
were goals that would liberate the modern
age. Negative spaces, the intervals between
areas of text, and the orientation of words
to each other formed the basis for design
consideration. Taking his cues from Lissitsky
and the Bauhaus, he deliberately built his
compositions on a system of vertical and
horizontal alignments, introducing hierarchi-
cal grid structure in documents from posters
to letterheads. As early as 1927, the year be-
fore he published his landmark book Die Neue
Typographie (The New Typography), Tschichold
codified this idea of structure and advocated
its use to standardize printing formats. The
current European DIN (Deutsches Institut fiir
Normung, the German Institute for Standard-
ization) system of paper formats—in which
each format, folded in half, yields the next-
smaller format—is based on this system.

TOWARD NEUTRALITY

The developing design aesthetic in Europe
was abruptly sidetracked, however, in the
1930s. Designers and artists who used the
new visual language were arrested or forced
to leave as the Nazis gained power and la-
beled them degenerates. The Bauhaus

Deutschtitel
The English Titling
LeTitle Francais

officially closed in 1932, and Moholy-Nagy,
Gropius, Mies van der Rohe (Peter Behrens’s
other apprentice from before WWI), Bayer,
and others left the continent for America;
Tschichold, after being arrested and held by
the Nazis for a short period, moved to Swit-
zerland, which remained neutral and gener-
ally unaffected by the war; its mountainous
terrain and iron grip on international banking
kept it safe from being overrun by the Nazis.
___ Along with Tschichold, several Bauhaus
students had come to Switzerland. Max Bill,
who had begun school at the Kunstgewer-
beschule in Zurich and had studied at the
Bauhaus between 1927 and 1929, returned
home in 1930; as did Theo Ballmer, another
Bauhaus student who worked in the type
shop. Their influence was strong. Swiss
designers had been steadily developing a tra-
dition that emphasized reductive techniques
and symbolic representation, epitomized by
the work of plakatstijl designer Ernst Keller.

Die Neue Grafik [New Graphic Designl/
Periodical cover / Hierarchy schematic
After Josef Mller-Brockmann,

Richard Paul Lohse, and Carlo Vivarelli
Author’s schematic recreation
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Ballmer and Bill instigated a transition toward
constructive ideas through work based on
strict mathematical measurement and spatial
division. Max Bill's contribution was twofold:
first, by applying his math-based theories

to professional projects in advertising and
corporate identity; and second, by instituting
the grid through helping to found the influen-
tial UIm School of Applied Arts in Germany in
1950. Bill's work and teaching would help to
ingrain the grid in generations of designers.

THE WILL TO ORDER

This more austere approach was taken up by
Josef Muller-Brockmann, Carlo Vivarelli, Hans
Neuberg, and Richard Paul Lohse who, in their
individual practices, were actively seeking a
universal visual expression. As editors of the
Zurich-published Neue Grafik, they collaborat-
ed in exposing this international style to the
rest of the world. The grid created for

Grid Systems in Graphic Design / Book spread
Josef Miller-Brockmann

Originally published by Niggli Verlag,

Zurich, 1962

Neue Grafik contained four columns and three
horizontal bands, or spatial zones, which or-
ganized all of the content, including images.
When it was first iterated, Neue Grafik marked
a development in grid-based design that was
already in the making: the realization of a
module—a small unit of space which, through
repetition, integrates all parts of a page.

___ Mdller-Brockmann forsook imagery in
favor of pure constructions of type based on
grids. In 1960, he published his first book,
The Graphic Artist and His Design Problems,

in which he first describes this form of grid-
based design. His second book, Grid Systems
in Graphic Design, is nothing short of a
manifesto: “The grid system implies the will
to systematize, to clarify, the will to pene-
trate to the essentials ... the will to cultivate
objectivity rather than subjectivity.”

___ The rational Zurich aesthetic represents
the Swiss International Style with which most
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designers are familiar. In contrast, designers
associated with Basel’s Allgemeine Gewerbe-
schule (or School of Design) pursued an
approach that, although grounded in a similar
notion of universality, focused on symbolic
form and contrasting optical qualities in
abstraction. The Basel approach would come
to play a more significant role in an eventual
shift away from grid-based approaches (see
pages 128-129). Integrating type with image
was fundamental to the school’s curriculum,
however. In 1942, Zurich-trained Emil Ruder
joined the AGS as a typography teacher.

___ Ruder advocated a balance between
function and nuanced formal relationships;
grid structure was one of a number of these.
His methodology instilled an exhaustive

Ziircher Maler [Zurich Painters] / Poster
Emil Ruder

Reproduced from Typography,

published by Niggli Verlag, Zurich, 1960
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process of visual problem solving in his
students—one of whom was Karl Gerstner,
who formed his own practice in Zurich and
contributed to the evolution of the grid into a
mainstay of modern design practice. In 1968,
Gerstner published his first book, Design-
ing Programmes. “The typographic grid,” he
wrote, “is a proportional guideline for text,
tables, pictures, etc. It is a formal program, a
priori for *x” unknown contents. The problem:
to find the balance between a maximum of
conformity with a maximum of freedom. Or:
the highest number of constants combined
with the greatest possible variability.”

THE CORPORATE GRID

Grid use began to dominate European and
American design during and after the 1960s.
It was an especially effective way to orches-
trate communications programs for large
organizations, events, or corporations. The
German designer Otl Aicher implemented

a program of even greater precision for
Lufthansa, the German airline. Collaborating
with Tomés Gonda, Fritz Quereng, and

Vorm Gevers [Designers] / Poster
Wim Crouwel
Courtesy of Total Design, Amsterdam

Nick Roericht, Aicher anticipated Lufthansa’s
every potential need, standardizing formats
and rigorously enforcing the grid to unify
communications of different scale, materials,
and production constraints. Detailed manuals

ensured visual uniformity in every application.

____ Max Bill, Mdller-Brockmann, Otl Aicher,
and other exponents of the International
Style were joined in their efforts by their
Dutch, English, Italian, and American coun-
terparts. In the Netherlands, the movement
toward program-oriented design was spear-
headed by Wim Crouwel, Ben Bos, and Bruno
Wissing, whose firm Total Design became a
model in its practice of grid-based com-
munications programs for corporations and
cultural institutions. In America, students of
the Swiss schools and a number of European
emigrants brought the International Style—
and the grid—to a vast audience. Paul Rand,
the pioneer of Modern design in America in
the early 1940s, had been instrumental in
convincing business that design was good
for them. In his 1965 design manuals for
Westinghouse, Rand developed complex grids
to ensure continuity in such diverse media as
packaging, print advertising, and television.
___ The idea of a totality in design, based on
a grid, also found expression in the work of
Massimo Vignelli and his wife, Lella, who had
founded an office for design in Milan in 1960.

UniGrid / Publication system
Vignelli Associates
Courtesy of Massimo Vignelli
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Both trained as architects, they established
their vision of a seamlessly organized,
systematic structural approach early in their
careers. Massimo, in particular, had begun

Piccolo Teatro di Milano / Poster
Massimo Vignelli
Courtesy of Massimo Vignelli




extensive exploration of grid structures for
various cultural organizations and corporate
entities in Milan. These early projects guided
Vignelli toward an approach that focused

on dividing space within a modular grid into
semantically distinct, horizontal zones. The
additional system of division—given visual
weight in the form of solid bands—allowed
greater focus within the overall modular
structure; the eye could be taught to direct
itself to find specific information.

___ The Vignellis were instrumental in
cementing grid-based design philosophy
throughout the 1960s, 70s, and 80s through
a variety of endeavors in corporate identity,
publication and book design, and interiors:
From helping found the design collaborative
Unimark International in 1965, which stan-
dardized communications for a legion of
corporate giants (among them Xerox,

J.C. Penney, Alcoa, Ford, and Steelcase);

to creating the Unigrid system for the U.S.
National Park Service—which established a
modular grid, divided by horizontal bands

Citibank / Identity manual pages
Anspach Grossman Portugal
Courtesy of Enterprise IG

Design in Michigan /
Poster, from a series 8vo
Katherine McCoy

o

:
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and encompassing twelve formats that could
be imposed on a single standard-sized sheet
of paper to reduce waste; to systematizing
the New York City subway’s map and signage
system, along with hundreds of other corpo-
rate and cultural projects they completed as
Vignelli Associates.

___ By the late 1970s, formatting corporate
communications in a grid was an expected
approach to achieving visual continuity.
Corporate identity firms like Anspach Gross-
man Portugal in New York City typified this
approach with its 1976 identity program

for Citibank and similar corporate clients.
The International Style had come to be an
accepted part of what graphic design was
about, and the grid an important tool that is
intrinsic to effective communication.

___ Amidst a proliferation of new approaches
that owes some debt to the digital revolu-
tion of the 1980s and 90s, the British design
group 8vo helped reestablish awareness of
structural thinking through their periodical
journal Octavo, which addressed typographi-
cal issues in a series of eight editions;

Design Michigan

Octavo / Publication

Courtesy of Simon Johnston

Courtesy of Katherine McCoy
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newer firms like MetaDesign, Una, and Method
have steadfastly continued to investigate
organizational methods that derive from the
International Style. In the wake of the transi-
tion into the twenty-first century, the use

of grids that developed over the last 150
years has continued to play a significant role
in design thinking. The Internet has proven

to be a medium that can benefit from grid-
based thinking as a way of simplifying the
vertiginous act of navigating through interac-
tive information; indeed, in the time since this
book was first published, grid use has become
pervasive within UX design.

___ How media and design will develop

over the next 150 years is difficult to imagine,
given its recent pace—but the typographic
grid is likely to help designers structure com-
munications for some time to come.

£Quignes son Pascal
iBonvehi?

Top manta o como
hacer grande un
problama

Jasd Antich

elnacional.cat / Online news site
Atlas, Balearic Islands, Spain
Courtesy of Atlas
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Grid Basics

A grid consists of a distinct set

of alignment-based relationships
that serves as a guide for distrib-
uting elements across a format:
where they may be placed; their
height-to-width proportions; and,
ultimately, the ease with which

a viewer can navigate the layout.

A grid’s orthogonal (90° axis) logic,
and all the thinking about how to
work with it, derive from the funda-
mental verbivisual qualities of type.
Choosing or developing a grid for

a project depends on understanding
these qualities, knowing what kinds
of grids there are, and the possi-
bilities for how type (and images)
might interact within the structure.

Fundamental Concepts
of Page Structure

Although grids may
seem overtly math-
ematical, the notion
of this structural
approach grows quite
organically from

the nature of typo-
graphic form.

At its most funda-
mental level, type is
a system of vertical
lines (these being the
primary element of
all the letters in the
Western alphabet).
Sequenced side by
side to form words,
and then sentences,

kB

Lorem ipsum

Lorem ipsum dolor
sit amet, consectetur
. Pellen
sed risus
tincidunt, at mollis
nisl eleife. Sed sagittis
lobortis semper. Pell
entesque habitant
morbi tristique sene
ctus et netus et males
uada fames ac turpis

egestas. Nunc dui eget



Within the format, alignments be-
tween elements create structure. In
these compositions, space is divided
based on content: like information
is grouped together, disparate infor-
mation is separated; their resulting
widths and heights subdivide the
surrounding field. Changes in weight
and scale introduce hierarchy—
visual ordering—to the information.
Groupings may give rise to a single
axis that divides the space into

two simple fields, as in the example
at top; or they may establish numer-
ous axes and, hence, more complex
subdivisons. Within strict limita-
tions, an enormous variety of possi-
ble layouts can be imagined. These,
for example, both use the same

type family and only a selection of
possible sizes.

Henry Magaziner

Borders

% HuseSay
19103 Readings by
188607400 Contamposary

Authors
Henry Magaziner
s Wednesday

Inmerark
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Typographic space is governed
by the part-to-whole relation-
ships that alignments define
but, more importantly, by the
relation of positive and negative
they create. Thinking structur-
ally about layouts means being
able to see not only the forms, or
positive elements, but negative
spaces—“white space,” as it’s
often called—as shapes of equal
importance in the composition.
A grid organizes space as much
as it does the stuff that’s in it.
In this book spread, the negative
spaces actively enhance the
up-and-down vertical rhythm of
columns as a counterpoint to the
strong horizontal axis that links
various column parts together
across the spread; being mostly
horizontal in proportion, they
echo that quality of the image.
Timothy Samara / USA
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Format Structures

All page-layout conventions
descend from the book format
that developed between the fall
of the Roman Empire in 476 CE
and the European Renaissance of
the 15th century. Its predecessor
was the codex, a scroll folded
accordion-style to fit neatly
between protective boards.

A rolled scroll presented a contin-
uous field of text, but the codex
necessitated breaks in text to
prevent it from traveling over
the folded foredges—hence, the
familiar block of text, surrounded
by open space, as well as left and
right sides, eventually resulting
in what we recognize as pages. A
left-hand page and a right-hand
page together define a spread.
Over time, the components of
the book format page structure
evolved to become more complex,
all denoted by specific terms.

In the Web’s early days, program-
ming limitations meant a page
could be subdivided into simple,
table-based fields to differentiate
content from navigation, or areas
of different content. Nowadays,
everything is possible, so book-
format conventions have at last
come to the fore. A webpage is,
after all, just another editorial
medium. Current Web formats
define margins around a body
that emphasizes columns, rather
than rows, as a way of controlling
alignment relationships that will
accommodate responsiveness
(see more about the section
Building a Grid: For Interaction
Design, pp. 56-59).

The Anatomy of Pages

The foredge is The gutter is the

the outside edge area in the middle,
of the page. where the pages
meet and roll inward
to the spine.
4
26 LOREM IPSUM 27 LOREM IPSUM

The page number is
called a folio.

Be aware that some
contemporary editors
use this term to refer
to the combination of
the page number and
runner as a unit.

The runner is a navigational
notation; it typically identifies
the publication’s title and author.
If it appears at the head (top)

of the page, it’s called a running
head or header; if it appears at
the foot (bottom) of the page,

The body is the structure itself,
whether it is defined as a single,
wide block for continuous text,
or is broken into multiple subdi-
visions—columns or modules—as
shown in the page structure
diagram opposite.

Margins are the negative spaces
between the format edges and
the content, that surround and
define the live area where type
and images will be arranged. Mar-
gins have different names based
on where they’re located.

it’s called a running foot, or footer.
If it appears along the foredges of

the pages, at the sides, it’s called a
running side.

Both the header and the footer
may be set to scroll with the page
area, or to be pinned, so as to
remain in fixed positions at the
browser’s edges.

The fold line indicates the lower edge

of the browser as defined by the screen
format of the device being used—below
which waits additional content. This term
comes from newspaper nomenclature:
It’s important to consider what content
will be immediately viewable and what
will be hidden “below the fold” until it is
scrolled into view.
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The header is an area of shallow
depth, spanning the browser
width, typically reserved for
titling and branding material.

The body of most webpages is
inset by margins all around. The
dimension of the head margin
typically remains constant, while
those of the side margins con-
tract as the browser closes

or as the page reorients to a
smaller device, such as a tablet
or smartphone.

The footer is a shallow area at
the bottom of the page, typically
used for secondary information:
addresses, contacts, and so on.



Page Structure

A grid, in essence, is what
happens inside the margins
of an individual page, within
the body.

Contemporary page design
conventions consider di-
minished margins in order to
maximize the body, accom-
modating more content and
subdividing it for greater
control.

Every grid contains the same
basic parts, no matter how
complex the grid becomes.
These parts can be combined
as needed or omitted from
the overall structure at the
designer’s discretion, and
the proportions of the parts
are similarly dependent on
the designer’s needs.

Markers are placement indicators
for subordinate or consistently
appearing text, such as running
heads, section titles, folios, or any
other element that consistently
occupies only one location in any
sequence or series of layouts.

MAKING AND BREAKING THE GRID

Spatial zones are groups of col-
umns, rows, and/or modules that
form distinct fields. Each field
can be assigned a specific role for
displaying information; for exam-
ple, one horizontal field might be
reserved for images, and the field
below it might be reserved for a
series of text columns.
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Columns are vertical alignments
of type that create horizontal
divisions between the outside
margins. There can be any number
of columns; sometimes they are
all the same width, and some-
times they are different widths.
Each column is separated from its
neighbors by a channel of space
called a column gutter.

Flowlines are alignments that
break the space into horizontal
bands. Flowlines help guide the
eye across the format and can be
used to impose additional stop-
ping and starting points for text
or images. There may one flowline
or several.

Rows result from numerous
flowlines set at regular, repeated
intervals from head margin to
foot margin. Such horizontal rows
intersect the vertical columns,
further subdividing space and
creating a counterpoint to the
columns’ vertical emphasis.
Rows also are separated by chan-
nels of space, the row gutters.

Modules are individual units of
space created by the intersection
of columns and rows. Considered
another way: columns and rows
result from a grouping of modules.

GRID BASICS



Grid Basics

The Manuscript Grid

The block, or manuscript, grid is structurally
the simplest kind of grid: It consists of a
single, relatively large text block on each
page of a spread, and its purpose is to ac-
commodate extensive continuous text, like a
book or long essay. An occasional image may
be situated within the text area if need be;

if the margins are ample, they may provide

a place for notes, spot illustrations, or other
editorial features that don’t occur regularly
and, therefore, don’t really warrant the artic-
ulation of additional columns.

___ As its name implies, the manuscript

grid developed from the tradition of written

manuscript that led to book printing, and so
carries with it a kind of classical quality that
viewers will often interpret as historical, au-
thoritative, institutional, or formal—a consid-
eration that might be useful for one kind of
project, but contrary to the goals of another
that aims for a more contemporary feel.

These manuscript
grid diagrams show
the range of content
distribution possible
even with such a
simple structure. The
size of the text block
may vary, relative

to the size of the
page; the margins
surrounding it may
be even, or dramat-
ically different in
width—causing the

block to sit high or
low on the page,
closer to the gutter
or further away,
toward the foredges.
Further, the margins
may situate the text
blocks symmetrically
or asymmetrically
across the page gut-
ter. Adding a flowline
offers the possibility
of separating titling
or other elements.

en-undenmand oar gutesien’ secds and those

luct develapmess

cha company’s paic achizven

The text block on this
page detail of a cos-
metics brochure is set
low on the page, with

an extremely deep head
margin. Text seen on both
sides of the translucent
page—broken at specific
intervals—suggests the
presence of flowlines.
Tolleson Design /USA
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Dramatic margins,
line and marker
details, and strong
contrasts in typo-
graphic weight create
unexpected interest
within this otherwise
conventional manu-
script grid.
In[Corporate GmbH/
Germany

This page spread
shows evidence of
nested, or doubled,
bodies, each with its
own set of margin
measures—narrower
ones for actual text,
and more generous
ones for the grouping
of photos.
Sagmeister+Walsh /USA

The grid used for
this exhibition cat-
alogue essay spread
positions the text
block asymmetrical-
ly on each page, in
contrast to the other
works shown here.
Note that the folios
and runners follow
suit, also arranged
asymmetrically rela-
tive to the spread.
Lynn Fylak /USA
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The Column Grid

The column grids
diagrammed here are
but a tiny fraction of
the kinds of struc-
ture that fall into
this category of grid.

Information that is discontinuous benefits
from being organized into a grid of multiple
columns. Because columns can be dependent
on each other for running text, independent
for small blocks of text, or crossed over to
make wider columns, the column grid is very
flexible and can be used to separate differ-
ent kinds of information. For example, some
columns may be reserved for running text and
large images, while captions may be placed in
an adjacent column.

___ Although their widths must always corre-
spond to those of one or more columns (edge
to edge), both images and chunks of text

may be of any depth, and positioned freely
within the margins from top to bottom of the
page; a designer may choose to align them
at times, or not at all. If a designer wants or
needs consistent horizontal alignments—for
the location of titles, as opposed to that of
the beginning of text—he or she defines a
flowline (or more than one) to denote a place
for such alignments. The more constants
needed, for whatever reason, the more flow-
lines to be incorporated.

Three-column grids
are ubiquitous in
publishing, both print
and online—they’re a
real workhorse when
it comes to flexibility,
are simple to work
with, and familiar to
a broad audience, so
easily navigated.

The one shown here
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demonstrates these
qualities, as well as
the potential for
compositional dyna-
mism offered by this
go-to structure. The
presence of three
strong flowlines
creates horizontal
emphasis in contrast
to the overall verti-
cality of the page.
Ideas On Purpose / USA



A precise four-
column grid doesn’t
necessarily preclude
dynamic layout.

In this particular
spread, the scale
change of typograph-
ic elements is a foil
to the grid.

Frost*collective / Australia

This publication also
demonstrates the
column grid’s flexi-
bility and usefulness
for distinguishing be-
tween different kinds
of information.

There are 8 columns
in the grid. What
appears to be a wide,
asymmetrical left
margin is actually
two of the grid’s
narrow columns
combined. It’s used
for captions and
callouts, while the

grid’s remaining six

columns are divided
into two groups of
three—for primary
text. It’s important to
always bear in mind
that several narrower
columns may be
combined to create
the appearance of
wider ones.

Nakano Design Office /
Japan
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3x4 MODULAR GRID

5x8 MODULAR GRID

The Modular Grid

3x6 MODULAR GRID

5x12 MODULAR GRID

6x12 MODULAR GRID

For extremely complex projects involv-

ing many different kinds of information, a
modular grid may be the most useful choice.
A modular grid is a column grid with a large
number of horizontal flowlines that subdivide
the columns into rows, creating a matrix of
cells called modules. Each module defines a
small chunk of informational space. Grouped
together, these modules define larger chunks
of space, all proportionally related to each
other, as well as areas called spatial zones,
to which specific roles may be assigned. The
degree of control within the grid depends

on the size of the modules. Smaller modules

9x14 MODULAR GRID

provide more flexibility and greater precision,
but too many subdivisions can become con-
fusing or redundant.

___Aside from its practical uses, the modu-
lar grid has developed a conceptual, aes-
thetic image associated with the rationalist
ideals of the Bauhaus and Swiss International
Style. Designers who embrace these ideals
sometimes use modular grids to convey this
rationalism as an interpretive overlay to a
given communication—even for projects with
simple informational needs.

The modular grid that
holds the abstracted
letters of this logo
together create a
maze of interlocking
strokes and spaces
that conceptually
supports the narra-
tive suggested by the
client’s name.

Piscatello Design Centre/
USA

LostTribe
Theatre

Module proportions
can be vertical or
horizontal in propor-
tion, and determined
in a variety of ways.
Modular grids are
described with a
notation that marks
the number of
columns present and
the number of rows
(C# xR#).

A simple modular grid
provides the basic
component shape
and organization of
these sign panels.
They can be combined
in any configuration,
for any given need at
a particular location.
Poulin+Morris /USA

Shops &
Restaurants

Promenade Level
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Even a simple, or
“loose,” grid of three
columns and three
rows—referred to as
a 3 x 3 modular grid—
can give rise to a
tremendous number
of shapes in the

way the modules are
combined.

Why Not Associates /UK

The exceptionally
precise, or “tight” mod-
ular grid here consists
of 9 columns and 14
rows, or 126 modules

on each page. A quick
glance at the spread’s
layout shows a large
variety of content types
in a range of propor-
tions and numerous
spatial zones—with
plenty of separation
between each.

Willi Kunz Studio /USA

A modular grid also
lends itself to the de-
sign of tabular infor-
mation, like charts,
forms, or schedules.
The rigorous repeti-
tion of the module
helps integrate them
with the structure of
surrounding text and
image material.

Cahan & Associates/USA
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Sometimes the visual and informational
needs of a project require an odd grid that
doesn't fit into any category. These grids—
called hierarchic grids—conform to the needs
of the information they organize, but they
are based more on an intuitive placement

of alignments customized to the various
proportions of the elements, rather than on
regular repeated intervals. Column widths,

as well as the intervals between them, vary
depending on context and use; they may
make use of several rows grouped together in
only one part of a format, joined by a single
column; or they may consist only of broad,

The Hierarchic Grid

N O

simple divisions defined by a few guidelines.
Whether used to build books, posters, or
webpages, it’s an organic approach to order-
ing information in space that still holds all of
the parts together architecturally with clear,
orthogonal relationships.
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The dynamic content of
most websites requires

a flexibility of width and
depth that precludes a strict
modular approach, but still
requires a standardization,
or templating, of alignments
and display areas. This web-
site for a museum breaks
the page space into three
major horizontal zones, and
then subdivides the middle
zone left to right to create
areas specifically for text
and image content.

Swim Design/USA
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The hierarchic grid of
this promotional book
for a graphic design
program orders
information in two

columns: a wide one

for text and primary
images, and a narrow
one for captions
and secondary, or
support, images.
The proportions of
the two columns are
independent of each
other, and content
can spread across
the width of both
columns combined.
Level Design Group/USA

Ryan Waller

Tellus absut haw you.
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A simple hierarchic brochure covers) is
grid, consisting of flipped in the opposite
a wide and narrow direction when ap-
column—broken by plied to the design of
a single flowline— the letterhead, below.
is used to structure Sagmeister+Walsh / USA

layouts for applica-
tions in this museum’s
identity materials.
The grid’s lateral ori-
entation (wide column
left, narrow column

Tha Aldrich Jamas Molisos

Contemporary . .

A Wiesaam Ui e right, as seen in the
On view through
Merch®, 2014 D:::,'“"‘“
- At p My,
258 Main Strosl Moty ¥
Ricqufiak, CT 04877
Tel 203 4384519

asldrichart.org
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Compound Grids

Sometimes—to address content issues or

to achieve a desired look—a designer might
use multiple grids in the same project, either
between sections or even within a single
page spread. Each grid can be assigned a
particular kind of content to organize, or
material can be articulated across divisions
within the multiple grids. Working with several
grids together can take several directions.
___ The first option is simply to use two or
more different grids that share outer mar-
gins, adjusting their internal alignments and
widths or depths to correspond somewhat,
or allowing them to be arbitrary. A second

possibility is to overlay grids whose margins
are each independent of the others; perhaps
some of their internal alignments corre-
spond—or not. A third option is to combine
grids on a single page but to separate them
for specific purposes. For example, primary
text or images might occupy a three-column
grid in the upper two-thirds of the page, but
a five-column grid might hold captions or
other secondary content in the lower third
of the page.
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Each row of these grid
diagrams shows one

of the compound grid
varieties described here:
Top

Two grids sharing outer
margins

Middle

Two grids with different
margins

Bottom

Two grids separated spa-
tially across the format



SELECT RESEARCH

In an unusual devi-
ation from regular
modular grids, where
the same module

governs every page
regardless of the
information being
presented, this

WE'RE ALL IN THIS TOGETHER, "

MAKING AND BREAKING THE GRID

small-format annual
report uses three
separate articula-
tions of a modular
grid, each with its
own module propor-
tion. The differences
in margin measure
between each grid
correspond to the
dimensions of the

smallest-module grid,
which is shown ex-
plicitly as a graphical
element overlaying
the portrait on the
right-hand page of
the spread at bottom.
Different combina-

tions of the three
grids, corresponding
to the page spreads,
are shown.

Ideas On Purpose / USA
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Options

The geometric simplicity of rectilinear images
(or graphical planes) offers the easiest way
to first understand how a grid manages visual
material within its structure.

___All'the instances shown above are possi-
ble—and more. The basic rule to follow is this:
The edges of images align with the edges

of columns, left-to-right, and they align with
the edges of rows, top-to-bottom. It’'s OK for
images to overlap each other, and to bleed
off the page (even across the page gutter)—
so long as they adhere to the column and row
alignments whenever they fall within the body
of the structure.

A common error is

to allow an image’s
edges to fall some-
where in the middle
of a column or row.
Sometimes it looks
better that way. Fine,
then—add more col-
umns or rows so that
proportional align-
ment option becomes
available as part of
the structure.



Alignment Logic

In a column grid
without flowlines

to constrain them,
images may be of
any depth and slide
up and down the
columns without
aligning horizontally
at any point.

As soon as flowlines
are introduced, one
must assume there’s
a need to create hori-
zontal alignments—in
which case, images
can hang from them,
dropping to whatever
depth; sit on them;
or be proportioned by
the distance between
them (if there are
more than one).

Always keep in
mind that images
can cross from one
column (or row) to
another—and that
means they can
overlap each other
at different sizes,
in different propor-
tions, and so on.

MAKING AND BREAKING THE GRID

Silhouettes and
Full Bleeds

Lorem ipsum
dolor!sit amet

jsum dofor it amet,
btur adipiscing mer
sl ante, aljguam

at, maximys xa
. Quisque|abortis
. in vehicula nisi

] auctor deus irae.

Silhouetted images
and those cropped
into irregular shapes
are perfectly fine,
but the designer
must ensure that
they “feel” as though
they’re aligned with
guides or that they’re
proportionally related
to grid widths and
depths—which means
“eyeballing” them
until they look right.

Images that fill an
entire page or spread
from edge to edge
can be made to relate
to the underlying
grid through careful
sizing and cropping—
so that key visual
features align with a
column or row guide,
or refer to widths

or depths evident in
adjacent elements.

Text, of course, can
be set on top of

an image (so long
as there’s enough
contrast between
their relative values
for the text to be
legible). In such
cases, the text’s
visual qualities must
play off those of the
image while it’s still
following the struc-
ture underneath.
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Options

Text Behavior

met, c ur
dipiscing mer elit. In
isl ante, aliquam in
ictum at, maximus
on dolor quaequo.

[Lorem ipsum dolor sit
lamet, consectetur
ladipiscing mer elit. In
Inis! ante, aliquam in
dictum at, maximus
Inon dolor. Quisque de

Ivehicula nisi interdum
Inon. Fus: me-

inec. lobor
lrat. Pellentesque
lposuere in lacus vel
lauctor deus irae.

Lorem ipsym dolor sit

amet, consectetur
adipiscing|mer elit. In

Loqem ipsum

Lorem ipstim|dolor sit
amet, conisecgtetur
adipiscing mer elit. In

[orem fpsum dolor st
lamet, consectetur
ladipiscing mer elit. In
Inis! ante, aliquam in
dictum at, maximus
Inon dolor quaequo.

nisl ante, aliguam in
dictum at, maximus
non dolor. Quisque de

nisl-ante-gliduam-in
Ris-ahRtes AR

dictum at| maximus

lobortis mollis ex, in

vehicula nisi interdum.

co :sect@tur

non dolor.|Quisque de
lobortis mollis ex, in
vehicula nisi jnterdum.

Inisi interdum noncu.

Fusce ligula metus,
tempor in facilisis nec,
lobortis sit amet erat

[Fusce ligula metus,
ftempor in facilisis nec,
lobortis sit amet erat.

Fusce ligula metus,

in 1acus vel auctor
[deus irae pellentes.

orem ipsum dolor sit
amet, congectetur
adipiscing mer elit. In

islante, dligam.in
glig

tempor in[fadilisis nec,
lobortis sit amet erat.
Pellentesque|posuere
inlacus vel alictor

Lorem ipstm|dolor sit
amet, consectetur
adipiscing mer elit. In

nisl ante, aliguam-in

Ltlr.'em ipsum dolor
sit/amet cons

dictum at, [maximus

dictum at| maximus deus irae.|Lorem deo

non dolor. Quisque de
obortis mollig ex, in
vehicula nisi interdum.

ipsum dolor it amet,
consectetur adipiscing
mer elit. In nisl ante

non dolor.|Quisque de
lobortis mollis ex, in
vehicula nisi jnterdum.

ad

gnificat ut pelle.

Fusce ligula metus,

Fusce ligula metus,
empor in Jaci isisnec,
obortis sitiamet erat.

Pellentesque posuere
n lacus vel auctor

tempor in[fagilisis nec,
lobortis sit amet erat.
Pellentesque|posuere
in lacus vel alictor

Lorem ipsum dolor sit
amet, consectetur
adipiscing|mer elit. In
liguam in

nisl-ante
Aist-ante;

deus irae. Lorem deo

deus irae.|Lorem deo

dictum at,| maximus

psum dolor sit amet,
consectetyr adipiscing
mer elit. In nisl ante

ipsum dolor git amet,
consectetur adipiscing
mer elit. I11 nisl ante

non dolor. |Quisque de
lobortis mollis ex, in
vehicula n|si interdum.

Similar to the way images should correspond
to a grid’s alignment guides, so too should
text—regardless whether it is a headline, a
deck, running text, a callout, or caption. Text
set flush-left should have its aligned edge
positioned along the left edge of a column;
the right-hand edge of its bounding box
should butt up against the right-hand edge
of a column. Column gutters and row gutters
exist to keep text separate when being ar-
ticulated side by side (unless, of course, the
text is purposely being made to cross from

a column originating within a negative space
over a column into an area occupied by an

image). A single paragraph or column of text
always begins from the top edge guideline of
a row—or “hangs” from it—but it may similarly
cross through a lower row, or even end in the
middle of a row. Text is organic: When it runs
out, it runs out.

___ Despite how limiting those rules sound,
the possibilities for how type may be shaped
on a grid—wide or narrow, rising and fall-
ing—are endless. Because a well-considered
grid with an adequate number of columns
provides so many possible permutations in an
arrangement, a designer has precise control
over how he or she proportions and positions

each kind of information. Running text can
be easily differentiated from captions, or
from callouts, simply by virtue of assigning
each a particular column-based width. The
grid’s organizing logic not only promotes
visual flexibility and contrast, but clarity of
informational hierarchy as a result.
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Special Cases and Logic Oddities

Lorem|ipsum
dolor sit amet
consectetur
adipiscing mer
summa elit.

Lorem ipsum dolor(sit amet,
konsectetur adipiscing mer
lit. In njs{ ante, aliguam

in dictum at, maximus ixa
non dolar.|Quisque lgbortis
mollis ex, in vehiculd nisi
interdurn fon. Fustd ligula
metus, tempor in facilisis
nec, lobortis sit amet erat.
Pellentesque posuere in
Jacus ve) ductor deus irae.

G orem ipsum dolor sit amet, de
consectetur adipiscing merquis
elit. In nislante, aliquam in gu
dictum|at, maximus|non dolar. Quis va
que de [obortis mollis|ex, in|vehicula

nisi interdum non. Fusce ligula metus,
tempor in facilisis nec, lobortis sitam

H amet erat. Pellentesque
Lorem ipsum dolor ; : qt
. posuere flacus velaucto
:;‘tt amae;_;_c:;seec = irae. In/nisl ante, aliq
ur 1pl mer

°Y uam in|dictum|at, max
summa coelitir. imus nons dolor. Quis

Fuscelli ligula metus, tempor in facilit

Lorem ipsum dolor
sit amet consectetur
adipiscing/mer summa
elit. Nunc et semper
ad magnificat ut pelle.

:m ipsum dolor sit | |Lorem ipsum dolor sit Lorem ipsum/dolor sit | Lorem ipsum dolor
1, consectetur amet, * amet, amet, ir
siscing/mer elit. In | |adipiscing mer elit. In | adipiscing|mer elit. In | adipiscing|mer elit
ante; aliquamin nistante; aliquanin— - nishante; afiquamin nist-ante;, atiquami
um at, maximus dictum at, maximus |- dictum at, maximus dictum at, maximu
dolor. |Quisque de non dolor. Quisque de |: non dolor. Quisque de | non dolor. (Quisque
irtis mollis ex, in lobortis mollis ex, in | * lobortis mollis ex, in lobortis mollis ex, i
icutanjsi interdum-|—jvehicufa nisiinterdum-—vehicuta-nisijinterdum-|—vehicula nisi/interd
~Fusce ligula me=||non. Fusce ligula me="| —non. Fusce ligula me="| non. Fusce ligula i
tempor in facilisis| |tus, tempor in facilisis| ftus, tempor in facilisis | tus, tempor in facil
, lobortis sit amet | |nec, lobortis sit amet | nec, lobortis|sit amet | nec, lobortis|sit am
- Pellentesque erat. Pellentesque: erat. erat.

uerein facus vet posuere in fgcus vet posuere in facus vet posuere in facus ve
tor deus irae. auctor deus irae. auctor deds irae. auctor deus irae.

Ragged text creates
a soft, irregular edge
that won’t quite fill
out columns. The
irregularity of the
rag’s shape becomes
more pronounced at
larger text sizes—for
instance, in a head-
line or title. It’s OK: a
well-placed element
will help optically
“mark” or “com-
plete” the right edge
of the column.

Textual inclusions—
such as initial caps
and callouts that in-
vade the regular text
structure—should
correspond to grid
increments... or very
clearly not conform
to them.

Setting text centered-
axis often results in
the text appearing
unrelated to column
alignments. The closer
the overall width of
such a text element to
a recognizable column
width, the better;
aligning its central
axis to a clearly de-
marcated column edge
guide can only help it

appear well integrated.

MAKING AND BREAKING THE GRID

-Lorem ipsum dolor
sit amet consectetur

—Duis/autem velure

“Magnificat/in pellente
fiat lux, nunc etsem
per gloriosa. Quisque
coelis ad deum|irat.”

(Fusce ligula metus,
tempor)in facilisis nec,
lobortis sit amet erat.
Lorem ipsum dolor
sit amet consectetur

Lorem ipsum dolor sit
amet, consectetur
adipiscing mer ¢lit. In
nisl ante, aliquam in
dictum at, i/maximus
non dolor. Quisque de
lobortis mollis ex, in
vehicula nisi interdum.

Fusce ligula metus,
tempor in facilisis nec,
lobortis sit amet erat.
Pellentesque posuere
in lacus vel auctor
deus irae. Lorem ded
ipsum dolor sit/amet,
consectetur adipiscing
mer lelit. In nisl|ante

Lorem ipsum dolor sit
amet, consectetur
adipiscing mer elit. In
nisl ante, aliquam in
dictum at, maximus
non dolor. Quisque de
lobortis mollis ex, in
vehicula nisi interdum
non. Fusce ligula me-
ttus, tempor in facilisis
nec, lobortis|sit amet
erat. Pellentesque pos-
uere in lacus|vel auctor

Lorem ipsum dolor sit
amet, consectetur
adipiseing mer-elit-in
nisl ante, aliquam in
dictum at, maximus
non dolor.|Quisque de
lobortis mollisex, in
vehicula nisi interdum
non. Fusce ligula me-

Bullets are best set
to “hang” to the

left of a column
alignment, as are
quotation marks
when they occur

at the beginning of
a line of text. Not
doing so disrupts the
clarity of the aligned
edge—in short, it
looks sloppy.

If a column of text is
crossing over several
rows, and there are
paragraph breaks
within it, they need
not fall at a row
guideline. Causing
themtodosoisa
possibility, but it
results in awkward
separations within
the column and an
overly self-conscious
quality to the lay-
out’s typography.

Hanging indents
(sometimes referred
to as “outdents™)
are a distinctive
typographic gesture
that require wider
column gutters, or
careful positioning
in a column far away
from the one that
precedes it.

tus, tempor-in facitisis il
nec, lobortis sit amet
erat. Pellentesque ut
posuere in lacus vel
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Grid Basics Subdividing Space

Flowlines

The stark two-col-
umn vertical empha-
sis in this brochure
is visually countered
by two flowlines that
define positions for
two kinds of captions
relating to the imag-
es above them.

Level Design Group /USA

Flowlines help

readers distinguish
the beginning of an
article—where text
hangs from the page’s
vertical center—from
the continuation of an
article, in which text
fills the columns to
the margins. The lower
flowline also partitions
the page to allow for
dramatic pullquotes
and to align text and a
sidebar.

Studio Blue /USA

“If you live in Africa, you know African societ
different from Western society: families are
different, politics is different, the way peopl
to each other is different. But all of those th
are irrelevant to economists.”

Lisa Eltsinei and the future of damestic drones

As mentioned previously, it's not necessary relationships between seemingly unrelated parts of a publication, or the opposite:

to introduce flowlines into a column grid— elements, such as an image and text that Different flowlines used in each part or section
but they certainly help contribute horizontal refers to it; and they may also define simple will signal those sections’ differences and aid
movement and structure that contrasts the spatial zones without resorting to using a readers in identifying them, or distingushing
up-and-down movement of the columns. modular grid, which may be overly compli- them from each other at a glance.

___ Beyond the visual respite against verti- cated for a relatively simple informational

cality, flowlines also create opportunities to hierarchy or more continuous text.

educate the viewer as to how the information ~ __ Furthermore, flowlines help build con-

within the visual field works: Flowlines may sistency in compositonal movement and

help a viewer identify where to begin reading; rhythm from page to page (whether printed

they might anchor the titles or callouts to or screen-based), and from spread to spread

particular depths on the page, to help identify ~ among page sequences. In using them,
them as such, or to create a strong hierarchic  a designer has the potential to enhance a
pause begin title and text; they may delineate  sense of continuity among very disparate
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Spatial Zones

| britannica.com |

atart

The Dalai Lama
Spiritual leader of Tibet

The Dalai Lama's challenge

The Dalai Lama warns, *The ranks of
billienaires are increasing, while the poor are
getting poorer, We need to develop more
compassion. And it's not the poor who have
1o develop this compassion so much as it is
the rich, who can make a difference.” Do you
feel your life is too much about accumulating
property? How are you changing your life in

from around the v

Return 1o Self 4

All Forums 4:

orld.

Read responses LnJi‘hu Dalai Lama

One truly does find happiness in
taking the focus off one's self and
putting it on the needs of others.
Because we are human, this can be
difficult. The big picture is nearly
impossible to see from the narrow
tunnel of our lives.

Lisa - Grand Rapids, Mich., US.

Most websites, like
this one, define spa-
tial zones that act as
templates for areas
of different func-
tionality—navigation
versus content, for
example. Here, three
horizontal bands
serve that purpose;
vertical sub-zones in
the lower two bands
create greater speci-

order to become more compassionate, lo
better share your wealth with others?

Spatial zones are areas within a page or
spread that are designated for specific func-
tions, or assigned particular kinds of content,
as a means of both invigorating layouts and
helping readers navigate. In a pure column
grid, horizontal zones can be defined with a
flowline or two; a particular column or a group
of columns can establish vertical zones. In

a modular grid, groups of rows or columns
accomplish the same goals. Alternatively, a
designer might add an extra flowline or verti-
cal guideline independent of the grid’s basic
structure—purposely interrupting its regulari-
ty to more dramatically emphasize the zone’s

ficity of function.
Meta Design SF/USA

1outof 18

The layout of this
book that teaches
printmaking process-
es divides the spread
into two zones with

a single flowline
across a multicolumn
grid: text describ-
ing steps to follow
below, images above.
Images are permitted
to occasionally cross
that boundary for the
sake of variety.
Timothy Samara/USA

presence. Further, modules may be grouped
in mosaic-like patterns to create stepped or
irregularly-shaped zones.

___Inessence, spatial zones add some of
the qualities of a hierarchic grid into grids
defined by regular intervals. Spatial zones are
especially useful for separating continuous
text from recurring sidebars or info-graphics,
or for helping correlate the text of a step-
based process with images that illustrate the
steps that it describes.
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Notational Elements

LOREM IPSUM DOLOR LOREM IPSUM DOLOR

Detailing: Editorial, Hierarchic, Stylistic

Folios and runners

LOREM IPSUM DOLOR

can exist in the
margins, outside
the body, column
structure, or mod-
ules—as shown in

LOREM IPSUM DOLOR

these examples. If
they do, they should
align to a column
edge or row edge, or

to a flowline.

5

Folios and runners

77 OREW TP{W DOTOR
NSEC

REW TP
erererer 1T AMET

[T BOTOR
NSEC

also may be inte-
grated directly into
the body, in effect
by designating a row
or column within the

structure as a “zone”
for such elements.
This approach can
also be applied to

the positioning of
headings in consis-

Many designers neglect such elements as
folios and runners, but they're critically
important to consider because they typically
occupy the same location on every page or
every spread. In a website, the navigation is
the corresponding informational component
on the page (folios and runners are, it's worth
noting, the print version of navigation).

___ The consistency of these elements’
presence means they can easily become
distracting, so they require adequate spatial
separation from text or other content. Their
chosen locations will often frustrate design-
ers by preventing them from placing

images or other content where they feel it’s
best, because the folio or runner is there.
Their positions, sizes, and styles dramatically
influence the proportions of margins in which
they're placed (usually forcing the margin
measure to increase so as to keep text from
getting uncomfortably close).

___ And, they're visual forms: Folios become
dots, visually, and runners become lines—
extending a certain length, being light or dark
in weight, moving horizontally or vertically.

To integrate seamlessly, yet dynamically,

into layouts, notational elements must be
positioned, first and foremost, with respect

tent locations, e.g.,
always hanging from
the second row from
the top.

to the grid’s divisions. Equally important is
that they feel like they’re in dialogue with the
remainder of the layout’s compositional qual-
ities and stylistically related to the typogra-
phy. Many designers follow the convention

of setting folios in the lower corners of the
spread, but there are many ways to position
notational elements such that they’re easy
to find and interesting to look at. There are,
despite what any jaded art director or editor
tells you, no actual rules for how to do so.
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Boxes, Lines, and Dots

Dots are excellent
devices for marking
intersections of ver-
tical and horizontal
axes. A single dot can
anchor a piece of text
from across a page
to another element
or simply activate a
negative space that
seems awkwardly
empty, without killing
its visual openness.

Colored boxes and
] linear frames that
Fusce ligula metus,
tempor in facilisis nec, surround text must
lobortis sit amet erat. be given adequate
space. One strategy
is to extend them to

Lorem ipsum dolor sit the gutters; another

amet, consectetur is to slightly inset
adipiscing mer elit. In the text; yet a third
nisl ante, aliquam in is to do a little of
dictum at, maximus.
both. Regardless of
Pellentesque posuere the chosen option,
in lacus vel auctor text inside and out-

deus ifge; quapquod: side a box should

align consistently
throughout.

Graphical elements lend finesse, contrast
with larger-scale elements, articulate
structure, separate clusters of material,
and visually delight the eye. They extend the
details of tyopgraphic form—often buried
within the bigger picture of their shapes and
textures—outward into the pictorial space
to create added dialogue between type and
other kinds of material. Given that images
and text behave in certain ways relative

to column and row alignments, details like
boxes, lines, and dots should too.

MAKING AND BREAKING THE GRID

a4

Lines emphasize

the axes themselves,
whether those of
columns or row edges.
Always set lines

to correspond to the
grid’s alignments,
rather than to a given
text element’s length.

Lines are also useful
for filling out, or
more clearly defining,
the width of a column
that is occupied by a
text with extremely
inconsistent line
lengths—things like
lists of names, or
combinations of
list-like elements,
notations, and run-
ning text.

GRID BASICS



Building a Grid

Making the Structure

That Suits Your Needs

Every design problem is different
and requires a specific grid to
address it well. The first step in
constructing a reliable grid is

to assess the informational char-
acteristics and the production
requirements of the project’s
content. This phase is extremely
important; the grid is a closed
system once it is developed, and
in building it the designer must
account for the content’s idio-
syncrasies, such as the nature
of the images, or how many
kinds of text involved, and the
relative volumes of each.

Additionally, the designer must
anticipate potential problems that
might occur while laying out the
content within the grid, such as
unusually long headlines, prohi-
bitions against cropping images,
dead spots left if the content in
one section runs out—or even
something as simple as achieving
a required page count.

__ Once the designer thoroughly
understands the content, there
are a number of strategies he or
she may pursue toward realizing a
workable grid and, most often, it
will mean combining two or more
approaches at the same time.




Keeping in mind that
constructing a grid

is a planning process,
not an implementation
process, review all of
the content and choose
instances that differ
most widely—the
sketches below were
created for a hypo-
thetical project based
on extremes of content
volume and kind.

Working by hand (yes!)
frees one from the
mechanical qualities
of working with mouse
and software, and
working small pre-
vents getting overly
invested in details.
The sketches are very
raw, but an overall
visual concept is clear
enough to proceed to
the next step.

orem ipshim dolof itamet

Geping In fiinfl that
b grid is a glanhing process, rot an
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Scan the sketches

(or, if working digitally,
export PDFs from the
page layout program
and then convert them
to image file formats).
Within image-editing
software, overlay the
sketches transparently
so as to see the ele-
ments through all the
layers [top imagel.

MAKING AND BREAKING THE GRID

You’ll discover some
corresponding align-
ments and proportions
between elements
from different layouts.
Most likely, there will
also be elements that
don’t match up. Work-
ing from those that do
and adjusting those
that don’t—splitting
the difference between
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¢,
kefches be-

mier created
etfcal project

created

ontent volum and

thp kinds of
it deem the

other—the Fkefches be-
low are a nyimBer created
& jsct

content vojume and

some that are close—
construct a column
grid and add any
flowlines that the
composite suggests,
or convertittoa
modular grid for more
precise, detailed
control and flexibility.

Nothing, though, can
truly replace up-front
planning...
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Building a Grid

Considering Content Attributes

Physicalities of Format and Content

In today’s digital world, it's easy to forget
that the physical world inevitably intrudes on
the design process. This fact applies equally
to digital, print, and environmental design.

A screen is a particular size, and will display
only a certain amount of information at a
time. Then, there’s pixel resolution, neces-
sitating larger text sizes to ensure crisp
legiblity. Disconcerting, too, is the prospect
of users altering their view settings and
affecting spatial attributes.

___Inprint and fabrication, format size is a
strong determining factor for choosing layout
approaches. There’s only so much material

one can fit on a sheet of paper or on a box;
clearly, the size, proportion, and shape of
the medium will influence the direction a
grid takes. It might be that a given container
requires large margin measures; similarly,
predetermined page counts for publications
will often determine content distribution.
___ The other side of the physical coin is
the way that content can vary tremendously
from part to part within a single project. One
part may involve two images and 500 words
of text, while another is 10,000 words of

Q and A dialogue with callouts, but no images.

10,000 words is a lot of text; set in a serif

at 8 points, it will exceed the equivalent of
50 A4 letter-sized pages. One might assume
that a tiny-module, 100-column grid would
be the solution to accommodating all the
variables. But then, the modules would be so
small as to be insignificant. It is incumbent
upon the designer to take these factors into
serious consideration up front; the more
thoroughly they are understood, the better.
Limitations unaddressed can be disastrous...
But, they may also happen to lead the de-
signer into new creative territory.

c
c |2 When weighing format
) = K=l e o .. .. .
= E £ = + = ) ) P size, shape, and
o ||Z £ 2 |2 |5 |8 |8 |8 | | |& |& other such physical
3 > @ @ © o 3 o 2 ° ° = o3 |83 |85 S8 i
5 | |5 |5 |3 s |2 | |2 |82 |5 |& T (B [Bf |88 |82 factors against the
@ @ @ @ o o a < £ a » c e | MWy | wg |z . .
= @ 2 ® 2 & 28 |03 | @ k) £ £ £ £ d
2 |E £ E E z B o = = 28 |82 |82 |2 e ES ES ES requirements impose
S | o ® ™ 1) = 6 S 2 2 = %8 o2 | o Eo |Eg |Eo |Eo b tent, look f
© |c = i i + S R 5 3 €% |2 |g® |2 68 |68 |68 |68 y content, ook Tor
S |o o o~ ™ © [} £ w a Lo |[Ea |Eo (=2 o= |Oo= (0= |Oo= (e E] TR
VERBAL =2 o |l |la |lo = | — s = | scenarios (by page,
Heading/Title 1 spread, or section)
Sub-title 2 by which to judge:
Extensive Deck 3 compare the smallest
Callout/Pullquote 4 amount of something
Prose: 15-30 w 5 to the largest, or
Prose: 30-50 w 6 the most simple
Prose: 50-100 w 7 combination of con-
Prose: 100-300 w 8 tent elements to
Prose: 300-1000 w 9 the most complex.
Prose: 1K-2K w 10 —_—
Poetics: Short n Creating a matrix (like
Poetics: Long 12 the one shown here)
Testimonial 13 to map extensive
Commentary 14 content can be an
Image Captions 15 especially helpful ref-
Sidebar 16 erence—for planning
Timeline 17 page count, website
Financial Table 18 wireframes, and even
Margin Notes 19 for project proposal
Footnotes 20 budgeting purposes.
Procedure: Short 21
Procedure: Extensive 22
Content Listing 23
Content Submenu 24
Categorical List 25
Combination:
Note by Number
Combination:
Note by Number
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Functional Distinctions and Complexity

Front Matter Section
Essay Opener
Preface

Foreword

Landing A-Level 01
Page

A-Level 02
Forms

A-Level 03

As described in the “trial-by-fire” scenario
on the previous spread, understanding the
nature of the content is paramount. Not

all information (meaning images, as well as
text or data) is the same—different kinds
require different treatments to best display
them or communicate their ideas clearly.
___ It'sreally a question of usability: Clarity
in understanding content intellectually,
emotionally, symbolically, contextually, and
in terms of usability all must inform how the
content is arranged and sequenced. A grid’s
attributes affect these levels of under-
standing visually and informationally: Marked

Chapter Chapter
Opener Introduction

End Matter
Index
Bibliography
Notes

locations, adequate widths for meaningful
display, specific spatial intervals that draw
information closer or push it apart in space—
a grid’s proportions and alignments must

be able to present each informational config-
uration in the way that is intrinsically best
for it, encompassing the diversity of means
in one comprehensive structure.

___ The relationship is reciprocal. Arbitrarily
choosing a grid to fit content will almost
certainly do the information a disservice; and,
the information, ill-fitted, deprives the
designer of achieving the fullest expression.

MAKING AND BREAKING THE GRID
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Recognizing that
every level of informa-
tion to be presented in
a project may require
specific structural
attributes—because of
its depth, complexity,
or particular mode of
functionality—is the
first step in creating

a comprehensive grid
that will enfold all of
those attributes.
Diagrammed at left
are major functional
components associ-
ated with print (top)
and UX design (bot-
tom), with each coded
to its relative level of

The reciprocal rela-
tionship between
content structure

and communicative
usability is evinced

by the annual report
pages above. The de-
signers built a grid
with spatial zones

to accommodate
material that ranged
from in-depth busi-
ness data to personal
testimonies; their jux-
taposition on opposing
surfaces of a flap
allows the reader to
experience the client’s
competence and hu-
manity as interrelated:
one begets the other

complexity by depth and vice-versa.

of color. InCorporate GmbH /
Germany
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Designing to Read

Layout approaches vary in how they empha-
size images or text, but in projects boasting
a significant amount of text, arguably the
type is the most important component. The
more text is present, the more challenging it
is to assimilate. It requires more work on the
part of the viewer. Basing a grid’s attributes
on those of the text’s typography ought to be
considered one of the first practical strate-
gies to pursue when building a grid.

___ Comfortable, or optimal, text typography

Based on Textsetting Attributes

how many characters are sequenced in a
single line before the line ends. Minute shifts
in these qualities of the text’s attributes pro-
mote readability or hinder it dramatically.
___ For amajority of readers, reading text
set in Times Roman at a size of 9 points
poses no problem. A blanket rule for a legible
point size is impossible; it depends on the
height of a given font’s lowercase letters.

As a starting point, a designer might compare
the typeface he or she wants to use to a

incorporates assessments of type size, a

a6

font’s “color” or density, the spacing between

letters, words, and lines, and the effect of

specimen of Times Roman, set at 9 points,

and adjust the desired font’s point size

until the heights of the two fonts’ lowercase

or sit amet
Hh Hh Helvetica -ng elitin
naes nunc
loriosa de
This comparison of Hh Hh Ao For reference, shown quod vam
. . um dolore
enlarged specimens of here are comparisons ur adipscit
Times Roman, on the left, Hh Hh Acher of Times Roman (left- P
and Gotham, on the right, hand column) set at a
demonstrates how the size of 9 points, with
dif_ferences between the Hh Hh Akzidenz a selection of various Srefi i
heights of the lower- Grotesk other fonts, also set -ine elit in
case between fonts (the 9 points in size. -10g
x-height) can cause two Hh Hh Bodoni DIl (€8S 1N nie
fonts set at the same loriosa de
size to appear to be very quod vam
different in size. Rather Hh Hh Century um dolore
. . . Schoolbook . .
than make sizing deci- ur ad1psc1t
sions based on nun_lerlc Hh Hh Avenir 55
measure, do so optically.
Hh Hh Scala Or it ame
«cing elitin
TMa es nun
Hh Hh Gill Sans .
gloriosa e
lure quod
Hh Hh Univers 55 am |psum
nsectitura

letters match, even if the point size isn't a
round number. The particular stylistic form
of a font may require adjusting its size up

or down. For example, condensed typefaces
have smaller counters, and so benefit from
being enlarged slightly (as well as spaced a
bit more loosely).

___ Regardless of the type size or a reader’s
maturity, between fifty and eighty characters
(including spaces) can be processed before
a line return. With words averaging between
five and ten letters, that means approxi-
mately eight to twelve words per line. This
character count determines the width of a

A serif specimen
with a small x-height,

C set solid (the leading
measure equal to the

nonum f point size)

et sempe

As above, but with
an extra point of
leading to prevent
descenders and

ascenders from
nonui ¢ touching
et sempe
L L[ imen of the same.

point size, but a
C much larger x-height
and shorter ascend-
ers and descenders,
again set solid

nonum ¢
cet semy
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paragraph—for that typeface, set in its par-
ticular size. Because the optimal character
count results in an average number of words
of average length on each line*, the presence
of hyphens is greatly reduced. In ragged text,
this same consistency tends to result in a
rag shape that is rhythmically regular; for jus-
tified text, the spacing within lines tends to
be regular as well, minimizing dark/light spot-
tiness and the appearance of rivers crossing
through the paragraph.

___ The leading of the lines depends on the
width of the paragraph and the type size.

The interline space** should be larger than

the apparent height of the lines, but not so
large that it becomes pronounced. Similarly,
the leading must not be so tight that the
reader locates the beginning of the same line
after the return and begins reading it again.
As paragraph width increases, so must the
leading—to keep line-beginnings distinct.

Think of the blank page as alpine meadow;, or as the purity of
undifferentiated being. The typographer enters this space
and must change it. The reader will enter it later, to see what

the typographer has done. The underlying truth of the blank
page must be infringed, but it must never altogether disappear—
and whatever displaces it might well aim to be as lively and
peaceful as it is. It is not enough, when building a title page,
merely to unload some big, prefabricated letters into the
center of the space, nor to dig a few holes in the silence with
typographic heavy machinery and move on. Big type, even

huge type, can be beautiful and useful.

An optimal paragraph setting
presents between 50 and 80 char-
acters per line (approximately 65
is usually ideal); is a comfortable
size to read continuously; has a
uniformly soft rag shape; and is
disrupted by only one hyphen.

Text excerpted from
The Elements of Typographic Style
Robert Bringhurst

An ancient metaphor: thought is a thread, and
the raconteur is a spinner of yarns—but the true
storyteller, the poet, is a weaver. The scribes made
this old and audible abstraction into a new and
visible fact. After long practice, their work took
on such an even flexible texture that they called
the written page a textus, which means cloth.
The typesetting device, whether it happens to be
a computer or a composing stick, functions like
a loom. And the typographer, like the scribe,
normally aims to weave the text as evenly as
possible. Good letterforms are designed to give a
lively, even texture, but careless spacing of letters,
lines, and words can tear this fabric apart.
Another ancient metaphor: the density of
texture in a written or typeset page is called its
color. This has nothing to do with red or green
ink; it refers only to the darkness or blackness
of the letterforms in mass. Once the demands
of legibility and logical order are satisfied, even
ness of color is the typographer’s normal aim.

Well-Justified

The specimens above
compare optimal and
well-spaced, comfortable
justified setting with

its jarring, poorly-set
counterpart.

MAKING AND BREAKING THE GRID
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This will be true only for
English; every language
has its own specific optimal
character count.

Leading is an unimportant
measurement. Interline space,
the shape of negative, or
“white,” space between lines
of text—this is what actually
matters in typesetting.

An ancient metaphor: thought is a thread, and the
raconteur is a spinner of yarns—but the true sto-
ryteller, the poet, is a weaver. The scribes made this
old and audible abstraction into a new and vis-
ible fact. After long practice, their work took
on such an even flexible texture that they called
the written page a textus, which means cloth.
‘The typesetting device, whether it happens to bea
computer or a composing stick, functions like
a loom. And the typographer, like the scribe, nor-
mally aims to weave the text as evenly as pos-
sible. Good letterforms are designed to give a
lively, even texture, but careless spacing of letters,
lines, and words can tear this fabric apart.

Another ancient metaphor: the density of tex-
ture in a written or typeset page is called its color. This
has nothing to do with red or green ink; it refers only
to the darkness or blackness of the letterforms in mass.
Once the demands of legibility and logical order are
satisfied, evenness of color is the typographer’s normal
am.

Poorly Justified
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Based on Typesetting Attributes

Determining Column Structure

After first defining stylistic attributes for
each kind of text (as outlined on the previous
page spread), use them to develop the grid’s
base proportions—beginning with a determi-
nation for the column width.

___ The first stage of this process is to find
a universal width increment that all of the
optimally styled text specimens can share.
The fastest way to do so is to compare only
the widths of the narrowest and widest spec-
imens—usually, the caption and the headline.
However, the most important text style is
the running text, the one which will appear

in the greatest volume, and whose read-

ability is most critical, because the reading
of extensive, continuous text is the most
difficult. It is advisable, therefore, to compare
narrowest, widest, and running text specimen
widths to assess column width relationships—
but, one might as well compare all of the
specimens together for best results.

___ Following the process for finding a uni-
versal column width described below will yield
a set of increments that doesn't account

for column separation: the gutters. The next
stage is to determine what the column gutter
should be. Again, because running text will

be the most ubiquitous, and most import-

ant, text style to appear—due to the need

to ensure the reader’s eye moves downward
through the text without jumping horizontally
into an adjacent column—it makes the most
sense to base the column gutter measure on
the requirements of the running text.

___ Once column- and column gutter-widths
are known, the last step is to determine how
many columns, including the gutters between
them, will fit within the project’s page format.
The spaces that remain on either side of that
column group will form the outer and inner
margin measures.
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Align specimens of the type
styles to the left, in a vertical
stack. Draw vertical guide-
lines as shown to mark their
left-aligned edges, as well as
each specimen’s longest line.
Slightly adjust the positions
of the long-line guides to

discover a fractional relation-

ship between the styles’
respective widths—where the
caption width, for instance,
might be one half, or one

third, that of the running text.

Combine fractional widths
and/or split the differences
to yield a single width incre-
ment that governs all the
widths as a multiple of itself:
two for the caption, four

for running text, and so on.
Some variance between the
original text widths and new
“proto-column” width will be
evident; remember that
“optimal” has a charac-
ter-count tolerance built in.
This universal increment will
be the column width.

Based on the universal
column width, set two deep
columns of running text
side by side.

Separate them as desired,
then measure the space be-
tween their bounding boxes.
Returning to the guidelines
over the specimen stack:
Duplicate the second
guideline from the left-most
one in position; then shift it
rightward until the space
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between the duplicate

and the original matches
the measurement you
noted previously.

Move the remaining guide-
lines, as a group, rightward
to begin at this new starting
point, then repeat the pro-
cess so that you maintain
consistent column widths
while adding the gutter
spaces between them.



Developing Row Structure

If the project’s grid requires only columns
(and, optionally, a flowline or two), develop-
ing a row structure is unnecessary; having
positioned a grouping of columns on the page
as described opposite to reveal the outer and
inner margins, all that remains is to define
the margins at the top and bottom of the
page. If the project requires a modular grid,
then the next step is to establish a measure
for the row and the gutters between them.
___ This process is similar to that of defining
column width, but here the goal is to define
depth intervals from page top to bottom. One
preliminary decision to be made is whether

the baselines of text positioned in adjacent
columns should align horizontally with each
other (as they do in this book). Historically,
such baseline alignment has been considered
desirable, but this is a subjective preference.
Given that each text style’s leading is likely
to be different, achieving baseline alignment
among them all will be tricky; further, if para-
graphs are separated by a different leading
measure than that within contiguous text

(a proportional return, rather than an intrinsic
return)—and, if there is space added before
or after a hard return—baseline alignment
becomes more challenging still.

Should baseline alignment seem unimportant,
the designer can define a depth interval for
rows and row gutters, decide how many rows
are useful, and choose measures for the head
and foot margins as they see fit.

____If, on the other hand, baseline align-
ment is desirable, the row structure must be
defined based on some commonality to be
found between the various styles’ leading
increments... The more involved process that
is described below.

K
Adjusting the
leading measures
means that the

optimal interline
spacing previously
determined for
each style may
change; a little
extra is usually OK,
but decreasing

interline space may
be problematic
for some styles.

Position specimens

of the text styles
adjacent to each other,
with the first lines

of each resting on the
same baseline.

The leading measures
of the various styles
must be made to share
a numeric relation-
ship: Increase and/or
decrease the individ-

ual leading measures
of each text style until
all of the measures
are divisble by the
same number.* Among
the set of specimens
above, all the leading
measures are multi-
ples of 6, a relatively
large number. By way
of comparison, the

leading measures of
the text styles used in
this book are multiples
of 2.1, which is small.
In comparing speci-
mens, one will notice
that the text of some
or all of the styles
share both the top
baseline and another
at particular intervals.

MAKING AND BREAKING THE GRID

One of these intervals
is likely to be a good
choice for the row
depth—probably the
one at which the ma-
jority of the baselines
meet up. It’s alright

if not every style’s
baselines meet at this
interval; the odd ones
out will still show
baseline alignment
with the others in

various instances, just
not as consistently.

A measure for the row
gutter is typically
based on the running
text’s leading, but it
may just as easily be
some other increment
that is a multiple of
the common leading
number.

The last step is to fit a
useful number of rows
from top to bottom of
the page; the remain-
ing spaces above and
below the row set be-
come the head margin
and foot margin.
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Harmonic Spacing:
Micro to Macro

Yet another important consideration with
regard to the quality of the typography is

the interrelationship of spacing proportions
within text elements, relative to the spaces
that separate text elements and, further, to
those that separate the body from the edges
of the format—the margins. When books were
designed by printers, as well as produced

by them, a simple spatial ratio between the
width of the column gutters and the width

of the margins came to be established: as a
rule of thumb, the margin's width would be
twice that of the gutters between columns.
The intent of this 2:1 ratio was to ensure that

Based on Typesetting Attributes

the group of columns would hold together

as a distinct visual unit within the margins,
despite the spaces separating them.
___This logic speaks to the fundamental
notion of space in the context of typographic
information: material that is contiguous, or
more closely related in meaning, should be
closer together; and information that is not
contiguous, or unrelated in meaning, should
be further apart. The printer’s spacing logic
might very well then be applied to all the
different kinds of spaces that appear within,
or between, typographic components, the
better to distinguish between them.
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Therefore, in addition to independently
determining the optimal interline spaces in
text, the separation of paragraphs, the
gutters between columns and rows, and
the margins, make sure they also increase
in proportion incrementally—from the
tightest (between letters) to the largest
(the margins), adjusting all as needed.

spacing relationships
among typesetting
components to be
achieved, ordered from
smallest [tightest]—

I the space between the

‘ This diagram shows

letters within words—
to the largest [loosest]—
the measure of the
narrowest margin.

The measurements
have been enlarged

for demonstration,

but are shown in
relative proportion

to each other.

As you develop optimal
typesetting attributes
for each kind of text,

be sure to compare the
spacing that results;
adjust their respective
spacing as needed to
maintain the scale rela-
tionships.




Correlating the Row Structure

with a Baseline Grid

If the designer has decided that the baselines
of text in adjacent columns are going to align,
he or she will then want to specify a baseline
grid for the document so that the text styles
can be locked to it, ensuring there’s never
any misalignment. For a grid of columns,
without rows, the designer may simply define
the baseline grid increment—the common
leading number upon which all the text styles’
leading measures are based—and the point
at which the baseline grid starts at the top of
the page. The first guideline in the baseline
grid typically falls just under the head margin,
so that an instance of the smallest text style
(like the caption) can be set to hang from the
head margin and have its first line sit on the
first baseline grid guide.

___ On the other hand, for a grid with rows,
specifying the parameters of the baseline
grid is a little more complicated: The guides
in the baseline grid must land precisely where
the row guides, row-gutter guides, and
foot-margin guides are located. The reason is
that both text and images must be able to be
separated from each other by the row gutter,
but text must still be able to flow downward
in a column, through the row gutter, and
remain locked to the baseline grid—with its
bottom-most line coming to rest on the foot
margin. To accomplish this, the designer will
have to do some math.

To demonstrate the method for
integrating the baseline grid with
the row structure, the common
leading number of 6 points (from
the examples on the previous
spread) is used, along with a hypo-
thetical row depth of 48 points and
a row gutter depth of 12 points:

1

Leading is measured in point
increments, so all depth measures
will need to do so as well; in the
page layout program’s Preferenc-
es, convert all of the document’s
measurements to the point scale.

2

Determine the height of the page,
measured in points. The hyotheti-
cal page shown here is 570 points
in height.

3

Add up the total depth of all the
rows that will fit comfortably
within the page height, including
gutters between them. In this
example, that’s 8 rows, totaling
468 points deep.

4

Subtract the row structure depth
from the height of the page; the
remainder is what is left for the
head margin and foot margin:
570 points minus 468 points =
102 points

5

Split the remainder to determine
the measures of the head margin
and foot margin. If these margin
measures seem too tight, remove a
row (or reproportion the row depth
based on a different leading depth
interval, following the steps on the
previous page spread).

In this example, the remaining

102 points is split so that the head
margin is 66 points deep and the
foot margin is 36 points deep.

MAKING AND BREAKING THE GRID
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6
Set the margins in the document.
The lateral margins (to the left
and right of the column structure)
were determined previously.
, H

H

Create the document grid guides,
specifying the number of columns, H
the measure of the column gut-
ters, the number of rows, and the
measure of the row gutters—again,
in points. Make sure that these are
set to the margins, not to the page.
Check to see that the top-most
row guide and the bottom-most
row guide strike the head and

foot margins, respectively. If they
don’t, or if the depth of the rows or
gutters is somehow off, check the
math and recalculate as needed.

8

In the software’s preferences,
specify the baseline grid incre-
ment (for this example, that’s one
grid line every 6 points) and set
the location, in points, at which
the grid will begin from the top of
the page. Check to see that the
baseline grid lines land exactly

on all the row guides, row-gutter
guides, and the foot margin. If they
don’t, start the baseline grid at a
different location and test it again.
The baseline grid in the example
begins at a depth of 72 points from
the top of the page. This starting
point permits a caption to hang
from the head margin and lock to
the first grid line—because the
caption leading is 6 points.
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Building a Grid

Universal Proportion

Nattonal Film Theatre of Australia

The New Swiss Film

ene Hobare Adelaide Sydney

Sometimes imagery, rather than text, is the
focus of a project—for example, in a poster,
or in a coffee-table book. In such a case,

it may be more desirable to define the grid
structure based on the proportions of the im-
ages. (Even so, the typesetting attributes for
text should still be considered, even though
that aspect will be less important.) There are
several ways to think about the imagery as a
source for building a grid:

___ If the proportions of images to be
included all conform to the same aspect ratio
(have the same width-to-height relation-
ship), one might use this aspect ratio to

Based on Image Proportions

The grid for this

poster is based on
the proportional

h =) |

aspect ratio of a film
still: The module is

the size and shape

of one frame. You’ll

notice that the row

gutters are deeper
in measure than the

column gutters are
wide: The designer
decided that, in
order to maintain the

To demonstrate how

cinematic, story-

] flexible a grid built

S

board-like flow of the

58 this way can be, the

images, captions for

author developed hy-

them would need to

=

pothetical alternate

appear below, rather

formats, as though

than to the side of

the poster were part

each.

of a campaign to

Josef Miiller-Brockmann

promote an extensive

Reproduced from

film festival.

Grid Systems in Graphic

Design / Niggli Verlag,

Switzerland, 1962.

In the horizontal for-

Courtesy of Niggli Verlag

mat, above, the same

horizontal module

count and margin

proportions as in the

original poster are

used. The vertical

define the proportions of a module, and

then build columns and rows based on that
proportion. Images placed on the grid that
results can be scaled to sizes defined by
fields of modules; further, the proportions of
typographic elements will share this logic with
the images and seem intrinsically well-relat-
ed to them. This strategy can be used for a
single format project, like a poster, but the
grid can easily be instituted in other formats
to systematize a campaign or as part of

a branding program. The margin measures
among formats may stay the same, or they
may change around the grouping of modules;

format, right, multi-
plies the module at
areduced scale,
creating new propor-
tional relationships.

columns or rows of modules can be removed
or added to, depending on the proportion of
a given format; the entire group of modules
can be scaled down as a unit to create a
more detailed grid for complex uses, like a
book, or scaled up as a unit to create a sim-
plified version for bolder expression.
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Proportional Relationships Between

Images and Formats

Another way of thinking about images as a
source for building a grid is how their shapes
relate to that of the format in which they’ll
appear. A difference in proportion between an
image and its surrounding space can create
dramatic tension that will almost guarantee a
dynamic composition, even if only one image
appears. Similar to the method described
opposite, the shape of the image can be used
to define a module; comparing two images of
the same or different proportions, and finding
some corresponding relationship between
them, could yield a module that allows both
to be shown at different scales and creates

a more detailed grid. But, a grid built this way
could just as easily consist of columns whose
measures happen to be some fractional sub-
division of the image’s width when it is sized
as desired within the format area. How the
designer conceives of the image-to-format
relationship, and what kind of grid or method
of deriving it is pursued, may take into account
what other kinds of content need to accom-
pany the images. If the supporting content
isn't all that complex or varied, a very simple
structure may be perfectly useful.

A placeholder for a
square-format image
confronts each of
the formats below
(top row)—each time
revealing secondary,
square-based

spatial breaks in a
different way, due to
the differences in the
formats’ respective
proportions; each
gives rise to a highly
individuated grid as
aresult.

Again, the same for-
mats are shown but,
this time, with grids
based on relating
two images to each
format (bottom row).
The square image
defines precisely
the same vertically
shaped area to its
right in each format
as a result of its
changing size. The
vertical space is a
reference to the pro-
portion of the second
image. This logic
gives rise to a grid
that correlates the
proportions of both
images in all three
formats as an inte-
grated system.

MAKING AND BREAKING THE GRID
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Correlating Multiple Image Formats

When designing projects that show art work,
such as monographs or exhibition catalogues,
it's often the case that images will not be
permitted to be cropped. That limitation
should not hinder the designer’s layout goals.
In order to build a useful grid that will allow
for layout flexibility—without cropping inset

Based on Image Proportions

images—the designer must find some propor-

tional relationship between the images to be
included. If the images are all the same for-

mat, the strategies outlined on the preceding
page spread are both workable. If the images

are of many different formats (as would be
likely in a catalogue for a group exhibition),
the process becomes a bit more challeng-
ing—as is described in the hypothetical study

shown here.

More likely than not,
the aspect ratios of the
images in the group will

215 B3P

"
»,

be very different. In that
case, make the images
transparent and then

b4

he first step is to select ()
an example of each image Y

¥
’,
Ty
i1}
L

format and compare their

relative aspect ratios.

Some formats may be

related in width or depth

already; others may be
fractionally related if

their relative scales
change—if shrinking one,
for instance, to match
another’s height, causes
it to be half the width of
the second image.
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shift them around, chang-
ing their relative sizes,
and discover at what
sizes their proportions
come to refer to each
other—at different scales.
From there, a module can
be distilled that can form
the basis of a column and
row structure.



Taking into account the
need for gutters between
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A grouping of columns Shown here are two hy- accommodates numerous
and rows together was pothetical page spreads kinds of text style for
moved about within a using the grid developed additional contrast and
page to determine a from the image formats. hierarchic clarity.
comfortable proportion This modular structure
for the margins. is rather flexible; not

only are a large variety

of image sizes possible,

but the structure also
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Building a Grid

For Interaction Design

Layout in a Responsive Context

Control over layout parameters for screen-
based design has come a long way since the
Internet first came online in the mid-1990s.
Today, designers have nearly the same facility
for precision in Web-based layout as they do
for print. Grid use in UX design has come to
the fore as the result of the need to structure
online communications to adapt to browsing
within format interfaces of extreme difference
in size; the grid’s modularity lends itself to
designing flexible systems of this very nature.
___ Challenges continually arise in attempting
to maintain the presence of the structure—
aided by rigorously templated development

DESKTOP/LARGE-FORMAT

LOGOTYPE SERVICES | EVENTS LEADERSHIP ABOUT

FLYOUT MENU ITEM
HEADING FLYOUT MENU ITEM
Supporting FLYOUT MENU ITEM

mformgtion FLYOUT MENU ITEM
lorem ipsum
dolor sit.

HEADING
Supporting
information
lorem ipsum
dolor sit.

DESKTOP/LARGE-FORMAT

LOGOTYPE SERVICES =~ EVENTS LEADERSHIP  ABOUT

FLYOUT MENU ITEM

HEADING FLYOUT MENU ITEM

Supporting FLYOUT MENU ITEM

information FLYOUT MENU ITEM

lorem ipsum

dolor sit.

HEADING

Supporting

information
lorem ipsum
dolor sit.

tools—while achieving a recognizably unique
visual presentation that doesn’'t appear
templated. Although the limitations of
device-specific screen size are typically
considered from the outset of a project with
regard to functionality, a project’s look and
feel are likely developed within the desktop

browser’s larger screen space—discrepancies

in the structure reveal themselves as de-
signers work to unify stylistic compositional
aspects. Incongruities such as these—mis-
alignments between navigation and content
areas, conflicts between symmetrical and
asymmetrical arrangements, loss of import-

ant margin area needed for particular com-
positional gestures—are common problems.
Resolving them well means conceiving the
grid structure from the column or module
outward, rather than reverse engineering it
from a fully developed grid structure defined
for the large-browser experience.

SMARTPHONE
Using default template
structures or themes
potentially creates
two kinds of structural

conflict: E'E?;?th?nﬁmm ES
- lorem |psumE\I’:Eﬁ\+ﬂ-S
First, between symmetry LEADERSHIP
and asymmetry, which

typically manifests ABOUT

itself in misalignments
between navigational
and content elements,
especially when the
browser resizes; and
second, between
different uses of space,
which is problematic

if specific layout ges-
tures are intrinsic to

a brand’s visual identity

- behavior SMARTPHONE

Both kinds of conflict

appear in the top exam-

ples, but are resolved in SERVICES

the lower examples. . EVENTS
LEADERSHIP
ABOUT
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A 16-column grid provides
device-specific layouts
in permutations of 2-, 4-,
and 8-module configu-
ration—while support-
ing consistently sized
and spaced navigation
throughout. These condi-
tions could be achieved
only by building the
structure outward from a
base grid defined by the
smallest screen format.
Atlas/ Spain

BUILDING A GRID



Building a Grid

Establishing a grid structure for
an interactive experience should
be no different than for a brochure
or newspaper; all the same con-
siderations and methods under
discussion still apply... except
that designers must now antici-
pate how a layout designed for a
large-format desktop monitor will
translate to the small screen of

a smartphone.

The limited screen area of a typ-
ical smartphone (shown here at
actual size) imposes an unavoid-
able physical reality. However,
any perceived restriction it might
impose with regard to type or
image sizes is made up for by its
particular width, which will ac-
commodate a range of legible type
sizes with more or less optimal
attributes.

Starting with the smartphone
screen format as the basis for a
column structure, then, is almost
a no-brainer. Its “ready-made”
column width presents an oppor-
tunity to problem-solve: Whatever
layout might be desirable in the
large format screen will do best
by working here, first.

For Interaction Design

Working from small screen to
large, developing a grid is a matter
of arranging columns of the
smartphone width side-by-side

to fill the increasing screen area.
The base column can be subdi-
vided for greater flexibility and
layout variation.

This diagram demonstrates the
part-to-whole relationship that
can be achieved between smallest
and largest screen formats by
using the smartphone screen
proportion as a base column. Even
if that column is subsequently
subdivided, the grid will maintain
a consistent proportion among all
formats and enforce visual conti-
nuity throughout.

For quick reference, these
text specimens are set at a
variety of sizes. This serif is
set at 12 points, or roughly
12 pixels in height.

This specimen is set
at 15 points...

As is this sans serif.

At 10 points, most sans serifs and
contemporary serifs will remain
more than adequately legible.

This sans serif is also set at a
size of 10 points; note the
difference in its apparent size,
compared to that of the serif
sample above.

A sans serif font with a large x-height

is likely to read legibly even if reduced
to 8 points in size, as is this specimen.
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TABLET / PORTRAIT

768 x 940

MAKIN

G

TABLET / LANDSCAPE

940 x 768

Material sized to, and situated
within, the rightward columns in a
large-screen format will reorient
as a single-column, vertical scroll
position when the browser closes
down to smartphone format.

This represents a dramatic shift
in compositional emphasis, from
emphatically horizontal—in which
the verticality of the columns
adds contrast—to overtly vertical,
in which row divisions assume an
increased level of importance.

A layout change this pronounced
has the potential to disunify

a branded experience, so it’s
important that strong horizontal
breaks and alignments of a similar
quality as will appear in the small
format are built into the large
format presentation to ensure
continuity.

ND BREAKING THE GRID

The conventional browsing func-
tionality for Web-based media

is that of scrolling. That means
that information at the top of the
screen will disappear when the
user scrolls down the page; it may
also mean that important content
may not be accessed until the
user reaches the page’s lower end.
Pinning elements, so that they
remain in place while the page
scrolls, is a useful way to ensure
that critical content—especially
brand messages and naviga-
tion—are continually present. The
designer must take into account
the pinned item’s location and
size, and its potential to obscure
(or be obscured by) content that
scrolls through it.
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Building a Grid
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Structure itself can be a message—designers
will want to consider how various layout
conventions may be interpreted on cultural,
historical, and associational levels by their
audiences (alongside the practical methods
previously discussed) as yet another means
of constructing a grid. Sometimes, a grid of
particular proportions or shaping refers to
some other experience in a nearly pictorial
way; at others, its influence may be more
subtle, imparting a certain compositional
emphasis that may be appreciated subcon-
sciously, rather than intellectually.

The modular grid

in this New Year’s
poster reveals the
cyclical nature of
repeating days—
coded by color that
also evokes a cele-
bration of confetti.

Niklaus Troxler Design/
Switzerland

'ENVIRONMENT i

REPORTER:
OSTROVSKY

Structure as Meaning and Metaphor

BENEDICTUS

Lorem ipsum dolor sit amet
consectitur adipsing
elit. Duis autem velure, sum ex
pellentesque in magnificat
fiat est. Quaequod pirit, in
gloriosa ad domine, cirquod
malefectus sunt.

BENEDICTUS

Lorem ipsum dolor sit
amet consecti adipsing
elit. Duis autem velure,
sum ex pellentesque in
magnificat fiat est.
Quaequod pirit, in glorio
sa ad domine, cirquod
malefectus sunt.

Symmetry preceded asymmetry as an organizing
principle, developed in the context of a religious
institution; thus, symmetrical layouts are usually
interpreted as classical or authoritative, while
asymmetrical layouts impart a modern, or more

casual, quality.
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This motion design
sequence opens

a documentary/
news program with
images and text that
rapidly slides—frame
by frame—through

a modular grid

that alludes to the
editing bay used

for post-production
in video and film
work. In doing so, it
promotes an inter-
pretation of authen-
ticity in reportage by
revealing the process
of its creation and
suggsting that the
news is so up-to-
the-minute that the
stories are still being
edited.

Gretel /USA



humanity

A book about the
Industrial Revolution
uses a modular grid
pushed low by a deep
head margin. The
result is that text
columns and images

take on a pictorial
quality, suggesting
rising buildings in a

cityscape.

Designer unknown;
Timothy Samara/USA,

Instructor

MAKING AND BREAKING THE GRID

61

The grid for this
magazine, which
celebrates the human
condition in all its
aspects, builds a
proportional row
structure from a

low horizon guide.
Despite pronounced
verticality in some
layouts, the reader’s
eye is continually
pulled “groundward”
to that horizon—

the earth upon which
the reader exists.
Thomas Ockerse / USA

The quadrant struc-
ture of this cover
system plays off the
publication’s title,
and also notes a fun-
damental truth: the
seasons divide the
year into quarters. As
each issue’s season
marker travels from
one sector to another
in clockwise rotation,
the quality of time
being marked, clock-
like, imparts a reas-
suring continuity.
Level Design Group /USA
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Using a Grid Considerations and
Best Practices

Building a project’s grid address-
es the functional aspects of its
content and general organiza-
tion—but it’s a starting point. The
real work begins with establishing
how the material will be articulat-
ed within the grid: What kinds of
scale relationships will exist among

This series of layouts

elements? What rhythm might alludes to the spectrum
L. of _composl_tlonal possi-
compositions express? How geo- bility that is possible
k . . on just one relatively
metric or ordered is the material’s simple structure—shown
) here ordered from the_
appearance, or how organic? Even fullest and most static
. i . ) to the Enost open and
with the simplest grid, the possi- dynamio.
blltlleS Of approaCh are myriad_ Material justified to the

margins, or to specific
module depths, creates a
rigid geometry. Hang-

ing material provides a
measure of consisten-
cy, balanced by their
changing depth. Material
that changes hangline
and depth offers the
most organic and fiexible
quality of arrangement.




Like the magazine
above, this book
about Scandinavian
textiles uses a very
precise modular grid,
but its compositional
quality is completely
different: Elements
shift from module to
module, even sharing
columns between
them—and so assume
a woven character.
Yoojung Kang/USA
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Layouts in this mag-
azine strictly follow
its grid’s modular
structure, adhering
to both column and
row alignments with
surgical precision.
Boldly rotating

text elements and
dramatically scaling
them, as well as
carving out dra-
matic intersections
between columns and
rows with negative
space, alleviates the
potential stiffness
of the grid’s explicit
presence.

Atlas/Spain
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Using a Grid Compositional Logic

Degrees of Articulation
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One of a designer’s first considerations is
how “full” the compositional space ought

to appear—that is, to what degree the body
is filled by content to its margins. A little
mystery—leaving columns or modules open,
not revealing the structure at every junc-
ture—goes a long way toward achieving a
dynamic experience. Sometimes this aspect
comes down not to a purposeful decision, but
rather to the relation of content volume to
page count; even so, a designer must be able
to maintain some negative space to provide
areas of visual rest.

Each of these three projects fills its
grid structure to greater or lesser
degrees. The newspaper at left is full
to the margins; the page becomes
more of a texture, interrupted by the
dark image masses. In the brochure
below, the space is relatively full, but
a number of modules in the grid are
left open to encourage movement
through the puzzle-like architecture.

n
i
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X

The publication at bottom pushes
content to the exterior of the body,
creating an undefined, open space for
the majority of the page spread.

Pentagram /UK [left]
Paone Design Associates /USA [middle]
Willi Kunz Studio /USA [bottom]
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Margin Measures and Body Position

Learn to Read Your Meter

Wity rmad yau

Energy
Conservation

Almost independent of what kind of grid is page format; or, added “false” margin may be
being used, an essential decision to be made built into the structure itself, meaning that
is how the body (and articulation of content) a column that is part of the grid may be left

will relate to the format: Will it be positioned open to act as a margin space. This option
symmetrically (mirroring) or asymmetrically leaves the designer some flexibility for using
(off setting) on each page, relative to the that space should the need arise.

page opposite? Will the content be oriented
toward a spread’s interior, or pushed outward
toward the foredges? Each decision will result
in a remarkably different feel for the layouts.
___ The primary positioning of content can
be effected with the margins alone, using
different measures for each margin to orient
the body in different locations relative to the

MAKING AND BREAKING THE GRID

The two projects
above, left, situate
the body symmetri-
cally in the spread.
The top one does this
with actual margins;
the one below uses
outer columns to cre-
ate added margins.

Timothy Samara /USA [top]
Ideas On Purpose / USA
[bottom]

The two projects
directly above offset
the body to the left
on each page, cre-
ating asymmetrical
structure.

Kari Porter / USA [top]
Robert McConnell /USA
[bottom]
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Using a Grid Compositional Logic

Modularity, Shaping, and
Directional Emphasis

Compositional elements, whether headlines,
paragraphs of text, or images, create shapes
and establish movement and rhythm through
a space. How they do so, interacting with
the grid that is guiding their relative scales
and positions, must be defined as a specific
characteristic based on the functional needs
of the information but, perhaps more impor-
tantly, in relation to the subject matter to be
communicated. By establishing a particular
compositional idea and carrying it out across
all the project’s parts, even on a merely
formal level, a designer also works toward
building a cohesive totality.

Text and image components in
these magazine spreads piece
together around the modules, im-
parting a thoughtful, constructive
quality that supports its subject
matter: artisinal craftsmanship.
Yoojung Kang/USA

The annual report spreads as a provider of cybersecurity
above and below enforce a services. The modular geome-
geometric rigidity by con- try integrates with images as
straining content to only a overlayed blank boxes.
portion of the module struc- Cahan & Associates /USA

ture. The resulting austerity
is quite analytical, support-
ing the client’s credibility

GARTMER
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The image and the typography
establish a set of opposing, over-
lapping angles—like L-brackets
crossing their corners—and this
logic was applied to all the page
spreads in this recipe book. That

decision was mostly a formal one:

a way of visually connecting the

two kinds of material while cre-
ating contrast needed to counter
the repetition of mostly horizon-
tal-format images throughout.
Timothy Samara/USA

wugn 30 Besdges

A strong hangline at the top

of this brochure layout—which
carves out a consistent area for
visual rest—creates a focused,
regular horizontality in contrast
to the pronounced vertical
rhythm of text and images.

C. Harvey Graphic Design/USA

MAKING AND BREAKING THE GRID

These page spreads from
a publisher’s catalogue
use the same grid in dif-
ferent ways—creating a
marked visual difference
between sections that
serve different purpos-
es. The spread at top
promotes new releases;
the spread at bottom

67

is a more conventional
catalogue listing. Both,
despite their overall dif-
ferences, share a strong,
up/down vertical rhythm.

Frost*collective / Australia
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Using a Grid

Qualities of Depth and
Surface Activity

O spertus

A Coninr for Juwish Laarning & Cullurs

Compositional Logic

The two layouts below
employ modular grids.
The one directly below
appears flatter because
modules are articulated
as geometric planes
that directly abut each
other. The layout lower
on the page, however,
creates the appearance

Where ars the Women in Sewish Protessionsl

of objects floating in a
deep, dimensional space
by virtue of their sepa-
ration, contrasts in size,
and open modules.

Frankfurt Balkind Partners/
USA [top]

Sheila deBretteville / USA
[bottom]

A quality of geometric
precision pervades tically, one becomes
this webpage design, somewhat conscious
with content filling the  of the white, linear
columns to the mar-
gins. While the planar
masses of the images
contribute some sense
of depth to the space,
the gutters between
columns and rows are

very pronounced; op-

Studio Blue/USA

The degree to which a grid is articulated will
have an impact on the perception of space—
whether it seems flat, with material appear-
ing to slide across the surface; or whether it
seems deep, as though the material within
the space exists on dimensional layers in a
foreground, middle ground, and background.
In general, the fuller the page, and the more
alignments within the grid that are explicitly
marked by compositional elements, the flat-
ter the appearance of the page; this qual-
ity is also exaggerated by the presence of
elements that are similar in scale, as well as
by large amounts of text which, being linear

JUF Mews arnounces s year's Jawish Book
Sdonsn inftisthve

armature they create.

and textural, will more likley be felt as surface
activity, rather than as dimensional planes or
objects of mass. Conversely, the more col-
umns, rows, or modules left open, the deeper
the space will seem—pictorial elements and
text will take on the quality of independent,
floating objects. Greater variety in the
shapes and proportions of negative spaces,
too, will add to a perception of deeper space
(as well as greater movement), as will strong
contrasts in the relative sizes of elements.

68




The designers of this publication create a compelling tension
between apparently deep space and flat surface activity through
the use of transparency—illusory as well as physically, through
the use of vellum sheets. The justified text, articulated very geo-
metrically, appears to travel just under the surface, in contrast
to images that appear as windows or floating objects. Crossing
imagery with text creates an ambiguous depth.

Level Design Group / USA

The typography in each type marks a greater

page spread from this number of alignments;
cookbook occupies a dif- and, there are moments
ferent apparent spatial where type seems
location as a result of directly anchored to the

several aspects: The type  format edges—by the
in the dark spread attop  optical weight of the

appears to recede into large numerals, and by
deep space because the  the page fullness and how NYFA.

ey . . . . serves artists fellowships
grid is articulated only close-margin relation- o e U1 !
by three elements—and ship of the text column
the other two are both on the right-hand page. S
massive, advancing Kari Porter / USA f;;;ffr'jpﬁ;cez:,:

into the foreground. The

type in the spread with

the white background |
appears mostly as a

surface element because

o 'r | lso affects thedpsychology
= lechnica o i o h
assistance 1 vision ofithe artist.
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stark; in addition, the (.)-rg_an-imic_mh L ~

MAKING AND BREAKING THE GRID 69 USING A GRID



Using a Grid Design as a System

Variation and Violation

A system’s expression
lies on a continuum
between rigid and
organic. The de-
signers of this book
cover system built
extensive variation
into its governing
rules, formalizing

an organic family of
layout options that
could be implemented
to anticipate different
requirements.

Meta Design AG/Germany

Leutbecher
Zahlentheorie

Eine Einfihrung in die Algebra

CARLOS ANTRADAS
LUDWIG BROCKER
TESUS M. RUIE

seneas Constructible Sets
| s inReal Geometry

A grid is successfully implemented only if a
designer rises above the uniformity implied
by its structure and uses it to create a dy-
namic visual experience that sustains inter-
est page after page, screen after screen. The
greatst danger in using a grid is to succumb
to its regularity. It's important to remem-

ber two notions in this regard: First, that a
system exists to encourage flexibility—its
rules are made to allow a range of expression;
and second, that the grid is a guide—to be
followed as much as possible, but deviated
from if there’s a good reason to do so. Grids
don’t make dull layouts—designers do.

These two book
spreads demonstrate
effective variation

of an exceptionally
simple modular grid.
The designer’s use of
alternating spatial
zones from page to
page accomplishes
three goals: the
change from horizon-
tal to vertical empha-
sis enhances visual

interest; it serves to
reinforce the grid by
making its presence
known in multiple
ways; and it creates
a rhythmic sense of
unity between the
pages.

Vignelli Associates/USA
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A simple trick to achiev-
— | ing layout variation is

to alternately cluster
images toward the top
or bottom from spread
to spread; another is to
force a small, medium,
and large image onto a
spread—and then use the
same sizes, but placed
in different locations, on
the next spread. These
basic strategies create
what could be termed
“bounce” from spread to
spread.

Articulating material

across several column
structures within the
same project—but us-
ing similar positioning
logic throughout—
creates a tremendous
difference in the

overall rhythm of the
layouts while retain-
ing a certain unity.

These two spreads

make use of both

strategies described

above.

Level Design Group / USA

‘what NYFA

can da for you
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Using a Grid

Design as a System

DUISAUTEM YELURS

72

The large format of

a poster provides an
opportunity to ex-
plore variation in its
structure in different
areas, as happens in
this one: It uses an
8-column modular
grid, expressed in
two ways—as a con-
ventional hanglined
column structure at
the bottom, and in
the form of a concen-
tric frameset above.
Furthermore, the

grid is also violat-

ed by a secondary
structure—a system
of diagonal channels
that are based on the
row measure—and
more so by irregular
illustrative forms.

Chermayeff, Geismar &
Haviv [Steff Geissblhler]/
USA

Occasionally ignoring
a rigorous grid has

a dramatic effect on
pacing and hierarchy.
In this study, just
such an instance
stands out among a
series of layouts that
are heavily struc-
tured. The resulting
surprise breathes life
into the sequence
and highlights fea-
tured content.



The layout of this publica-
tion—based on a simple,
large-measure, 2-column
grid—benefits visually
from being constantly
violated by image and text
elements that cross gut-
ters, push outside the true

margins, and intrude
into the text fields. The

structure was purpose-
ly designed to integrate

this kind of transgres-
sive behavior.

Level Design Group / USA

MAKING AND BREAKING THE GRID

Philosophics

Yea

The grid used for
this cookbook has
been violated in two
ways. In the spread
at top, the gold-hued
callout, setin an
italic, Neoclassi-

cal serif, ignores
alignment and width
proportions entire-
ly. Otherwise, the
material is shaped
and ordered very

geometrically. On the

spread below that,

73

the chapter-opening
content is arranged
symmetrically—in
contrast to the hard
edges and asym-
metric arrangement
elsewhere.

Kiyoko Shiromasa/USA
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Using a Grid

Sequence and Pace

Building off the idea of variation, the rhyth-
mic pacing of visual presentation from part
to part in a system within a sequence-based
format can be a powerful means of keeping
the implementation of a grid lively. Pacing
can be understood as a kind of cadence or
“timing” a viewer will apprehend from one
part to another, as well as the degree of
dynamism or activity they perceive.

___ By varying this rhythm from slow to

fast, or from quiet to dynamic, the designer
can accomplish several goals. One of these

is strictly visual: Each new screen or page
spread engages the reader in a new way.
Another result might be that the reader is
cued to a significant content change, thereby
clarifying informational function. To some
degree, the pacing of material relates directly

Design as a System

to its ordering, or distribution. The ordering
process accounts for location and actual
sequence of raw content, whereas pacing

is concerned with the formal variation that
has been imposed upon it—ordering is about
function; pacing is about feeling.
___Indeed, such organization may be an
intrinsic part of the concept that governs
the visual presentation of the content. The
designer may get some sense of a project’s
potential pacing while ordering its content,
but it ultimately depends on the message he
or she is trying to convey with the sys-
tem’s rules. Throughout a sequence of page
spreads in a publication, for example, appli-
cation of the system’s rules for the sizes,
weights, and styles of various text elements
will automatically create a recognizable

Although pacing is
somewhat intuitive,
being methodical may
initially allow the
designer to see how
a pacing strategy will
unfold over a given
sequence of material.
By conceiving, in
simplest terms, of
visual states to

be achieved, and
creating for each an
abstract or iconic
sketch, a designer
may quickly rough
out a storyboard for
a pacing strategy.

rhythm that will likely support the informa-
tional hierarchy. However, this intrinsic pacing
may seem too even, or quietly paced, in the
context of his or her concept; or, the designer
may decide that this quietness is appropri-
ate, but notices that some content elements
could benefit from a pacing change that em-
ploys another of the system’s formal rules to
help emphasize or feature them. It could be
argued that a project’s pacing should derive
naturally from its content’s hierarchy, but it is
up to the designer to balance this need with
that of invigorating the viewer.

In the context of a
scrolling webpage—
where a grid’s
compositional field
is contiguous—the
notion of pacing
focuses on later-

al positioning of
elements, in concert
with changes in the
depths and widths
of masses.
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The pacing logic that
governs this sequence of
page spreads is actually
simple, despite how com-
plicated it might appear
at a glance. The first
spread is representative
of chapter openers—the
only instance in which

MAKING AND BREAKING THE GRID

a spread is divided in
half by a full-page image
bleed. From there, images
alternate in high/low

and left/right position,
whether there’s one
image or two. If an image
appears at a large size on
one spread, it’s followed

75

by a smaller image on the
next, then a large one,
and so on. Text material
responds to these simple
alternations in suit.
Timothy Samara/USA
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Using a Grid Design as a System

Integrating Formats and Media

Sabina Cberholzer
iiff

Lapn R e
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Grids can be especially effective for unifying
complex, comprehensive campaigns or iden-
tity programs—where messaging, function-
ality, complexity, and medium are likely to be
quite varied. It is in these situations where
the tension between a grid’s consistent ar-
chitecture and its ability to flex for different
purposes comes to the fore. If the designer
has the opportunity to anticipate all (or
most) of the materials intended for produc-
tion, the formats of various communications
can all be outgrowths of a column or module
proportion—or vice versa. By regulating
formats across touchpoints and media, the
designer may achieve several goals: Most im-
portant, arguably, is greater visual cohesion.
Interrelating formats means they can be used
harmoniously together; further, formats pro-
duced by similar processes are more likely to
be able to be produced simultaneously and,
therefore, more inexpensively.

Museo delle
Culture
Villa Ciani
d’Arte

Museo Cantonale

All images on this page spread:
Studio di Progettazione Grafica
[Sabina Oberholtzer, AGI and
Renato Taglil/ Switzerland
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A vast array of touchpoints,
or applications, within the
brand system for an art
museum gives credence to
the notions that grids are
built to encompass variation,
and that they can be used to
cohesively orchestrate the
visual language of a complex
program across multiple
media—without becoming
monotonously repetitive.
The museum’s logo itself is
the source of the grid, based
on three squares defined

by its initial letters. The
base three-square grid can
be added to, one module at

a time, to create strips of
extended proportion that
include the museum’s full
name (in several languages),

and that can act as heading
elements on stationery or
the webpage, as elongated
banners, and as freestanding
signage kiosks.

On the museum’s website,
the grid forms the basis of
a 4-column structure, while
navigation exists outside
of it, distinguishing it from
content.

A secondary structural
relationship, in the form of
an alignment dropped from
the initial Us left-most edge,
appears in both the website
and the stationery.

MAKING AND BREAKING THE GRID
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I1SO “world-size” posters are organized on a
substructure, also defined by the initial L and
the square. The ISO format system derives
from the proportions of the Golden Section;
the square is an intrinsic component of its
mathematical relationships. Visual informa-
tion in the posters is situated to reveal that
square, while the measure of the L’s vertical
stroke proportions text, running vertically—
which captures the “strip” quality of the logo.
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DESIGN EXHIBIT COMPARISONS

Poulin+Morris
New York, NY | USA

Poster for an exhibition
sponsored by the American
Institute of Graphic Arts

Modular Grid

The New York Chaptas ' An Evening Japanese designer Igarashi’s signature
e _ e s S three-dimensional letterform sculptures fill
¥ p

o a modular grid in this exhibition poster.
The grid is used to provide distinct compo-
nents of information—venue, date and time,
event sponsor—and as a convenient way
to group dozens of photographs of the letter
sculptures. Thoughtful placement of individ-
ual images sets up optical rhythms within
i ) the rows and columns of square snapshots,
ickzol o A w almost like the storyboard of a film sequence.

; ' Because the information is sparse and
discontinuous, the gutter measures between
modules can be small; their linearity adds
contrast to the overall continuously planar
formal quality of the visual field.
___ The translucent white modules separate
from the background to draw attention to
specific information. Although they appear
at first to be asymmetrically arranged, these
modules are ordered in relation to the vertical

Fashion Institete

of Technology i
Kntie Murphy Amphithestre | |
221 West Zth Stroet I

8t Sevanth Avenus 1 & = 5 o
New York, New York ' . central axis to express rotational symmetry;
| ; h
§ ' g a ra S I | | as a result, they create a set of interact-
Y i ettt : ] . g ' ing diagonal axes th;t reverse from top to
-~ . 4 \ - j o e bottom and left to right, exaggerating the

7 = General public: $10.00

A : ' o Berieeslage kinetic, filmstrip-like movement in the poster.
| Dther stadents: 5200
i {alid LO. required)

This wvent is part of

the sesies

“Champiens of Desiqa”
which is made possible
in part by a grant from
Champion International,
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Column Grid /
Hierarchic Modular Rows

This website’s content is broken into four
major categories, each of which is compre-
hensive in scope and itself parceled out into
secondary and tertiary levels of increasing
depth or focus. The designers used a 15-col-
umn grid to provide ample control over a wide
variety of content types. The shallow band of
global navigation across the header does not
conform to the column structure.

___ The limited selection of pages presented
here shows several of the many possibili-
ties for defining column widths that the grid
provides. On the landing page (top), three
columns of decreasing width progress across
the page; the second example shows a mod-
ular, two-within-one configuration, doubled
left to right; at bottom, a configuration of
column widths that is strictly hierarchic, with
the widths of text and image columns deter-
mined by their relative proportions for that
kind of content.

___ Although only columns are actually
defined in the grid, the appearance of mod-
ule-like elements (most often inset images)
and, sometimes, module-based rows of
information, occurs with some frequency.
The “module” is really just a depth proportion
based on a combination of column widths
used for a particular element, and appears to
generate a row structure when those kinds of
squared content units align horizontally.

___ Each of these kinds of configurations
forms a template for pages of similar content
within its respective section.

DESIGN

Studio Blue
Chicago, IL | USA

Website for a Jewish
culture educational and
research organization

O spertus

A Canter for Jawish Learning & Cufture

EXHIBIT COMPARISONS
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Modular Grid /
“Graph Paper” Variant

A comfortably proportioned modular grid
provides overall branding continuity and
endless layout variations for Springer, a
publisher of textbooks. The program uses a
grid of modules that, unlike other grids of this
kind, butt each other like a chessboard. The
lack of gutters or margins means that the
actual book formats can be configured on the
grid for greater consistency, and the gridded
image areas always align with each other and
with the book’s spine and edges.

___ The schematic shows the publisher’s
in-house designers a number of options

for using the grid to vary the placement of
images, type areas, and areas of flat color.

Sequences of books in a single subject can
be grouped with a single layout, but be given
their own identities through color and image
variation. Bold scientific materials, as well
as more reserved layouts for literature and
critical essays, are equally possible.

DESIGN

MetaDesign AG
Berlin | Germany

Book cover layout
system for Springer Verlag
publishers

EXHIBIT COMPARISONS



DESIGN EXHIBIT COMPARISONS

Chermayeff, Geismar 02 05 08 12 14 18 20
& Haviv 22 26 29 30 31 33 34
New York, NY | USA 35

U.S. General Services

Administration guidelines 06 07 14 16 18 19 20
for public architecture 21 24 25 34

Column Grid

1]
1]

A very basic two-column grid organizes this
guidelines manual. As a document that must
serve a number of decentralized GSA (General
Services Administration) and public-build-
ings development offices, its simplicity
promotes continuity in approach and helps
users access information easily. The columns
roughly divide the pages in half. The margins
are optically even; the interior margins are a
bit wider to compensate for the ring binding.
While linear elements demarcate the margins
throughout, the full grid is made evident in
the section contents pages as a reference to
architectural blueprints.

___ Running section folios span the two
columns, but at the foot of the page rather
than at the top, giving precedence to the
more important elements of the hierarchy:
section headlines, subheads, and bulleted
information.

___ Charts and tables are easily integrated
into the grid and provide some variation
within the straightforward page layouts. Tab
dividers use the grid’s margin frame as a
decorative element, contrasting the large-
scale section numerals and titles.

5.4 Heating, Ventilating, and
A ioning (HVAC)

=
=3 1.1 Purpose of the
i Facilities Standards for the
—#  Public Buildings Service

& el

Desipn Standards for LS. Coun Facilities

F © o N o o &
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Column Grid
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Lofts
New in Paperback

epublic
of Architecture

DESIGN EXHIBIT COMPARISONS

Frost*collective 02 05 08 12 14 18 20

Sydney | Australia 22 26 29 30 31 33 34
Book catalogue system for 35
Laurence King Publishing 06 07 14 16 18 19 20

21 24 25 29 34

This quarterly publication promoting a
publisher’s catalog of offerings is designed
using an unusual grid of 1-centimeter vertical
divisions with two distinct flowlines, both at
the top of the page. Each page in a spread is
devoted to the display of a single book.

___ The vertical center line of the page
provides a consistent orientation point for
the book’s publication information, which
flushes left from that line and hangs from the
topmost flowline. A narrow horizontal band

is defined by the space between the book’s
information and the beginning of the descrip-
tive text. That text hangs from the second
flowline, which also establishes the location
of the page marker to the far right. Within
the narrow horizontal band, the book’s title—
in a larger and bolder weight of the same
sans serif face used for running text—is
stacked upward from the lower flowline, line
by line as needed.

___ The multiple vertical divisions, mean-
while, allow the designer to introduce rhythm
and movement to the text by shifting the
paragraph alignment back and forth. Some-
times this shift accommodates the format
of the book cover that is shown, and other
times it is an optical response to the dynam-
ics of the other elements in the spread. The
left flush of the paragraph always returns to
an alignment with the information hanging at
the top to give resolution to the page.
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Modular Grid / Alternating
Binary Increments

= e e e

DESIGN EXHIBIT COMPARISONS

Biiro Uebele Visuelle
Kommunikation
Stuttgart | Germany

Exhibition poster for the
Diisseldorf University of
Applied Sciences

This poster makes use of an interesting grid
that is based on the stroke/counter structure
of its title’s letterforms. In essence, there ex-
ists a binary structure of two modules, each
of different width, that alternate sequentially
from left to right, but show alignments verti-
cally from row to row.

___ One module’s measure is represented

by the width of the narrow stem in the letter
H; another is represented by the wide stem
of the letter E, or by the apparent “blocks”
that appear to obscure letters such as the

D and B in the third row from the top. The
counterspaces—the negative area separating
letters—are actually the row gutters.

___ The designers adhere to this binary grid
pretty rigorously, but there are instances
where they’ve cheated the grid, combining

a gutter with one of the narrower or wid-

er modules in order to maintain a desired
alignment between forms on different rows,
or a particular rhythmic logic to the widths of
elements as they proceed across a row.

__ Asmall paragraph of text, together with
the University’s logotype, appear in red for
contrast and visual interest.
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Modular Grid
with Deviations

MAKING

THE GRID

Ausstellung

Schwarz-Weiss

23. Juni- 1. Juli

DESIGN EXHIBIT COMPARISONS

Niklaus Troxler Design
Willisau | Switzerland

Poster for an exhibition
of posters at the Willisau
Rathaus

This exhibition poster uses an exceptionally
large module—relative to the proportion of
the format—as the basis for its composition.
___ The letters forming the exhibition’s title
are laid out in a 4 x b grid of vertically pro-
portioned modules that bleed to the edges
of the poster’s format—there are no margins.
The alternating black and white fields create
backgrounds for the individual letters.

___ Similar to conditions in the poster shown
on the opposite page, the designer “cheats”
his grid a little to ensure the legibility of the
letters (as well as to improve the decisiveness
of the shapes created along their adjacen-
cies), shifting them upward or sideways to
help reveal their forms, but the grid remains
clearly present as an ordering structure.

___ Overlaps and vibrating juxtapositions

of black and white areas introduce detail
variation on top of the regular understruc-
ture. The dramatic scale of the title gives way
to a more focused column of time and date
description in the far right column.
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Modular Grid
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KVGO annually publishes a book to promote
its members’ activities and highlight the skills
of graphic artists in general. This particular
edition was about the technique of Dutch
book illustration in the nineteen century. For
optimal presentation of the various tech-
niques, UNA used foldouts, inserts, and die
cuts, as well as a wide range of paper stock.
The text and images are placed on an intri-
cate, six-column modular grid with ten mod-
ules vertically. Each module is divided in half
vertically, and all text baselines, from the
top of the page, are available as hanglines
should the need arise.

___ This grid is designed to accommodate
numerous, unusual nonstandard illustration
formats, which are presented wherever they
fit, so long as they align with the grid; they’re
permitted to float behind or interfere with
the regular double-column of running text,
and often straddle the gutter.

___ The home starting point for captions is
a secondary outer margin that is mirrored
from left to right pages. The smaller type size
and column width for the captions corre-
spond to the single-width column defined

by the module.

___ Inserts of varying sizes and paper stocks
are tipped in and do not necessarily adhere
to the grid. This unexpected violation is
sometimes applied to the illustrations that
are actually printed on the main text page.
The interaction between these trompe-loeil
images and the three-dimensional pop-ups
creates a rich dimensionality.
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Una [Amsterdam] Designers 04 05 09 12 17 18 20
Amsterdam\NetherIands 22 23 26 27 30 31 33

Promotional book for the 35

05 06 07 11 14 16 18
19 25

Dutch Royal Foundation of
Graphic Enterprises [KVGO]
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Column Grid /
Module+Format Dependent

III. II

DESIGN

Paone Design Associates
Philadelphia, PA| USA

Identity and stationery
system for DZ Group, an

EXHIBIT COMPARISONS
01 03 0610 1M 13 15
17 19 23 24 27 28 32
34

05 12 35

apparel manufacturer

In this rigorously disciplined stationery
system for a multinational apparel manu-
facturer, a column grid whose column-count
and proportions are defined by a consistent
module helps coordinate internal company
communication documents across three
continents. The module that orders the docu-
ment structures is the company’s logo itself,
a red square. The logo/module’s size remains
the same in every instance, but the column
structure it precipitates in each document’s
format is determined by how many modules
of that size can be configured side-by-side
within it, given its particular height and
width. By setting up specific, related column
structures in all of the printed materials,

the modular grid helps order multiple ad-
dresses and complex forms for a coherent,
recognizable brand image.
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Modular Grid /
“Graph Paper” Variant
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Poulin+Morris
New York, NY | USA

Traveling exhibition for 03 05 07 09 12 25 28
University of Rochester 35

Medical Center

University of F

This simply constructed traveling exhibition
about a Nobel Prize winner’s life balances the
studied rigor of a square-module grid with
gracefully curved panels and details of bright
color. The grid is an enlarged modular grid,
without interstices between the modules.
Text and images relating the story of Arthur
Kornberg's life are arranged around the grid:
interlocking, changing horizontal and vertical
stress, moving over and under individual
modules but always adhering to it.

___ The modular grid, specifically, allows
numerous shaped images to integrate seam-
lessly without having to resort to translucency
or montage effects that might not reproduce
well at exhibition-sized scale. Some elements
are two modules high by three wide, whereas
some are two modules square.

___ Clever shifts in alignment and insets of
flat color and type against textural back-
grounds create a smooth, unbroken contin-
uum of image and words from the beginning
panel to the last.
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Compound Grid /
Modular+Hierarchic
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The modular grid that governs most of this
architecture firm’s website is expressed in 3D
as rows of project images. Once the projects
load into their modules sequentially (left), the
user can see cursory information about each
by hovering over it. Moving the cursor toward
the top of the screen (or, toward the back
rows of the arrangement) causes the rows to
advance toward the user in space. Clicking
on any project image within a row will “fly”
the user down into the matrix of pictures and
position them at “ground level” in front of it.

At this point, the user may choose to scroll
information about the selected project within
the inset image window—which is built on a
hierarchic grid—or click on any of the images
from rows that are further away in space;

the interafce will then zoom the user through
the rows at warp speed to confront the newly
selected project image.
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DESIGN

Lisa Strausfeld [produced
while at Pentagram/NY]
Portland, OR | USA

Website for architecture
firm Diller Scofidio+Renfrew

LU

EXHIBIT COMPARISONS
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Users may toggle between the picture-grid
view and a typographic index, articulated on
the same modular grid; the indexical entries
are situated in the same modules as are their
pictorial counterparts.

___ The user may zoom out, reducing the
scale of the grid so that they may peruse
projects chronologically, and then zoom in

to see specific project listings related to a
particular year of interest. Clicking on the
navigation toggle at lower right reorients the
user in the pictorial grid, at the same relative
location within the grid as the text entry.

OPEN HOUSE
Type: Instaliatian
Lacation: Levittown, NY
Year: 2011

Category: art

ALICE TULLY HALL
Type: Ferformance hall
Lacation: Naw York, NY

Yuar: 2008

Category: cultural

BE YOUR SELF
Type: Dance piece

Location: Adelalde, Australla
Year: 2010

Categary: performance

CENTER FOR CIVIL AND

HUMAN RIGHTS
Type: Museum
Lacatian: Atlanta, GA
Year: 2009

Categary: cultural

FASHION WEEK

Type: Temparary entry

Locatian: New York, NY

Year: 2010

Categary:

art.commarcial cultural mezia/tech

GOVERNORS ISLAND FARK
Type: Mastargian

Location: New York, NY

Yaar: 2009

Categary: lardscape, masterplen

MAKING AND BREAKING THE GRID

HYPAR PAVILION
LINCOLN CENTE

Type: Lawn/Restourant
Location: New Yark, NY
Year: 2010

Categary: commercial, cul)

JUILLIARD SCHC
Tvpe: Renovation and exp
perfarming arts conserys
Location: New York, NY
Year: 2009

Categary: cultural
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Column Grid

DESIGN

Katz Wheeler
Philadelphia, PA | USA

Cultural Connections, a
history book published
by Temple University Press

EXHIBIT COMPARISONS

A nine-column grid supplied the variety
needed to encompass an enormous selection
of artifacts, descriptions, and listings for this
hardcover book on the museums and libraries
of Philadelphia and the Delaware Valley.

___ For essays and their supporting images
in the book’s first section, the nine columns
are used as three. Running text hangs from

a single flowline near the top of the page,
starting and ending with a complete para-
graph. Each spread is informationally inde-
pendent: only images referred to in the text
on that spread are shown. The tremendous
flexibility inherent in the column grid allows
the designers to vary the layouts to accom-

modate unusually shaped artifacts, but the
hangline and natural ending depths of the
text give a unified quality to the information.
Captions occupy a narrow width defined by
that of two base columns and can be placed
in close proximity to the image they notate;
the precision of the nine-column grid ensures
they always align with it, regardless of where
they must be placed.

___Inthe listing of institutions that makes
up the book’s second major section, this text
structure is even more useful; each insti-
tution’s listing, no matter how involved, is
available at a glance. Captions in this section
remain the same as before, but the text

width is narrowed to occupy the width

of three base columns. Each width is suited
to the respective type size and function of
the information.
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Row-Structured
Hierarchic Grid

DESIGN

Atelier Poisson

EXHIBIT COMPARISONS

Lausanne | Switzerland

Cover system for an
interior design and archi-
tecture trade magazine

The image material provided for consideration
in designing this trade magazine’s covers was
of low quality; for budgetary reasons no new
photography would be possible. As a solution,
and to create distinction, the designer imple-
mented a compositional system based on a
colored band that holds the masthead, which
is able to slide up and down on the cover in
response to whatever image is available.

___ The A4 format is divided first by a square
of its width, based on the proportioning of
the golden section in classical architecture.
The masthead band is equal in height to one-
third of that square. Within the band, the in-
formation—magazine name, volume number,

and contents—is distributed vertically along
flowlines that divide the band into quarters
and is broken by a vertical division that also
corresponds to the golden section. The width
of one-quarter of the band establishes the
outer margins for typography.

___ As the band is positioned during the de-
sign process, it reveals and obscures different
aspects of the background photograph. It
also divides the entire page in harmonious
proportions relating to the golden section.
The aggressively rigorous geometry of the
layout system helps to mask the poor quality
of the images and helps create consistency
between editions.

MAKING AND BREAKING THE GRID 93

EXHIBITS



14

Column Grid

Wi wollan wit susammen|sbent
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Upon landing, what initially appears to this
site’s visitors as an unconstructed collage

of colored image fields resolves itself into a
distinct 4-column grid as the page is scrolled
from top to bottom. Once the structure
comes to rest in its grid-formatted presen-
tation, the designers retain a sense of the
collage’s liberty by gently rotating some
elements within their respective columns.
__ No row structure is evident, nor are left-
to-right horizontal alignments, as the depths
of the individual text/image units vary, driven
by the sizes of the images and the scope of
the text that each contains.

Einfbt viele Grinde,
dohinterzustehen:

Wil au Thivieges Reeau

uge Kiple die Wall wesindire.s

Seien ouch Sio dabel, werden Sie Freund und
Ferdersr dos baubovs musoums woisor

e

Walter Gropius, um 1919,
Griinder des Bauhauses

bauhous

Wl s 100, ™
Bouhauses. Die Ersfinung des bouhaus

meseyTs weimar it einer der Hohepenkle m
waltwaien JibilSumiprograme.

Die Welt neu denken - 100 jahre

2019 hwiert Dwvtschiond mit Portnem in oler

DESIGN EXHIBIT COMPARISONS

02 05 08 12 14 18

22 26 29 30 31 33 34
06 07 16 19 24

Biiro Uebele Visuelle
Kommunikation
Stuttgart | Germany

Website for the Bauhaus
Museum in Weimar

Upon selecting an image/text unit—all of
which are active links—users are taken to a
page that provides information of greater
depth and detail. In these pages, text spans
the interior two columns, while images are
aligned horizontally across all four, creating
instances of row structure whenever the
content dictates its use.

Die Bauhaus-Sammiung der
Kiossik Stiftung Weimar
Dia Klausik Siifting besiz sins sintigarige

Die Bauhaus-Sammiung der

Klassik Stiftung Weimar

Dic Klassik itking besiut e sinzigorige
Geschiche

Mishi wesmor wird usssichind Roum
pieten, um Besechern ous aller Wedt den
Wesmarer Bestond zu prisentianen.

D Boberws il Imubsggebont i ci Sl
Eildurey heuts- Baubows Aganlan antwickaln

Innesntien Varminasknasmnis.
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DESIGN EXHIBIT COMPARISONS
Vignelli Associates 01 03 06 07 09 10 1

New York, NV | USA 19 21 23 24 25 28 32

Exhibition and showroom 05 28 35
for furniture manufacturer

1 5 Poltrona Frau

Modular Grid

For this trade exhibit of furniture produced
by a venerable Italian manufacturer, the
designer brings the organizational grid into
physical existence. The subtle irony here is
that while interior designers use a flat grid to
plan a three-dimensional space, the grid is
made three-dimensional, and the furniture’s
“real” presence in this exhibit is represented
by a single, iconic chair, set apart from the
remaining space on a glass platform exactly
three grid-modules square.

___ Therest of the furniture is displayed as
flat photography organized in a three-dimen-
sional plan. As a result, a great deal more
furniture can be shown, and the exhibit has

a much greater presence because of its un-
usual approach. Articulating the grid through
the use of materials adds a tactile quality
and a solidity that imparts a serene order to
the space. The modules in the floor are stone
blocks; the vertical displays, showcasing the
photographs of furniture, are brushed steel
planks that have been inserted between the
floor blocks. A glass plane under the iconic
chair and the floor blocks creates reflection,
highlighting the chair’s physicality and linking
it to the remainder of the grid.

___ Translucent scrims stretch from the floor
in front of walls that have been airbrushed
from lighter to darker, and then lit from
below, giving the impression that the walls
and vertical plinths are floating; despite its
apparent rigidity, the grid assumes a light,
ethereal quality.
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Row Grid with Modular
and Hierarchic Application

The visual identity established for this
documentary and news channel strips the
visual language down to a black-and-white
typographic field, using one bold-weight sans
serif font, set either all in caps (for titling) or

MASTER GRID SAMPLES :1::‘,".“:."’“:*"'“.:;.'..‘.“: sentence case (for continuous text). The grid
is composed only of rows that are defined by
%T‘EEE TYPEHERE = ﬂ:‘: HERE | TYPE HeRE the heights of the type, as determined by its

HERE o hierarchic style—three sizes are permitted.

2 ___ Within the rows, however, the text
performs a number of manoeuvers, playing

- Jere TVPE HERE . " f
VICELAND with repetition, default spacing intervals,
e - | 5 alignment logic, and organization from left to
right. In print, as for the poster snipe shown
ﬁa@:z L - below, multiple iterations of the grid become
-i'f“£ AT sy s evident. But the system takes on new life
s when applied to interstitial video segments
EE% e = TYPEFERE that advertise the programming schedule

and appear between programs themselves.
Letters and words are permitted to jump from
row to row, to scroll upward or downward at
different rates, or to subdivide the screen
into columns for detailed information.

___ The system’s heavy-handed grid applica-
tion imparts a wry, but unpretentious quality
to the brand that the designers describe as
“premium default.”

IT'SATVCI

ELLEN PAGE
EXPLORES

LESBIAN, GAY,

| AND
TRANS CULTURE
A L L
AROUND  THE
'W O RLD




DESIGN EXHIBIT COMPARISONS

Gretel
New York, NY | USA

Brand identity and motion/
video applications for
a cable television channel

T H O M A S
WRESTLES WITH BEARS
SWIMS  WITH

T H O M A S
WRESTLES WITH BEARS
SWIMS WITH OTTERS
AND LEARNS HOW TO
DO NAKED YOGA

NNICFY

NOISEY

NOISEY

NOISEY

and Yella's parformanoe is not
1o be missed. Tune in ot T:00p.

rap track ‘Fuck Tha Police’ by
HWA. We talk to lce Cube and
Valla abaut tha ci 5
that ledl to the making of the song,
as as icers from the.
Complon gang unit #t the time
and Belong citizens. Ice Cube
and Yella's parformance is not

1o b miseed. Tuee in ol T:00p.

VICELAND

and Yella's performance is not
1o b pkssed. Tum in ot 7:00p.

VICELAND
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Modular Grid

A 6 x12 modular grid—six columns, twelve
rows—elegantly orchestrates crisp images
and typographic layouts for this magazine
that fetishizes a single tool in each issue.
___ The transition from exterior cover,
through front matter, to the opening of the
first article focuses on the articulation of a
central frame—defined by the grid’s central
four columns and eight rows—to highlight the
precious character of the tool by creating a
kind of shadow-box in which to present it. The
box changes in color and solidity from spread
to spread, eventually changing from planar

to linear, and easing the reader into a more
fluid layout of extensive text and images that
dance, slowly and in a stately, geometric
manner, around the modules. Feature articles
that follow the first begin with the linear
frame (as seen in the spread at lower left);
this progression is enforced issue after issue.
___ Secondary sections assume an equally
crafted presence, but one that is more con-
ventionally editorial in feeling. Content is
constrained to a spatial zone beginning five
rows from the top, with upper-level hierarchic
text (like section titles and decks), as well

as introductory images, arranged above.

___ Folios and a system of detailed runners
exist in the head margin and in the foredge
margins providing a highly crafted, precise
sense of navigation and attention to the
magazine as an object in its own right.

__ Alimited ink palette highlights the

rich coloration of very specifically art-directed
photographs and illustrative elements, using
a light, warm gray as a backdrop and one
relatively intense pastel for each issue. The
paper stock, it turns out, is actually gray;
white elements are printed in an opague ink
to call attention to the surface and, again, to
the magazine as an object.
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EXHIBIT COMPARISONS

DESIGN
Yoojung Kang

Timothy Samara, Instructor
New York, NY | USA

Editorial structure for a
publication devoted to tools
and crafts

objects

iy
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Scjssors produced by the

ower of human crafts-
panship, which can’é

bemeeproduced
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Column Grid

Sxicheing Preferents aandeien C Van Lanschot

et Pt st [ Vom Lot s i mart, s i

r—

r—

DESIGN

Una [Amsterdam] Designers
Amsterdam | Netherlands

Annual report for the

EXHIBIT COMPARISONS

02 04 05 08 12 14 17
20 22 24 27 29 30 31
33 35

Rnpnunn\ksmmmnn-a

Dutch bank Van Lanschot 07 14 16 21 25 34

Van Lanschot in 3060

ErmpmEmra.

e 0 i e Nbrtunte i 355
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This annual report for a private bank in the
Netherlands is organized around an elegant
column grid that seamlessly integrates run-
ning text, tables, and financial disclosures.
The text block is divided into four primary
columns of 40 mm each, and those again in
half—the width of the longest numeric figure
in any table. A set of alignments separated
by 10 mm at the leading edge of the main
text block provides a consistent edge for text
and financials, and subheads or notations
outdent slightly to align with the page number
up top. The hangline for body text creates

‘o 10 the Consolidaed
Prfin coust

I
i
r
i

i
i
il
1 U
i
z
I

i
i
i
i

i
l
i
i
;

1

!igﬁ ;
i

sirE flie

ledis G
HE L

i

it §

i
1
B

Bobn f)il
1 HE,

i

;
flusee 43

:
F
i
H

a space between the running title head
that orients the tabular matter. Columns of
numbers are differentiated by white space or
background tints, with current figures given
the most prominence.

___ The hard cover is embossed with the
bank’s crest in a nod to its reserved interior,
but is wrapped by a colorful, folded poster
that displays the most relevant financial
figures from the interior. It's an attractive
departure from the stately interior, but the
short-folded edge that reveals the bank’s
logotype echoes the text’s hangline inside.
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Hierarchic Grid

the gospel according to

the second book of moses, called

with an introduction by l david grossman

with an introduction by d holloway

micah and nahum

MAKING AND BREAKING THE GRID

DESIGN EXHIBIT COMPARISONS

Pentagram UK—
Angus Hyland
London, England | UK

Cover layout system for
Canongate Books, Ltd.

A grid-based set of proportions, mathe-
matically derived from the width of these
small-format Biblical extracts, provides

a clean, simple structure for their titling.
The depth of the first hangline, for the title
itself, is the square of the book’s width.

The secondary information is given specif-
ic position, respective of its place in the
hierarchy (subtitle, Biblical notation, author,
translator). The use of a structural underline
and linear-rule bracket for separation of
elements in this area lends contrast to the
mysterious photography, as well as a more
modern sensibility.

of solomon

th an introduction by-1 piers paul read
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nling,

and combing
technologies. They are chalienged

e censider the wider implications of
thair work and respund o the
canstantly expanding requlramants

and responsibilities of artists.
Emphasis is placed on indwdual studie
wiark, supported by a rigorous

[EE ion of critical and conceplual
Issues. Sludants paricipate in
individusl criligues, ntensive group
critiques, eriticsl and professional

amminars, and wark with visiting critcs
on contemparery 1Ssues.
e

Tha Departmeant of Fin
hias & number of intemnatianal iniliatives e
udanis the
apperiunity ork and study abroad,
including an exchange program
Reyal College in Landon,
also pursue the inferd

MFA Courses

* Studia Concantration: Painling, Phatography, Printmaking,
Sculpture, Combined Madia/Mew Tachnolagies

+ Callage/Montage

* Camputer Seminar: Digital Imaging

* Critical Issues Seminar

+ Drawing Seminar

+ Graduale Photography Seminar

» Graduate Sculpture Seminar

* Intersections: Meaning & Making in Public Art

* Significan! Matters: Form Languaga in thee Visual Arls

MFA Faculty

Terry Adkins, Laurig Churchman,
Susana Jacobson, Gabrial
Martinez, John Moore, Joshua
Mosley, Hitoshi Nakazata,

Julie Saecker Schnaider,

Jackie Tilestan. In additien,
2006-2007 senior critics Darsie
Mlexander, Eilean Neff, Nigel Raife,
Ingrid Schaffrer, Judith Shea,
and Alaxi Warth.

MFA Studios

Graduate studios are located in
the Morgan Building and Furness
Fine Arts Bullding. The Morgan
Building, c. 1890, renavated in 1995,
houses 25 studiss averaging 250
square faat, Designad by archi-
tects Cope and Stewardson, the
arls and crafts style building fea-
tures cantral gallary and meeting
areas, surraunded by studios with
natural light, Printmaking studios.
for silk scraen, letterpress, relief,
menoprint, etching, drypoint, and
photo-print processes, as well

as administrative officas are located
in Morgan.

]
-]
i
]

Photography and new media
sludios are localed in Franklin
Annex and in Duhring Wing of the
Furnass Fine Arts Building,

which also houses tha Fisher Fina
Arts Library and the &rthur Ross
Gallery. Photography darkrooms
ara localed in Charlas Addams
Fine Arte Hall. Sculpture and
combined media candidates are
provided with PennDesign studios
in Franklin Annex. Technical
rasources include large,
well-equipped shaps with tacililies
for woad, clay, plaster, and matal
fabrication, as well as excellant
computer labs and sound studio.
MFAs are allowed 24 haur,

7 day-a-week access (o fine

arts facilities.

Cace Fusco




DESIGN

Paone Design Associates
Philadelphia, PA| USA

Course catalogue for the
University of Pennsylvania
Graduate School of Design

EXHIBIT COMPARISONS

02 05 08 12 13 17 18
23 29 30 31 35

03 07 14 18 19 25 32
34

I THE SCHODL OF DEEIEN
OF THE UNIVERSITY OF PENNSYLVANIA

rows, but on close inspection one discovers
that images within the top row zone deviate on
a regular basis. The designer is treating material
in this row differently by cropping the images
to whatever width seems best for each, and
then adjusting their positions to play off the
more regularized alignments above and below.
This special “rule” creates a more organic,
lateral rhythmic movement in that one area
that contrasts the systematic repetition of
vertical elements throughout the majority of
the page spreads.
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Dimensional
Modular Grid

mﬂm

1902 Al B 26.99

1991 Annual Rtn: 3181

1950 Annial Fia .04

1989 Annual Atn- 8164

808 Annual Fin: 15.89

1987 Annual By 803

DESIGN EXHIBIT COMPARISONS

MIT Media Lab/Visible
Language Workshop—
Muriel Cooper [CD] and
David Small
Cambridge, MA | USA

Dynamic text interface for
TED Conferences LLC

The premise of this pioneering digital in-
terface, produced for a media and design
conference, is to add dimension to text infor-
mation for greater accessibility, as well as to
facilitate the connection of related compo-
nents using a spatial model. It was envisioned
that the text would behave according to

a standard typographic grid, but in three
dimensions, so that multiple axes could work
together to organize the text.

___ Several kinds of information are present-
ed: a selection of news articles separated by
subject; a complex set of financial data; a
geographical map of the United States; and a
virtual map of network users joined over the
Internet. The maps are presented in a kind of
space that references location and scale, but
the texts are arranged on modular grids that
permit the user to fly through the information
intuitively, going from one subject to another,
turning to an article in space to reveal links to
related articles.

___The user is able to sort the information
contained in the database around the axes of
the grid, depending on which path of inquiry
he or she wants to follow: each axis shows
one set of facts, sorted by specific criteria.
The relationships between multiple fact sets
are made visible and more immediately ac-
cessible through the design’s movement; the
user can see what information is connected
through the grid lines and around corners.
___ The information’s legibility changes
depending on its orientation to the viewer.

As the user navigates the grid, text that is
running along another axis can be rotated
into proper reading position; text objects in
the distance change color and become more
distinct as they come closer.
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Dimensional
Column Grid
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DESIGN EXHIBIT COMPARISONS

Small Design Firm, Inc.
Cambridge, MA | USA

The Talmud Project, an
interactive text interface
for the MIT Media Lab

Relatively ordinary columns of serif type form
the basis of this complex digital informa-
tion system that combines passages of the
Talmud and the Torah, translated into English
and French. By turning dials located on the
dispay monitor that correspond to different,
but related, aspects of the texts, viewers are
able to zoom in to specific passages and in-
teractively cross-reference them with related
texts in the database.

___ The dials rotate the text columns in virtual
space, with each axis around the column
linking to other texts or to its translation in
the other language. The distribution of the
text across the columns changes depending
on which dials are selected and, therefore,
which aspect of the text is called into view.
The grid in this information system allows
thousands of pages to be interconnected and
accessible within seconds.
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Column Grid / Half-Browser
Module Formations

& ¢

oy '.', :Faitmﬁ Cultural

Avalon Morningside
Apartments at the
Cathedral Church of
Saint John the Divine

DESIGN EXHIBIT COMPARISONS

Piscatello Design Center
New York, NY | USA

Website for architecture
firm Kliment Halsband

The 12-column grid used in this site’s design
is expressed as modular, in a square propor-
tion based on the width of a combination of
columns: content is proportioned, for example,
by 3-column-wide modules on the landing
page (shown four across) or 2-column-wide
modules (shown six across) on the subpage.
The symmetrical subdivision of the twelve
base columns permits the modularity to
remain consistent as the browser resizes,
because both module proportions respond to
the halving of the format, left-to-right (no
matter how many modules appear, there are
always 6 columns on either side of the central
vertical axis). This halving continues into the
smartphone format, where full-screen width
and half-width square modules can exist
together in the narrow screen.

___ Detailing in the design is spare and ele-
gant. One column-depth of space separates
headings from text, and acts as a division
between screen areas via a line rule. Navi-
gation is carefully arranged in a header and
secondary bands of the same depth, with
links positioned left to right to strike column
alignments and maintain the grid’s continuity
even as the browser changes width. Inset
images reveal a text description (and link)
upon mouseover, situated in a dark, translu-
cent band that is one column depth in height.
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Compound Grid /
Modular

Lectures

Columbia
Architecture
Planning
Preservation

630pm.
Wood Auditorium
Avery Hall

Doors opento
the general public
615pm

Fall 2001 Exhibitions

September 10~ idefons Cerda (1815-1876):
October 19 The Visionary Urban Planner
100 Avery Hall

September 10~ Kenru lzu:
October 10 Light Over Ancient Angkor
200 and 400 Avery Hall

September 17~ Notes on Almost Nothing:
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Polshek

Wednesday
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Zaha Hadid
Architect, Great Britain
Recent Work

Wednesday, October 3 Wednesday, October 24
Thursday, October 4. :::: ':. D. o
Anthony Vidler ciate Director,
Hlmnnnﬂhlnm MIMedlsFaborstary)
Sony Career nmloumom
and Design Professor of Arts
in mn ﬁmﬂwmmgn Sciences, Axsnm:m Professor
of Design and Computation
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Hmonn of the Immediate Future Bty
Octoberd § Wednesday, October 31
Theorizing Digital Aesthetics Alejandro Zaera-Polo
Farshid Moussavi
Wednesday, Octobr 10 Architects, London and Tokyo
T Recent Work
Ware Professor of Architecture,
Columbia University

The Catalytic City

mﬂ-l'"ﬂ

010.1VIoussav

Wednesday, November 14
T.J. Jackson Lears

Professor o History,

Rutgers University

The Assthetic of Accident

Buell Evening Lecture sponsored by
kidmore, Owings & Merril
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Wednesday, October 3
Thursday, October 4

DESIGN
Willi Kunz Studio

EXHIBIT COMPARISONS
01 03 05 06 10 18 20

New YOI’k, NYl USA 26 32 34 35
Lecture poster for Columbia (02 03 04 05 07 09 14
University School of Archi- 28 34 35

tecture and Urban Planning

Zaha Hadid
Architect, Great E

Recent Work

Wednesday, Octo
John Maeda

The overlap of three modular grids—all using
square modules but of vastly different scale—
creates a shifting, ambiguous space as
information that aligns to one grid confronts
information that aligns to another. Parts of
each grid are allowed to have common func-
tions or alignment—for instance, the large-
scale grid that contains the primary lecture
information also makes use of the small-
scale grid that orders the narrow columns
up top; information in the wider columns of
text below incorporate the alignments of the
middle- and small-scale grids to create new
widths not available in either grid.

___ Each of the grids is also articulated
literally in various locations, their modules
outlined by thin rules, and gutters filled as
opaque white structures. These graphical
treatments don't strictly adhere to one grid
or another, moving freely between them and
interacting with typographic elements in
different ways at the designer’s discretion.
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Modular Grid /
“Graph Paper” Variant

THURSDAY

e F ] TERING |
WARS: VEGAS

Rich black and white video and sleek typo-
graphic gestures slice and slide their way
across the screen in branded motion spots
for a financial infotainment channel.

A modular grid, made up of eight primary
columns and five primary rows, guides the
action of image strips and planes of type

as they move into and out of the frame.

The module is horizontal in proportion, and
further subdivided into 9 smaller units of the
same aspect ratio.

___ Video moves through the frame in a
number of ways, typically beginning as inde-
pendent strips and merging into larger planes;
the strips may move into or out of the frame
from top to bottom or left to right, but only
in one direction at a time. The strips may be
wide or narrow, depending on what combi-
nation of modules and internal units they
use. Divisions between important elements,
especially in a title frame, typically relate to
the axes of the larger, primary modules.

___ Whatever direction video strips are
moving, typographic elements—either
independently “floating” text, or text within
white planes—act as a foil by cross-cutting
that movement or wiping into the video area,
stopping to carve out angular overlaps of
negative space from the image field. Every
now and then, video strips move out from
within the frame to reveal text elements.
___ Typographic planes make use of both
primary module and submodule axes; the
planes themselves respecting the former,
and text respecting both.
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Gretel
New York, NY | USA

On-air branding system
and motion applications for
CNBC Prime cable channel

HEY
HOTSHOT.

JLNT IS LADIES
D GENTLEMEN 1
\T GREED_

TONIGHT MONEY

ELC

For the most part, the typography consists

of program title and show time, but as part

of the brand language, video is sometimes
intercut with promotional copy that animates
by appearing to key in behind a cursor. Text is
chic and strong, set in a condensed, mono-
spaced sans serif that accentuates the grid’s
intervals. A contrasting sans serif appears for
secondary elements.
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Ideas On Purpose
New York, NY | USA

Online annual report for a
pharmaceutical company

Multiple grid structures interact in this online -
annual report. At desktop or tablet sizing,
the content area, which falls below an image
that bleeds the screen left and right, uses a
12-column grid. Global navigation is located
in a narrow header; the dropdown menu that
appears on mouseover is structured on four
columns whose widths and alignments are
independent of those in the content area.

A third grid structure, independent of both :
naviagtion and content area, orders a group- RUREDISEASE
ing of video thumbnails. This configuration
appears only on the landing page (opposite
page, top) and the proportions derive from
those of the video format.

____ Within the content area, the 12-column
grid is articulated as a 3-column structure Plizer)
that is used in two different ways. For most
of the scientific and business-oriented pages
(represented by the “Advances in Oncology”
layout, opposite), the three columns are used
in what is called a 2/1 formation: two columns
for a wide text block and one for images,
callouts, sidebars, and so on. For message-
oriented pages (such as “Global Reach”),

the “2/1” formation is retained, but instead
of a wide column of text and a narrow one of
support material, the two zones combine as

a horizontal band, with the 2-column area
presenting an image that relates to a heading
in the colored column adjacent. Each band is
part of an accordion structure that expands
downward to reveal text content.

___ When the site collapses to smart-

phone format, material reorders to scroll
sequentially from top to bottom; callouts

or elements in the 2/1 configuration, for
example, all narrow to a single column width
and rearrange as embedded callouts that

fall in line with text. Navigation also acts as
an accordion, with each level expanding and
contracting on tap or swipe. The global site
navigation pushes the content downward
when it expands, instead of covering it.

WHAT WERE

WHAT WERE

DHCOLDGY

)
"

CEO LETTER
SCIENTIFIC INNOVATION
PARTNERSHIPS
HUMAN HEALTH IMPACT

OUR BUSINESS

F ;
WHAT WERE H
\
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Modular Grid
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Studio di Progetazzione
Grafica [Sabrina Ober-
holtzer, AGI & Renato Tagli]
Cevio | Switzerland

Poster promoting an
international creative
competition

Although this poster’s layout is dominated

by image elements of radically different
shapes, a 10 x 12 modular grid helps integrate
detailed typography and bring the images into
dialogue with it.

___ The module’s width is visibly defined by
the width of the narrow text columns to the
right of the vertical brush image. Its depth

is more difficult to determine. Comparing

the depth of the type element at upper left
to that of the carved figures at lower left
reveals they’re about the same (this is an
important clue). Repeating that interval
between these two locations suggests that
there are six rows, top to bottom. Within the
text type, however, there appear smaller
divisions that suggest a greater number of
shallower rows. The last clue is in the dark
area of the ornamental wrapping at the top of
the brush—its depth divides the deep row in
half (the white area above corresponds to the
margin measure).

___ Detailed alignment and proportion rela-
tionships between image and type elements
lead to the grid, and then, in reverse, the grid
leads to decisions about alignments and pro-
portions. The size and position of the brush,
in particular, is determined by the depths

of the rows; each division within the brush
corresponds to a row increment. The deepest
column of text restates the brush’s vertical,
linear gesture, as do the vertical rules and
rotated text in the upper left corner. The
carved figures anchor the lower left corner of
the format with a repeat of the column width.
Amid all of this orthogonal logic, the arc of
the large fan image and the red, calligraphic
device add curvilinear contrast.
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Amsterdam | Netherlands
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Portfolio website for design

colleagues Richard Niessen

and Esther deVries
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Column Grid

In this publication, eight columns that are
separated by relatively tight gutters provide
a tersely compact quality to the layouts. At a
quick glance, the structure appears modular
because of the prevalence of small inset
images; in fact, there is no row structure—
comparing the gutters between images that
are positioned above and below each other,
in different locations, reveals dissimilarities
in their measures and lack of horizontal align-
ment. Instead, the designer is considering
groups of related images as units, and posi-
tioning them to achieve the vertical rhythm
of proportions and divisions from page to
page that will best off set the text structure’s
stable consistency.

___ The text—aside from some variation in
the publication’s front matter—comforms to a
strict logic in which the first two of the eight
columns contains headings and notations,
and the running text follows in two columns
that are each three columns wide. A system
of thin rules breaks the information within the
narrow column; they appear within running
text only occasionally.

___ Despite the text’s consistency of
presentation, the layouts seem remarkably
varied because different combinations of
image proportions are organized across the
structure in different ways on each spread.
Sometimes, images overlap each other in
subtle ways, still adhering to the column
alignments but introducing a new kind of
dimensionality as a result (see the images on
the spread directly to the left, for example).
___ The cover design (opposite) uses a
modular grid that is unrelated to the inter-
nal layout structure, chosen because it is
iconically “a grid,” made of square modules.
Printing and varnish techniques render some
of the surface matte and other parts—within
the modules—somewhat reflective.
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Nakano Design Office 02 04 05 08 12 17
Tokyo | Japan 18 20 22 23 26 30 35

Documentation book foran 15 19 25
architecture conference
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Sagmeister+Walsh
New York, NY | USA

Website for the Aldrich
Contemporary Art Museum

There’s a staggering variety of content
presented in this museum’s website—from
exhibition calendars to lecture descriptions
to essays by curators, and images for every
category. The 16-column grid that helps order
it mixes modular and hierarchic gestures

to create an easily navigable experience, and
one that is lively with detail and color.
___Ingeneral, the vertical scroll of the pages
in the site is split into horizontal bands, each
of a color defined by the branding system—a
palette of analogous hues that span the color
wheel from yellow to blue violet. The bands
tend to be subdivided left to right—some-
times into blocks of color and photograph,
directly butting each other; and sometimes
into groupings of module-like photographs,
text chunks, and line details.

___ One of the horizontal bands on the
landing page (toward the lower left of the
opposite page) presents blocks of color that
display exhibition listings; this band scrolls
horizontally in relation to the user’'s mouse
direction and speed—a fun bit of function-
ality that serves to highlight this featured
content and add contrast that off sets the
page’s verticality.

___ The header is home to an extensive sys-
tem of modular navigation links. It expands in
depth upon click and remains so until a link is
selected or the user clicks off. In a collapsed,
smartphone context, the menu is drawn up
into a shallow header (containing the ubiqui-
tous “hamburger” menu icon); it expands as a
list to cover the majority of the active screen
area. The site’s color blocking lends itself well
to stacked scrolling as a single column within
the smartphone environment; the bold linear
detailing of the typography contrasts the flat
planes and brings personality to the text.
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Column Grid with
Flexible Row Structure
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DESIGN EXHIBIT COMPARISONS

Atlas
Balearic Islands | Spain

Visual brand identity for
a municipal theater

Eadaricn

Garcia

Pep Tosar

This identity for a performing arts organiza-
tion centers on typography anchoring itself to
structure, appearing to sink into it—visually,
it creates the impression of a massive pres-
ence on a stage. Although the four-column
grid that organizes layouts is relatively com-
mon, it's the use of the row structure that
distinguishes it.

___ It's especially visible in the posters
above. Vertical positioning of elements along
the boundary between image and color field
is determined by the row divisions, which
have a specific proportional relationship to
the headline typography. The row division,
based on a proportion of type height, can

be multiplied or subdivided to create new
vertical dimensions; the four columns remain
relatively consistent throughout the system.
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Modular Grid with
Scaled Deviations
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Skolos/Wedell
Canton, MA | USA

Poster promoting a lecture
series at Rhode Island
School of Design [RISD]

Because the subject of this poster is a series
of lectures about digital media, the modular
grid that is used to direct its composition and
detailing is pixel like—more or less like that

of the “graph paper” variant, in which the
modules butt against each other.

___ The module is quite small, a square the
width of the narrow spaces defined in the
configuration of the word “Digital.” It's used
to generate a basic column structure for the
lecture-info units, each marked by a large
numeral, as well as to structure the propor-
tions of the secondary column structure that
contains the phrase “Digital Media.”

___ Within each column area, the info-unit

is repeated on itself and shrunk, proportion-
ally, by some number of modules in depth.
This creates a kind of kinetic zooming inward
to each info-unit and opens a space below
the numerals for date, speaker, and descrip-
tive content. The repetition suggests not
only a time-lapse movement, but overlapping
interface windows, sticky notes, and a cut/
paste quality that is associated with digital
image making.

___ The repeated overlap is carried over

to the main titling configuration and to the
announcement banner at the poster’s foot.
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DESIGN

Robert McConnell
Timothy Samara, Instructor
New York, NY | USA

EXHIBIT COMPARISONS
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Cookbook devoted to

3 3 Sichuan cuisine and culture

Modular Grid

u

i T
bangbang ji #4132 bon bon chicken
 gongban jiding BEWT kung pao chicken

M . guadwei ji 1914 strange flaver chicken
chicken dishes
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the basics 10

L=—bo—
beef & pork dishes 16

[Cra———
chicken dishes 24

i ]
vegetarian dishes 36

glossary 42
appendix 58
index 62

1 u = ban i

guaiwei fi 186633 strange flavor chickan

e e -l
bangbang ji #4815 ban bon chicken

sichuan in context

gongbao jiding TEm T kung pae chicken

This cookbook uses an 8 x 12 modular grid to
permit precise control of recipe configura-
tions. Beyond that functional consideration,
the designer further used the grid’s precision
to position supporting text and graphical ele-
ments, based on the row depth and gutter.
___ Aninteresting deviation from the consist-
ency of the grid’s presence is the application
of heavy rules that extend only the lengths of
the recipe titles they accompany; this slight
organicism, although subtle, is nonetheless
noticeable as a welcome contrast to the
overall rigidity of the presentation, as are the
images that ghost behind text when crossing
the page gutter.
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Compound Grid /
Modular+Hierarchic

britannica.com- p | Forum

self

Stewart Brand
on Self

The Dalai Lama

Compassion

Other Name
Anothertopic

Another Anyname
Othertopic
« Anybody Anyname
*| Sometoplc

Otherbody Othername

Alpic

Copyright 1998 © Encyclopedia Britannica, Inc.

| Forum

Read responses to
from around the world.

The Dalai Lama
Spiritual leader of Tibet

The Dalai Lama's challenge

The Dalai Lama wams, "The ranks of
billionaires are increasing, while the poor are
getting poorer. We need to develop more
compassion, And it's not the poor who have
to develop this compassion so much asitis
the rich, who can make a difference.” Do you
feel your life is too much about accumulating
property? How are you changing your life in
order to become more compassionate, (o
better share your wealth with others?

Visions
Return 1o Seif 4 | »
All Forums 4

'he Dalai Lama

One truly does find happiness in
taking the focus off one's self and
putting it on the needs of others.
Because we are human, this can be
difficult. The big picture is nearly
impossible to see from the narrow
tunnel of our lives.

Lisa - Grand Rapids, Mich., U5

1out of 18

britannica.com* |°

Since fleaing Tibet in1959,
Tenzin Gyatso, the 14th Dalaj
Lama, has campaigned to free
Tivet from Chinese ocapation
and carvied Tibetan Buddhist
teaching of com passion for all

| Forum

Encycplopasdia Britanndca
has asked the Dalal Lama:

There is a strain of Westem thought,
aniculated by G.K. Chesterton, that “a
possibility of arises

from the mer B of having a self.” In your
Ethics for the New Millennium, you describe
eompassion as 3 "liberaticon from our habitual
precccupation with self™ —a means o a freer,
hap pler life. How does preoccupation with
self prohibit theachievement of mying je
fleom passion) 7 What cho we need (o under-
stand about the sell to achleve nyng pe!

In retum, the Dalal Lama

has & question io the public..

Coevmant 1999 © Baita ansca com Inc

Visions

Il [Dals ||.
A Call to Co

The Dalai Lamas answer-

When we are concerned mainly with our own interests, inevitably we tend to neglect et
others' interests. Because of this, preoccupation with our own interests —our own
narrow desires, ambitions and
And since compassion is the s 0
from attaining that spiritual peace—peace of heart and mind —which is the principle
characteristic of lasting happiness. Conversely, the more we concern ourselves with
providing for others' well-being, the more meaningful cur lives become and the
happier we ourselves will be,

als—undermines our ability to be compassionate.
of happiness, self-centeredness prevents us

This is not to suggest that we all become full-time charity workers, More helpful
and practical — is that we become full-time workers of "charity” in the sense of

MAKING AND BREAKING THE GRID
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Meta Design SF
San Francisco, CA | USA

Website/online forum
developed as a subsection
of Britannica.com

Visitors to the Books of Hope site, a sub-
section of Brittanica.com, can interact with
some of the most important thinkers in

the world, participate in discussions, view
biographies, and peruse an extensive image
gallery. A hierarchical grid houses the various
areas and incorporates a number of interac-
tive tools developed specifically for the site:
timelines, galleries, and a forum in which
users can respond to contributors’ essays.
___ The hierarchy is divided into four major
areas: a branded navigational bar relating to
Brittanica.com; a navigational area housed in
modules that expand or collapse as needed;
a left-hand column that acts as a lead-in

or informational addendum to the primary
content; and the primary content area, which
houses timelines, essays, and biographies.
___ Each hierarchical area assumes impor-
tance or diminishes in importance depending
on where the user is located within the site;
careful attention to type sizes and luminosity
differences between grid areas helps some
information recede when needed. The most
important information in a particular screen
comes forward clearly.

___ The modular nature of the structure
becomes evident in the interface details such
as markers, pagination icons, and menus.
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Compound Grid /
Hierarchic+Rotated-Column

1aon LUumnK | ve ever mdaoe
work that | thought would
help me getajob.

ik b gt orveaf Eha raal paes That 47 cut hare.

Whal ashvice vesusd ye ges $2 marmana it
ngost?

s et efreal yeah. [ Lavghe |

) Sk 1t
ook lve i Fa

INFORM V,
PERSUADE '

Ouriooation inane of
Mow Yook

‘Welcome to Pratt Manhattan

aciaing 1a £xam yoer pwen stUSn?

EunSunlLee

When | started out on my own,
S ypou 1o an dumis of U QradComD program, as well a =
[ —— everyone said, you are crazy.

o, |practuntnd

1t mst o Ew mcary.

~ Seipmetion torLaners,

B 3 |iroducrioas

M.F.A. Communications Design 1
i i -~ s are encouraged to
npslzs haory with prace

THREE DIMENSIONS
TWO DIMENSIONS

TS b your stuio Bke now]

50.38 3 aachar, Now e you praparn yoar
atidents 16 bo part af  design tesm?



As its title, In Dialogue, suggests, this publi-
cation focuses on discussions and interviews
as a vehicle for understanding the academic
environment it advances. Initially, the grid
use appears straightforward: a hierarchic,
wide outer column and a narrow inner column.
___ And then—images appear to cross be-
tween the two columns; text and images both
appear to scroll off the tops and bottoms of
pages; and text starts to leave the column
boundaries altogether. Then, in a secondary
section, all of the content rotates 90°.
___Inthe first section, the hierarchic grid in
place is being cheated slightly. Even though,
for the most part, text occupies the wide
column and images or captions occupy the
narrow one, the designers feel free to shift
material around in order to impart a casual,
conversational tone to the layouts. The
notion of time, as it relates to the interplay
of speakers, is also expressed by elements
traveling from one spread to another.

___ This quality becomes more pronounced
in the second section noted, when a new
structure is introduced: a three-column grid,
set to run sideways, and occupying the same
margins as the hierarchic grid. The change
signals a change in the content’s focus and
plays up the movement of text and images
across boundaries, whether those of each
other or the pages.

MAKING AND BREAKING THE GRID
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Level Design Group
New York, NY | USA

In Dialogue, a publication
promoting the MFA Design
program at Pratt Institute
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Breaking the Grid
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Using a grid structure to organize text and imagery

in visual communication is part of the status quo of
designing. It’s a convention and, like all conventions,
it is suitable for achieving particular goals. Designers
are well advised to remember that their purpose is

to facilitate the clearest and most compelling experi-
ences for their audiences. Using a grid may not offer
the best solution toward that end; assuming that
one should be imposed may, in fact, compromise the
information’s integrity.

Clarity can mean different things in different contexts:
Sometimes content has its own internal structure that
must be upheld to be understood; sometimes content
must ignore structure altogether to create specific
kinds of emotional reaction, or to invoke an important
narrative association; sometimes it requires a more
complex intellectual involvement on the part of the
audience in order to resonate more profoundly.

There are numerous ways to deliver understandable,
meaningful experiences that are equally valid—

ways that run counter to the rationalist approach of
grid-based structure. Exploring alternative means

for organizing and visualizing content often creates
opportunities to transcend its literal, pragmatic mean-
ing, and to engage and inform with a richer, more
specific, and uniquely memorable, visual language.

MAKING AND BREAKING THE GRID
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It was
born of the stars

the number

WERE IT TO EXIST
other than as a dying hallucination

WERE IT TO BEGIN AND WERE IT TO CEASE
springing up as denied and closed off when made manifest
atlast, through
some thinly diffused emanation

WERE IT TO BE NUMBERED

evidence of a totality, however meager
WERE IT TO ILLUMINE

It would be

CHANCE

‘morenorless
but as much indifferently

Falls
the feather
rhythmic suspension of disaster

Le Hasard [Chance] / Poetry Study
After Stephane Mallarmé

Author’s schematic recreation,
presented in English translation
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Dada Collage / Found texts and materials Utopia / Publication Page

After similar works by Kurt Schwitters Johannes Itten

Author’s interpretation ©2003 Artists Rights Society (ARS)/ New York /
ProLitteris / Zurich
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Typographic Rhythm Study
After Emil Ruder / From studies
in his book Typography
Author’s schematic recreation

fur
einen geeinten
starken
sozialen
Kanton
Basel
i Radikale
Liste
]

Radikal Liste 1/ Poster
Emil Ruder

Reproduced from Typography
Niggli Verlag, Zurich, 1960

swiMmming
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hal
lethargic

Semantic Word Study

After Emil Ruder / From studies
in his book Typography
Author’s schematic recreation




Geigy / Brochure Cover Was Ich Morgen... / Typographic study
Steff Geissbihler Wolfgang Weingart
Courtesy of the designer Courtesy of the designer
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trained as a designer. His personal type shop
experiments, which incorporated the acci-
dental printing of letterpress material—like
the lead lines used to separate individual
lines of type—had given him entry to the
school. But Ruder’s methodical exploration of
typographic nuance intimidated and bored
Weingart, who was more comfortable making
images with elements from the type case.
Having absorbed a good deal of Swiss

thinking in his apprenticeship, however,
Weingart began his own systematic explora-
tion of typographic form, but with a marked
difference: it extrapolated the idea of visually
semantic composition—type that bases its
visual form on the verbal structure of the
words it represents—beyond the functional
presentation sought by Ruder, and into a per-
sonal, idiosyncratic, and texturally expressive
approach akin to painting.
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Austellung / Poster
Wolfgang Weingart
Courtesy of the designer

Weingart looked at the understructures and
absolute formal qualities of the material he
was working with as indicators of potential
new ways to compose. Highlighting groups
of words in proximity to each other with
reversed-out white areas created secondary
sentences playing in the paragraph; filling in
the negative spaces created by the ragged
edge of a paragraph added architectural
impact on a page; and combining letterforms
into new shapes or spacing them out in self-
consciously visual arrangements emphasized
their structural qualities or made reference
to forms in the environment.

___ Weingart uncovered a new visual poten-
tial for language by deconstructing it, and
the significance of this work was profound.

It implied that rational structure—the grid—
could be one of many possible systems for
organizing visual material, and that context
is an important factor in determining which
system is best for a specific project.

THE ICONOCLASTS AND THE ACADEMY

In 1968, Armin Hofmann asked Weingart to
teach. At the same time, Weingart was

being asked to lecture and show his work
around the world. His typographical approach,
in concert with the teaching of Hofmann,
influenced generations of Basel students.
The individuality of his approach was espe-

1
Typographie
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Typ agraphie

ist die Lehre:

vom Entwurf von Textdrucksachen,

die fiir menschliche Wahrmehmung bestimmt

sind und als Kanal im Rahmen einer Kommu-
nikationskette funktionieren. ‘

Typographische Monatsbldtter / Journal Cover
Wolfgang Weingart
Courtesy of the designer
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cially appealing to young design students,
who were now coming to Basel from a number
of countries. Among them were Americans
like April Greiman, a student of Basel grad-
uates Hans U. Allemann, Inge Druckrey, and
Christine Zelinsky at the Kansas City Art
Institute in Missouri. Weingart’s dimensional
approach to space and his mixing of textures
had a tremendous impact on her design
process. She returned to America, freelanced
and taught in Philadelphia, Boston, and New
York, and eventually landed in Los Angeles in
the early 1980s.

___ Greiman began experimenting with
various emerging technologies, like video, in
combination with found images and conven-
tional printing techniques, which continued
to define the new visual language of Basel
and similarly oriented design schools. Other
students, as well as those who went on to
teach—at schools like Philadelphia College of

Art and Carnegie Mellon—and to work in New
York and Los Angeles, brought the mixture of
discipline and experimentation with them.

A “New Wave” of Swiss and Swiss-trained
designers—Dan Friedman, Valerie Pettis, Willi
Kunz, Steff Geissbuhler, Chris Myers—joined
Greiman and others in assimilating this new
development into the mainstream of design
practice.

NEW DISCOURSES IN FORM

In 1970, a recently graduated industrial
designer in Chicago named Katherine McCoy
found herself in a graphic design position at
Unimark International, working in the minimal
Swiss International Style that Unimark was
employing to reshape the corporate visual
world. After a year, she began to teach graphic
design at Cranbrook Academy, an art and
design institution in Michigan with a long
history of involvement in avant-garde archi-
tecture. McCoy’s initial curricula were
derivative of the grid-based typographic
methods she had become accustomed to at
Unimark. But in the experimental and highly
intellectual environment of Cranbrook, she
and her fellow faculty began to consider

Vitra Workspirit / Product brochure
April Greiman
Courtesy of the designer

Cranbrook Graduate Design / Poster
Katherine McCoy
Courtesy of the designer
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the visual system they were perpetuating.

By this time, Weingart’s experiments were
becoming widely known.

___ Inaddition, the writings of architects
Robert Venturi and Denise Scott-Brown were
having a wide impact. Their seminal 1972
book, Learning from Las Vegas, helped estab-
lish a radical new regard for the vernacular:
rather than dismiss garish, naive, and popular
visual expressions like drive-ins and gambling
strips, designers could incorporate these
idiosyncratic forms as a way of resonating on
a more personal level with their audiences.
McCoy’s close friend (and later Cranbrook
student), Edward Fella, was particularly in-
terested in vernacular signage and lettering;
others began to explore game show iconogra-
phy, historic type forms, and coding systems
as sources for visualization that would create
a graphic counterpart to the ideas Venturi
and Scott-Brown were propagating.

___ Political and social concerns came to the
forefront of designers’ minds once again; at
Cranbrook and on the West Coast, these pop
culture deformations were giving voice to
discussions about race, gender, and class by
visually distinguishing them from the smooth
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Cranbrook Graduate Design / Poster
Katherine McCoy

Courtesy of the designer
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veneer of the corporate International Style.
A second result was that they also separated
from what they considered an East Coast/
European design establishment. Many de-
signers from that establishment viewed the
work at Cranbrook through a filter that cate-
gorized it as either simply ugly or as morally
wrong, a repudiation of the progress for
which Modernism had struggled.

___ Within the design counterculture, how-
ever, the sense that they were exploring a
late form of Modernism, a self-critical and
mannered form, pervaded their experiments.
During the period between 1971 and 1984, the
word deconstruction was coined to describe
their intentions: to break apart preconceived
structures, or to use those structures as a
starting point for new avenues of discovery.
In addition to Venturi and Scott-Brown’s writ-
ings, influences like that of the poststruc-
tural philosopher Michel Foucault and the
semiotician Roland Barthes, as well as visual
influences from the Swiss New Wave, were
filtering into the mix. Dissecting these varied
sources and then rebuilding exaggerated
configurations of type and image based on
the findings became the hallmark of work
produced at Cranbrook by designers like
Robert Nakata, Allen Hori, Lorraine Wilde,
Lucille Tenazas, Scott Santoro, Laurie Hay-
cock (Makela), and P. Scott Makela.

Tulipstoolong / Poster
Allen Hori
Courtesy of the designer

Cranbrook wasn’t the only hotbed of such
investigation during the 1970s and early
1980s. East Coast designers and educational
institutions assimilated their Western coun-
terparts’ output and recognized their own
countercultural impulses—especially around
the environs of New York City, the birthplace
of Pop Art, a movement that celebrated the
vernacular, and the influence of which was
increasingly prevalent. Sheila deBretteville,
educated at Barnard College, mixed Feminist
activism and public art-making with such
vernacular images as eye-bolts and quilt-
ing. Pop and activism informed the work of
Warren Lehrer, a Yale graduate, who explored
deconstructions of vernacular imagery and
typography to reveal “the vagaries and

French Fries / Book spread
Warren Lehrer
Courtesy of the designer
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AMERICA

luminescence of character, the relationships
between social structures and the individual,
and the pathos and absurdity of life.” His
books, in particular French Fries, merge a
variety of graphic and metaphorical gestures.

THE SECOND INDUSTRIAL REVOLUTION

And then—the computer happened. Apple
Computer’s 1984 introduction of the desktop
computer with a graphical interface yielded a
revolution in design practice similar in scale
to that of the Industrial Revolution of the
1780s. Designers were quick to exploit the

Sci-Arc Summer Programs / Poster
April Greiman
Courtesy of the designer
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Spread from Beach Culture David Carson Why Not Associates
David Carson Courtesy of the designer Published by Booth-Clibborn Editions, 1991

Courtesy of the designer Courtesy of Andy Bell
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Alternative
Architectures

Designers need not totally discard
the notion of structure in their
search for compositional options
beyond the grid. One possibility is
deconstruction: taking apart or
subverting a grid to generate new
spatial relationships. But, there
are also many kinds of structure
that happen to not be based on

a logic of repeating, modular—or
even orthogonal (90°)—geome-
try. They may derive from those
found in nature, such as are seen
in crystals and molecules, or the
branches of trees; they may derive
just as easily from mathematical
or formal relationships, like those
that are nested or concentric.

The appreciation of a particular
structure often instigates an
association with certain physical
experiences—and so non-grid-
based structures, too, can impart
metaphorical or narrative under-
standing. Being familiar with, and
open to, a variety of arrange-
ment possibilities gives designers
greater lattitude to best architect
a project’s space and thereby
serve the content’s needs.




Mariause Epiney This artist’s website
presents information
and free-form arrange-
ments of her work
organized symmetrically

@’n- N M on both the horizontal
' . £ 4 & \‘ ‘i and vertical axes.
% z é: W H é Meeus Ontwerpt/ Netherlands
T A
'/[ . L |
The designers of this

poster slice apart its
pictorial space along
diagonal axes that
radiate from a fixed
point. The resulting
dramatic, dimen-
sional planes create
a deep, illusory
perspective that ex-
aggerates the vast,
industrial spaces of
the building that the
poster promotes for
a variety of uses.
Insect/UK
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Grid Deconstruction: Orthogonal




In the group of exper-
imental broadsides
shown opposite, a
classical four-column

The conventional
calendar grid that
gave rise to this
poster’s overlapping
layers remains as

a vestige to help
navigation; although
only a hint of the
modular structure is

visible in the stepped
movement of infor-
mational chunks, the
blue row structure
directs reading from
a familiar stand-
point. Images that
might originaly have
occupied left- and

structure sequentially
gives way to a three-
dimensional space

in which columns
intersect, overlap,

and rotate into each
other. The base grid

is diagrammed under
each new panel’s
deconstruction method
to show the cumulative
effects of new alter-
ations on the structure
at each stage.

Jenny Chan/USA

Ln‘}r dings
Hy g AFA stidentRin
rnm 1mpl

right-hand columns
have been spliced
and reordered to cre-
ate a strong vertical
substructure.

Tenazas Design/USA

MFA Exhibition e

Gl Sl
the air.

Complex grid splicing

and shifting may be used
even for typically simple
format applications, as
seen in this unconven-
tionally dynamic business
card that emphasizes the
“distinctive” aspect of
its owner’s floral work.
Mayer+Myers Design/USA

JAMIE ROTHSTEIN
I distinctive floral designs

!315 CHERRY STREET
{PHILADELPHIA, PA T 9 1 0 6
1

215 2381220

]
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for Firmness.
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Alternative Grid Deconstruction: Non-Orthogonal
Architectures

Deformation and Distortion
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In contrast to splicing and shifting, alter- created angles converge; the effect is greatly
ing the actual shapes of columns and rows enhanced if content within columns changes
produces a compositional effect that is far in size or spacing to correspond with per-
more organic, where the orthogonal under- ceived changes in spatial location from near
pinning of the base grid’s structure becomes to far. Of course, columns and rows may be
less apparent. Pulling edges of columns and deformed to be curvilinear, not only angular,
rows out of parallel alignment emphasizes in shape—whether as circles, waves, or free-
diagonal axes. Structures that are reshaped form organic shapes.

this way may still be organized side-by-side,
s0 to speak, so as to appear as though they
occupy the same surface; or, they may be
shifted or rotated to move over or under
each other. This kind of deformation often
results in the illusion of perspective as newly
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Deformed structures

in these two magazine
spreads yield different
spatial experiences:
The trapezoidal columns
in the spread at left
appear to tensely butt
against each other on
the surface; paragraphs
and images in the spread
atright appear as tilted
planes within a dimen-
sional space.

Thomas Ockerse / USA



Given that the con-
ventional scrolling
function of webpages
can rapidly regularize
perceived movement
into a vertically
constrained stream,
grid deformation can
introduce greater,
unexpected, later-

al movement and a
perception of deeper
space for improved
visual interest. As col-
umns’ or rows’ altered
shapes come into view
within the browser
area and then recede,
their irregularity is
abruptly reinforced by
the orthogonal consis-
tency of the browser
“window’s” edges.

MAKING AND BREAKING THE GRID

Curvilinear deforma-
tions in this poster’s
structures retain their
familiar column char-
acteristics—which help
viewers parse the un-
expected shapes for
text and images—while
contributing an equally
recognizable pictorial

Surf
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and
‘West Bth
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Brooklyn
New York

WWW.
nyaguarium,.
arg

Morningside
Aquarium
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reference that sup-
ports communication
of the poster’s subject
matter on a more in-
ventive narrative level.
Timothy Samara/USA
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Alternative
Architectures

Both informational and
conceptual, the verbal
deconstruction of

the title derives from
chemical names in
this exhibition poster
designed for a phar-

visually treats the
title type, as well as
communicates the

nature of the compa-
ny’s business.

Chermayeff, Geismar
& Haviv [Steff Geissbihler]/

maceutical company. oA

The deconstruction

Verbal or conceptual cues within the content
can be used to break a grid structure—or
create a new one entirely. The natural rhythm
of spoken language, for example, is often
used as a guide for changing weight, size,
color, or alignment among lines of type;
louder or “faster” words may be set in larger
or bolder type or in italics, corresponding

to stresses and lulls in actual speech. Giving
a “voice” to visual language can help alter
the structure of a text by pushing words out
of paragraphs or forcing modules or columns
into relationships where the natural logic

of the writing creates a visual order.

\erbal and Editorial Deconstruction

In this example, a
conventional text

is gradually decon-
structed over many
pages. The designer’s
process of breaking
apart the page form
begins with the
introduction of space
between phrases and
then between words;
the verbal struc-
ture of the essay is
brought into focus,
while the visual clar-
ity is decreased. The
running text becomes
a texture where the
regularized spaces
between words imply
multiple reading
directions.

Katherine McCoy / USA

For example, treating all of the adjectives in
a particular way would create a secondary
structure with a rhythmic, organic quality.
Breaking phrases and words apart in a running
text calls attention to the individual parts
of speech; the presumed reading order may
begin to change for the reader. Although
generally this would interfere with reading,
in some cases the resulting ambiguity may
be appropriate to the content of the text,
yielding associations between words or
images that can be used to augment and
comment upon its literal meaning.
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Text in this book
consists of dialogue
between a number of
characters; the “voice”
of each is coded by
characterizations of
typeface style, keyed
to a legend running

in the head margins.
Conventional columns
are deconstructed

or violated by the

quality of the spoken
dialogue—falling apart,
becoming confused,

or aggressively inter-
rupting each other,
depending on the flow
of the dialogue.

Warren Lehrer /USA
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Ourtime

or Crossing barriers,

for erasing old categories—
for probing around.

When two seemingly disparate elements
are imaginatively poised,

put in apposition INn new
and unigue ways...

... startling
discoveries

often result.

Our time is a time for
crossing

barriers... foreras i n g
old categories

for probing around.

When two seemingly disparate elements

are imaginatively poised,
put in apposition

in new and unique ways...

startling discoveries

often result.

Our time is a time

for CrOSSiﬂg barriers,
for erasing old categories—
for probing around.

When two seemingly

disparate elements are imaginatively poised,
put in apposition

N new and unigque ways,

startling d iSCOverieS

often result.

Slowly spoken phrases
contrast with sharp,
abrupt outbursts; rep-
etitions of adjectives
emphasize the experi-
ential over the expos-
itory. These qualities

of spoken and written
language can be made
visual, more than simply
as a tool for clarifying
hierarchy, and not just
as intriguing eye can-
dy—but to lay bare an
author’s methods and
intent. It might even
improve readability—the
quality of and the de-
gree to which the type
engages its readers
with the content.

The text in these
examples is powerful-
ly altered by visually
deconstructing its in-
ternal parts. In the first
version, size change
alone affects the sense
of the text’s loudness,
creating a crescendo.
In the second version,
calling out specific
parts through chang-
es in weight, posture,
width, and spacing
produces a rhythmic
journey—slowing down,
speeding up.

In the third version,
visual changes are
applied to distinguish
linguistic and conceptu-
al relationships among
different parts of the
text. This approach pro-
vides the added bonus
of giving the reader a
snapshot of the content
before fully engaging
the text.
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Centered-Axis Structure
E




Ey saUARE

Symmetry and
asymmetry rarely
combine effectively,
but bringing these
two kinds of orga-
nizational structure
into confrontation
can yield interesting
results, so long as
the two composi-
tional states are

distinct. Each of the
two advertisements
shown here initiate

a tense dialogue
between symmetrical
and asymmetrical
compositional logic.
Timothy Samara/USA

MAKING AND BREAKING THE GRID

Typographic and
planar image forms in
this poster primarily
situate around the
format’s central ver-
tical axis, although
the title reads across
both vertial and
horizontal axes. Sup-
porting information
plays with rotational
and diagonal axis
symmetries.
Skolos/Wedell / USA

Baked goods brought to you by

VITTORIAS

166 BEDFORD AVENUE

BETWEEN NORTH 718 AND NORTH 87H
BROOKLYN, NY 11211

718.388.3118

GRAND RE-OFPENING

167 NORTH 9TH ST

SCANDINAVIAN

917.501.9190
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Alternative
Architectures

In some ways, symmetry is unforgiving with
regard to layout flexibility because it demands
that all elements adhere to a single axis; those
that don't typically appear disunified from the
whole. The restfulness and overall uniformity
that results can be problematic relative to the
goals of designed communication—a viewer

is likely to gloss over material and come to an
intellectual rest quickly, rather than investigate
a work more intently. Exaggerating contrasts in
scale (or proportion) and spacing (density and
rhythm) when working with symmetrical com-
positions is critical to ensuring optical vitality
and, therefore, greater viewer engagement.

Centered-Axis Structure

When symmetrically
organized forms
become so large

that they are clearly
bigger than any
remaining symmetri-
cal spaces, their con-
frontation with the
format becomes very
tense, reducing the
composition’s overall
static quality.

el G o B

“What
HAPPENED

Another strategy for
introducing contrast
is to juxtapose
dramatically dif-
ferent emphases

in proportion, both
among form elements
and the spaces that
separate them.

It’s important to
define a logic of
progression or
alternations of shape
proportions and
distance intervals
between them as
they’re distributed
along the axis from
beginning to end.

Radical changes in
size among elements,
or in their relative
lightness and dark-
ness, help enhance
the illusion of deep
space and, therefore,
reorder their lateral
movement dimen-
sionally—that s,
movement becomes
perceived as also
occurring from near
to far.

This centered-axis
book spread defines
a number of strong
contrasts between
left and right pages,
as well as internally
within each: geom-
tric versus organic;
vertically expansive
versus inwardly clus-
tered; and crispness
versus softness in
edge texture.
Sagmeister+Walsh /USA
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Maintaining a logic
of contrasting form
widths and margin
spaces is easily
accomplished in a
webpage displayed in
the generously wide
format of a desktop
browser (left), but
more challenging to
achieve within the
narrow confines of a
smartphone’s screen
(right). Forcing text

Lorem ipsum dolor sit amet,
consectetur adipiscing mer elit.
In nisl ante, aliquam in dictum
at, maximus non dolor. Quisque
lobortis mollis ex, in vehicula
nisi interdum non.

rdum
me-

Lorem ipsum dolor sit amet,
consectetur adipiscing mer elit.
Ante maximus interdum.

elements to occupy
a narrower-than
optimal width, and
introducing punc-
tuating graphical
forms, permits some
of the contrast in
lateral emphasis to
translate into the
smaller viewing area.

Lorem ipsum dolor sit
amet, consectetur
adipiscing mer elit. In
nisl ante, aliquam in
dictum at, maximus
non dolor.

The designer of this
cookbook spread
creates a stark coun-
terpoint between
hard, geometric
forms (the vertical
line at left; the inset
image’s rectangle)
and organic ones (the
irregular widths and
soft rag shapes of
the type) for an ini-

MAKING AND BREAKING THE GRID

tially broad gesture
of contrast. At this
level, these three pri-
mary forms (line, text
column, image rect-
angle) also express
dramatic differences
in their depths and
the relations of

their edges to the
format. Further,

the type itself, as a
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Lorem ipsum dolor sit
amet, consectetur
adipiscing mer elit. In nisl
ante, aliquam in dictum
at, maximus non dolor.
Quisque lobortis mollis ex,
in vehicula nisi interdum
non. Fusce ligula metus,
tempor in facilisis nec,
lobortis sit amet

distinct unit, exhibits
contrasts in relative
sharpness, width of
internal components,
depth proportion, and
depth interval.

Kiyoko Shiromasa /USA
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Alternative
Architectures

Inserting any form (even a solitary one) into
a space creates structure—a set of visual
relationships between its contour (the shape
of its outer boundary) and axis (an imaginary
line that separates its halves), and those

of other forms. Because of our orientation
to Earth, we typically perceive forms as
expressing two primary axes—horizontal and
vertical, or orthogonal—grid structure.

___ But structures may be more complex
than that. Nature is perhaps the most prolifi-
cally inventive “designer” of structures

that have nothing to do with the orthogonal:
The radial arrangement of flower petals; the

Any numeric progression or
fractional relationship can be a
starting point for creating spatial
divisions—odd-number ratios
(1:3:5:7), for example, as shown
in the first example. A thirteenth-
century Italian mathematician,
Leonardo Fibonacci, discovered a
natural progression of numbers
in which each number is the sum
of the preceding two—for example,
1:1:2:3:5:8:13:21:34, and so on.
Coincidentally, this same propor-
tional relationship is what drives
the Golden Section.

Other Kinds of Geometric Structure

irregular axes of stars in constellations and
the spirals of galaxies; the hexagonal lattices
of molecules in a crystal; and the helical
whorl of DNA are but a few examples of natural
structures without horizontal and vertical
axes, that yet express some degree of geo-
metricity. Furthermore, any structure may be
fluid and irregular in proportion or interval:
simply because an arrangement presents no
perceptible repetition or pattern among its
parts doesn't discredit it as a structure.

___ Being completely objective, the choice
of one structural approach is no more valid,
on a functional level, than that of another.

)

Every kind of structure will have implications
for the display of content. The different qual-
ities of each, however, will impart extremely
different perceptions of content and, there-
fore, of its meaning—especially if that struc-
ture is one a viewer is likely to associate with
some concrete experience. If an arrangement
is structured like a tree, for instance, the
viewer will interpret it as a tree. Designers
must still confront the issue of a structure’s
relevance on a communicative level.

The intervals between musical
notes or chords—the octave
established by the seven unique
tonal pitches in Western music—
have been used by book designers
to create page divisions since
the Middle Ages. Similarly to pitch
intervals, rhythmic or thematic
alternation methods used for
structuring musical compositions
can be applied to the distances
between elements in a layout:
A/B/A, for example, or A/B/A/C,
in which A is one measurement,

B another, and so on.
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There are numerous compositional
structures that vary between
geometric and organic, rigid

and irregular. These structural
approaches are by no means com-
prehensive, nor must they

be used independently of each
other; combining different kinds
of structural approach offers

the designer infinite possibilities
for organizing content and

adding new levels of meaning.

Rotational

Networked

]

Chaining/Helical

Spiraling
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Other Kinds of Geometric Stru
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Intuitive, Relational,
and Conceptual

As an antidote to structure, which
implies analytical intent, designers
may determine that spontaneous
approaches are more relevant for
the task at hand—working by the
seat of their pants, as it were, and
allowing purely formal instincts to
supercede the rational. Equally lib-
erating are strategies that depend
on chance for their results, as

are those that source their visual
arrangements in the metaphorical
aspects of visual storytelling.
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intuitive, Relational, Spontaneous Composition

and Conceptual

This compositional method can be described
as the intuitive placement of material based
on its formal aspects: seeing inherent visual
relationships within the material and making
connections for the viewer based on those
relationships. Designers often will use this
method as a step in the process of building a
grid, but its use as an organizational idea on
its own is just as valid.

___ This approach starts fast and loose: The
designer works with the material much like a
painter does, making quick decisions as the
material is put together and the relation-
ships are first seen. As the different optical

The organization of mate-
rial in this journal cover is
optical and intuitive. De-
teriorating fields of type
where the disintegration
has emphasized its flat,
textural rhythm con-
trast a deep, ambiguous
space created by softly
textural shadow forms.
Sharp, inset photographs
with clear depth of field
contrast with the indis-
tinct background and,

in concert with the two
primary headlines, offset
the verticality of the two
side-by-side images with
lateral horizontal and
diagonal movement.

Dan Boyarski/USA

qualities of the elements begin to interact,
the designer can determine which qualities
are affected by those initial decisions and
make adjustments to enhance or negate the
qualities in whatever way is most appropriate
for the communication.

___ The method’s inherent liveliness has an
affinity with collage; its sense of immedi-
acy and directness can be very inviting to
viewers, providing them with a simple and
gratifying experience that is very accessible.

Creating areas of differing
presence or quality—what
is known as “contrast”—

is crucial; it’s what imparts
vitality and ensures that
viewers remain engaged as
they analyze the variet-
ies of visual opposition
with which the designer
confronts them. There are
perhaps hundreds of indi-
vidual kinds of contrasting
relationships a designer
may integrate within a
single format space, the
range of which is merely
hinted at in the illustra-
tions shown opposite.
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Intuitive, Relational,
and Conceptual

Patterned arrangements

of pattern elements—stripes,

steps, bricks, frames, grid

clusters—invade and dissect

each other across shifting

positive and negative planes.

Steff Geissblhler/USA

Spontaneous Composition

b | e

be
that i compose
controls my foes
and flows alike

Angular and linear type
forms in step-like, or-
thogonal arrangements
provide visual connec-
tive tissue between

soft, irregular fields of
color that are distributed
organically around the
perimeter of this poster’s
format area.

David Carson/USA
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Following linguistic
deconstructions to
visualize a vocal journey
through a poem, changes
in typographic scale and
texture are intuitively
balanced across the for-
mat: geometric stepping
and orthogonal, linear
structures confront
rotated and diagonal
ones at differing scales,
in different locations, to
highlight their contrast-
ing qualities while ensur-
ing that these are always
in dialogue throughout
the space.

Young Kim/USA



The dynamic arrange-
ment of tumbling

inset images, graphical
planes of intense color,
diagrams, and para-
graphs of text lends a
playful, kinetic quality
to this agenda booklet.
The initial appearance
of randomness slowly
gives way to a variety of
axis intersections and
directional emphases

I totas

it u:. V< kantoareppar
e e
:ﬂdurrﬂﬂ_‘,.xdbnrnnor A s, UI(“I

"‘_P-.—s i rinder sprakp ;e

e - i

st

Saptember 2048 b, ;
BegonNEn als Rijkane 1o

Alkemade,
e

Landsehap an Wege, !
SEUT VOOr Stag 3

werd, 8en pragh
instituut dat ajs
thema's agend,
zoekt.

Orzitter v

i an

o:\P&!a"!.‘l opererend

i, |=ﬂ-:nluank alleriei
N verder onday.

MAKING AND BREAKING THE GRID

established by the edges
of the rectilinear forms,
which “point” to each
other across the pages.
Careful attention to color
and value differences
among the elements or-
ders them spatially such
that each alternately
advances or recedes in a
recognizable sequence.
Niessen & deVries/Netherlands
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Intuitive, Relational,
and Conceptual

A designer’s focus during the process of
laying out content is often concerned with
typography, whether related to organizing
extensive text for reading or visually integrat-
ing typographic gestures with image mate-
rial. Bringing these two kinds of visual form
together is notoriously challenging: each has
its own formal characteristics that are most
often at odds with the other, and it is often
assumed that the two should be mutually
dominant and referential. But what happens if
the visual aspects of imagery are allowed to
rule, so to speak—to determine not only the
compositional structure of a project overall,

Imagery as a Source

but the compositional and stylistic attributes
of the type? As a source for organization

and typographic integration, looking to the
imagery as primary inspiration can offer yet
another strategy for developing layouts.

___ Typography is always a pattern of lines,
but images present a radically greater range
of form languages that, when applied to text,
can quickly relieve a designer of presumptions
about how text should behave in a layout, or
how layouts themselves ought to be orga-
nized. Driving compositional decisions based
primarily on imagery can take two basic di-
rections: First, in which typographic elements

become, in essence, part of the imagery;
and second, in which the imagery sets up the
logic for how type responds to imagery in a
pictorial way while retaining its identity as a
separate entity alongside images.

DEADLINE ]

pn |
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The titling and text
typography in this
exhibiton poster are
composed and styled
to become one with
the field of forensic
bone images—cut
and pasted together

as specimens and no-
tations photographed
on a copy-camera
positioning plat-
form as is used to
record items found

in archaeological
digs. Transparency,

overlapped edges and
borders, and mis-
aligned grids within
the imagery inform
font choices and
their treatments, as
well as force text into
rcetangular cut-out
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areas that appear
grid-based at first,
but really aren’t.

Kristin Hughes [with
Ink Design]/USA



Transformations to a
neutral icon (a fish-
ing rod) serve as the
primary source for
the compositions of
these posters about
overfishing:

At top left, the
regular, overlapping
repetition of icons
suggests excessive
human activity; the
title “Enough?” is
caught behind it.

At upper right, the
icon is invaded by or-
ganisms, a reference
to algae infestation;
the title’s color
connects its meaning
to that of the icon,
while its position is

a response to that of
the title in the first
poster.

In the poster at lower
left, an oozing form
suggestive of pol-
lution obscures the
icon, overwhelming it
and, so too, the word
“invade.”

In the series’ summa-
ry poster, lower right,
the broken forms of
the icon, reminiscent
of bones, is restated
by the title, “too late.”

Eri Kuwada /Japan
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Imagery as a Source




Setting the rela-
tively extensive
running text flush
right emphasizes the
difference between
its aligned edges
and irregular rags,
qualities derived
from the hard, soft,
dark, and light stems
of the bamboo image.
The type’s correlation
with the image is
further enhanced by
. e enlarging and bolding
d""f IRl - selected lines of text
sym 8 126> S ' | B _ 'y as a reference to the
orderiin i : | &/ bamboo’s leaves.
Soo Yoon Kim/USA

The bamboa,

SVEIGreen i "

green jade,

Its hollow
body is at once
sturdy, light,

and flexible, suggesting é 0 st n
a['IEP E .'_\
versatility. £

et
enduring o

The type in this study,
although situated in a
separate space, uni-
fies with the adjacent
image by virtue of its
shaping into arcs and
dots. The sizes of the
text elements, as well
as their positions and
the specific radii of
their curves, aren’t di-
rect repetitions of any
such formal attribute
in the image; the mere
fact of them is enough
to create the visual
connection.

Designer unknown;
Timothy Samara/USA,
Instructor

An image of one of
Alexander Calder’s

e . : famous kinetic
el comamprie 4, S sculptures creates
el o e il i of Coeemporiy A a foundation for the
i type’s layout in this
ESTATE GF JOMN M. AND MARION A. SHEA invitation.

Lynn Fylak /USA
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Intuitive, Relational,
and Conceptual

Narrative Constructs

Pictorialization and Metaphorical Allusion

An exceptionally interesting way of creating
compositions is to visualize an idea embed-
ded in the project’s content as a composi-
tional structure within the space of page or
screen.

___ One possible result may be a narrative
pictorialization in which the layout and its
parts are made to “look like” something
discussed in the text: For example, the orga-
nization of elements within a space may
generate the impression of objects swept up
in a flood; or, perhaps, they may be organized
so as to construct a literal image of a car or
other machine. In simplest terms, the layout

—
A Traveling Fallowehip

in

Architectura

becomes a kind of illustration. As content
progresses or pursues a different direction
from page to page or screen to screen, the
“subject” depicted by the layout changes,
but the governing logic remains the same.
___ Alternatively, the layout structure and
visual language used for the forms that it
arranges may allude to some tangential

idea, acting as a metaphor that supports or

manipulates perception of its meaning: For

instance, a promotion for a film festival might

splice repeated images to refer to the idea
of film editing.
___ Both variations on this method follow

Each poster exhibits
a different allusive
strategy:

The faculty exhibition
poster at far left
configures image and
text elements into
the form of a couble
helix, a metaphorical
reference to the gen-
erative aspects of
art and education.
The poster immedi-
ately to the left,
which announces

an architectural
fellowship, builds

an image of type in

a multi-level space,
accented by cut-out
blocks, that picto-
rializes the site to
which it refers: a
stone quarry.
Skolos/Wedell /USA

the idea of visual storytelling, relying

on depictive strategies to deliver narrative
meaning that either helps describe or
reframes and augments the content.
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A personal narrative
about a near-death
incident begins with
a straight-forward
column structure that
is deconstructed in
successive studies to
evoke the motion of
floodwaters and the
desperate nature of
the situation.

Le Van Ho/USA

po,a

ity f"'!ﬂ,fié Secands Ieft

Cropping fashion
models’ figures into
narrow vertical strips
creates a rapid-fire,
rhythmic presenta-
tion that suggests
the continuous snap-
snap-snap of mo-
tor-drive photogra-
phy and emphasizes
a kind of stomping
motion associated
with the way models
walk during a fashion
show.

The layout also refers
to photo-editing;

the strips can be
interpreted as the
edges of selected
shots peeking out
from a pile, to be
sifted through before
making a final cut for
publication.

Niessen & deVries/
Netherlands

water rising up%i‘hy body

u |
..But | |survived.
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Intuitive, Relational,
and Conceptual

\ernacularism

Narrative Allusions

with which most
people who grill ham-
burgers are familiar.

Designer unknown;
Timothy Samara/USA,

This study for a post-
er about the history
of the hamburger
configures text into

a shape that refers

Initially aligning this
poster’s type along
the edges creates
the appearance of

to an everyday truth
about its subject

Another kind of allusive strategy is to
appropriate visual language associated with
common, everyday experiences or stylistic
gestures associated with particular con-
texts—what is called the vernacular.

___ Using vernacular imagery or a vernac-
ular compositional conceit imposes the look
of something else onto a communication,
embedding it in this new context, either to
draw a comparison or, possibly, to comment
on the subject being communicated: for ex-

ample, designing an invitation to an exclusive

art auction using brush lettering and graphic

devices typically seen in supermarket adver-

Instructor

tising banners. Because the word “vernacu-
lar” refers to that which is ordinary, gestures
of this kind often trade on forms associated
with low culture, or undesigned visual expe-
riences. Vernacularism has a relatively long
history, with its source in Pop Art; the iconic
sculpture of Brillo brand laundry detergent
boxes by Andy Warhol, as well as paintings of
spaghetti and household cleaning products
by James Rosenquist, produced in the 1960s,
are prime examples.

an internal poster
format; by repeating
it ad hoc on top of
itself, the designer
evokes the vernac-
ular of street post-
ings, where many
layers of posters
build up on top of
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each other over time.
This simple strategy
elevates the com-
munication to a
sophisticated level
where the image be-
comes signifier and
signified, a poster
that shows a posting
of posters.

Niklaus Troxler Design/
Switzerland
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Intuitive, Relational,
and Conceptual

Random Physical Effect
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The use of chance as an organizing principal
might seem counterintuitive. The unpre-
dictable results, however, can often aid in
communication from a conceptual standpoint
by bringing out juxtapositions of material
that might otherwise have escaped notice.
Sometimes, introducing chance into the
design process helps one to see the material
more clearly, resulting in less predictable, yet
more illuminating, solutions.

___ Conducting a chance operation im-
plies that the chance is being controlled

to a certain degree, and this is usually the
case. The nature of that control falls into two

Chance Operations

categories: The first involves randomness to
a greater degree—based on an action that
prevents explicit control of the outcome. A
designer might fling paint at a surface, know-
ing that certain kinds of patterns will occur
because of the size of the brush or the spe-
cific gesture; in a similar operation, cropped
images might be physically scattered or
dropped from a certain height over a format,
with an understanding of what might result.
In neither case, however, can the designer
predict or effect a specific result.

____ The resulting outcomes of such opera-
tions could be useful in communicating ideas

about motion, the unpredictability of nature,
absurdity, and so on. By selecting the type of
chance operation to use, a designer can skew
the results in their favor to some degree,
ensuring appropriateness in the form while
allowing the unpredictability to create new
visual relationships that structured thinking
about layout won't achieve.
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Programmatic Effect

Chance operations that make use of planned
procedures, usually of the mechanical or
mathematical variety, fall into a second
category. Similar to those accomplished

via random physical action, programmatic
operations deny a designer explicit control
over their eventual outcomes; however, the
mechanical nature of such procedures guar-
antees greater foreknowledge of the results.
___ Programmed chance operations might
include such procedures as: dissecting an
image in a pattern of intervals based on an
arbitrarily applied grid or a mathematical
formula; automatically photographing or

A master grid orches-
trates the disection
of an image across
multiple pages of a
book. The decisions
about where the
disection takes place
are made arbitrarily,
without regard to the
composition within
the image itself. Fur-
thermore, a formula
for where to place
the dissected pieces
in the page sequence
is predetermined but,
again, without know-
ing what the results
will be in advance.
Thomas Ockerse / USA

scanning elements, or a layout in progress,
from a particular viewpoint at predetermined
times, to insert as images; augmenting the
point sizes of successive lines of type by
some arbitrary multiplier; or printing two
layouts on top of one another, then deleting
instances where elements overlap.

MAKING AND BREAKING THE GRID
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Considering
the Practical in the
Impractical

Often, the factor that dissuades a
designer from pursuing an uncon-
ventional layout approach is the
challenge it’s perceived as posing
for viewers, whether one of aes-
thetic discomfort or one that is
more utilitarian, such as being too
difficult to navigate. Many might
argue that the goal of usability
necessarily precludes the varieties
of approach described here. But,
why deny the potential of an un-
usual solution for the reason that
it's not functional... Yet?

Any approach that flies in the face
of convention will be fraught with
difficulties. By objectively identify-
Ing problematic aspects and

working to address them with a
little common sense, even the
most challenging solution may be
resolved to achieve a necessary
level of practicality—without nec-
essarily diluting its inventiveness.
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Considering
the Practical in the
Impractical

All of the means of constructing a clear
hierarchy in a grid-based layout remain the
same when trying to do so in a layout based
on some alternative approach; there’s no
reason why an unsual composition can’t also
be a friendly one. The two aspects of hierar-
chic control that deserve the most atten-
tion—and which tend, most often, to be the
root of viewers’ navigation trouble in unusual
circumstances—are those of optical differen-
tiation and “eye path,” or compositional flow.
___ Ensuring that a reader can easily identify
the most important elements, or those from
which a sequence originates, is critical.

Bigger and bolder usually means “seen first,”
s0 applying such differences to greater
extremes than one normally would is a useful
strategy. Repeating partially obscured infor-
mation in an open area may help, but it may
also confuse a viewer with its redundancy—
better to give it a little extra room where it
appears in sequence. When in doubt, simplify:
if the same visual effect can be achieved
with fewer elements or less interference, it
will differentiate itself more efficiently from
within a complicated field.

___ Where the first, or most important,
form element is located, and how it optically

Readability, Navigation, and Hierarchy

connects a viewer to elements that follow it,
are equally important. For Western readers,
it's wise to orient top-level elements toward
the left-hand area of a layout. Elements

to be encountered next must differentiate
from their contexts to a similar degree (like
things attract attention) or be positioned in
proximity to the place where the viewer’s eye
is likely to leave the first element behind.
Inserting graphical markers or anchoring
points into a layout at strategic locations will
help focus attention and direct the eye’s flow
to enhance both of these hierarchic aspects.

Contrast in relative size (large
versus small) and relative spacing
(or density and openness) account
for the most effective ways to
establish a clear hierarchy. These
two contrasts, as expressions

of purely positive/negative inter-
action, affect our sense of the
format being divided into darker
and lighter areas. This effect is
enhanced through the use of hue
or value change—altering their
chromatic color or simply making
some lighter or darker.

000

000
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When an element in a visual field
distinguishes itself from others—
as does the vivid red dot above—
it becomes a focal point and,
therefore, assumes the greatest
level of importance. Although
there are other kinds of contrast
evident in the secondary material,
the extreme degree to which the
primary element visually discon-
nects diminishes the effect of
these contrasts.

T
P
I

Repetition assigns relative
meaning to elements that will be
understood as related no matter
where they occur within the
visual field—even if separated by
material that is clearly different.
Hierarchy, in addition to being
strictly about level of importance,
is also about relation or
establishing which elements are
alike in meaning (whether they
are important or not).

Compositional flow, sometimes
called “eye path,” occurs as a
viewer compares each hierar-
chic level’s degree of contrast
from the others and senses the
difference as a decrease in optical
resistance (another way of think-
ing about contrast, incidentally).
The eye will move from the area of
greatest overall contrast to the
least, following a predetermined
direction that the designer can
support by positioning axes to
help direct or by using graphical
forms to point.



The term “burger” has now become generic,

Although the black
planes that contain
reversed type are
visually dominant over
all else in this book
spread, it’s the hotly
colored elements that
direct the eye through
them to the upper left-
hand corner—by virtue
of an invisible, but

tremendously powerful,

directional axis they
help create as a result
of being the only two
chromatic elements in
the space.

April Greiman/USA

g W
ever, hamburgers
Frepared in major fast
ood establishments.
are mass-produced in
factories and frozen for
delivery io the si

MAKING AND BREAKING THE GRID

The extreme contrast
of the single text
line at upper left

and the paragraph

at lower right in this
composition—both
reversed from heavy,
dark planes and both
being the only hori-
zontally proportioned
elements within the
field—ensures they’ll
differentiate from
their surroundings.
From that point, a
reader is likely to
intuit that the single
line—positioned
toward the upper
left—indicates where
reading should begin.

Designer unknown;
Timothy Samara/USA,
Instructor
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When setting type on a circular
path or arc, orient its entry point
toward the upper left and, if pos-
sible, so that the first words are
relatively horizontal. Compare the
readability of the top (original)
configuration to the altered ver-
sion (bottom).
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Considering
the Practical in the
Impractical

Easing Dissonance, Enhancing Totality

Typographic Strategies

| way the phrase 'Contemporary £rchitecta’ has a
arrbie - but not similar - to ‘Modern Architsete”. Iy
lionlst’, ‘traditionalist', "elassicist’ or ‘'vernacular’ ¢
r views and style are valid in tha 21st century but
110 be called ‘comtemporary architects'’; for logice

Architecturs ls not simply ant-vernacuiar but als(
ave a number of influences but still trias to be asg
¢ and uses new materials in an Innovative way. Co
| atternpt o push al the bound: of materials ai
cially in recent decades, geometry. ‘Modurn Archh
he arcl re of the i : whare ‘fi
e ‘house ls a machine for living in’. Gut Modernl
jovemant and a change in thinking at that time an«
tects since then that It Is not simpiy =n architectu

“rafts’ or “High Tec' was a style.

irchitect practising today has been :influenced by

Corbusier was for many the princlpal influence wi

Textural Manipulation
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Distortion Detailing/Inclusions

More a matter of finesse than of practicality,
the importance of applying macro-level com-
positional gestures to micro-scale elements
such as text, albeit at a smaller scale, can

not be overstated. Doing so creates greater
cohesion among disparate parts and helps
alleviate the potentially fractured or dissonant
quality that often attends alternative compo-
sitional approaches. Text of a legible point size
will withstand a degree of manipulation without
sacrifice but, if it seems too challenging,
consider treating subheadings and callouts or
decks as a bridge between macro and micro.

~ e

Pictorializing
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This book’s typo-

graphy benefits
from bold graphical
inclusions that refer

to other, large-scale
forms in different
places: they tie the
text to those ele-
ments stylistically;
they help break up
the wall of large-size

bold text that floods
the pages; and they

act as markers that

help differentiate
important informa-

tional details.

Biro Uebele Visuelle
Kommunikation /Germany

Magliche Antyvorten liegen einerseits in der
psychoanalytischen Idee der Wiederholung
als einer symptomatischen Anwesenheit von
etwas, das noch nicht verarbeitet ist. Sie lie-
gen andererseits in der besonderen Zeitlichkeit
der Wiederholung (dass man, mit Heraklit ge-
dacht, nicht zweimal in denselben Fluss steigt).

Die Fortschrittsmotive der bringen,
wie an anderer Stelle argumentiert wurde,
durch ihre ostentative atomistische Zer-
gliederung ebenso wie ihre ausdriicklich retro-
spektive Haltung, ein existenzielles Moment
zum Tragen: Die Bilder des Fortschritts und
der Bezwi des K sind zuglei

Versug| r eigenen Sterblichkeit z -
nen. B (Seite 170) und &% p
(Seite 116) greifen heroisch in den unendlichen

Raum aus, um die Welt verfilghar zu machen.
Aber sie ist es nicht. Diese Einsicht ist
schmerzhaft und muss verdriangt werden.
Deshalb wird sie wiederholt. Das kennzeich-

mﬂ\wekt der Wiederholung, die in den
zum Tragen kommt.

Psychoanalytisch sind zwanghafte Wieder-
holungen Prozesse, die nicht bezwingbar
sind, 3Jenn Harald F. Miiller diese Motive also
wiederholt, dann auch und gerade deswegen,
weil sie als symptomatische Bilder unent-
wegt und immer schon wiederholt werden,
weil sie eine existenzielle Signifikanz haben,
die nicht einfach bewiltigt werden kann: ,Fiir
mich sind es Archetypen von Bildern, die, ein-
mal gesehen, nicht mehr verschwinden."
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Pictorial Strategies

These two spreads, from different annual
reports, manipulate imagery in different ways
to involve them more cohesively with other
compositional gestures in their respective
environments.

Tolleson Design/ USA [top]
Maksimovic & Partners/Germany [bottom]

Overlap/Transparency

ZAP

rermote

Vignetting/Alternative Cropping Textural Alteration

Images—especially crisp, naturalistic ones
that are inset in rectangles—often will dis-
unify from environments of an expressive,
gestural, or spatially ambiguous nature.
Manipulating such images to imbue them with
visual characteristics found in surrounding
typographic or non-pictorial graphic forms
will better integrate them—again, to downplay
potential visual dissonance and promote a
more comforting perception of totality.

MAKING AND BREAKING THE GRID 7 THE PRACTICAL IN THE IMPRACTICAL



Integrating Information Design
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Elements from the upper
part of this calendar
page cascade downward,
progressively diminishing
in overall activity, size
and weight, and tran-
sitioning from planar

to linear as they come

to interact seamlessly
with the calendar grid at
the bottom. Within the
grid, informational text

CONTENTS

elements are treated to
reflect shapes and tonal
qualities visible in the
upper area as well.
Mayer+Myers Design/USA

MAKING AND BREAKING THE GRID

Although a conven-
tional taxonomic tree
diagram is presented
as an orthogonal,
vertical, or horizontal
formation, here one
has been altered to
follow a concentric,
circular structure
that integrates it
with its amorphous,
organic image envir-
onment. The legend
at bottom is set with-
in a dot to support
the circular motif.
Timothy Samara /USA

The table of contents
in the book above,
about the history

of avant-garde
filmmaking, decon-
structs a modular
structure to create
an impression of
film frames moving
through a projector.

Designer unknown;
Timothy Samara/USA,
Instructor
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Systematizing the Organic
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Considering Systematizing the Organic
the Practical in the
Impractical
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If a particular variation
repeats inconsistently
among the components of
a system, the discrepancy
will cause those layouts
that share a similar varia-
tion to disunify.

The number of compo-
nent parts that make up

a system is one factor

to consider in how such

a discrepancy might be
resolved.

In this poster series,

the main titling element
rotates to a different
angle in each poster. This
variation is controlled
specifically with regard
to the fact that there are
four posters: two of the
titles are oriented orthog-
onally, and two are orient-
ed diagonally. The system
has a binary variation.

If the diagonally rotated
titles were oriented at
the same angle, this logic
would conflict with that
of the other two, in which
the angle is different in
each.

Atelier Poisson/Switzerland
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Interaction Design Without Grids

Curiosity Mars Rover Sees Trend in
Water Presence

MASA's Mars rover Cunosity has seen evi-
dunoa of watarbearing minarals in rocks naar
whees it had alresdy found clay minsrals
imgic 8 drilled rack. Using infrared-imaging
capability o 8 camers on the raver and an
mstrument thal shuots neulsons inlo the
qground 1 prabe for hydrogen, researchers.
have found moss hydraton of minersls nesr
e cley-beaning rock Uan 51 loestons Curics-
Ty wesited earlier.
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Mousing over the
navigation expands
its size and releases
flyout submenus; the
current page’s con-
tent scrolls upward
to provide room, but
will return to its pre-
vious position should
the user mouse off
the menu.

This screen design
for a jazz orchestra
evolves a vertical,
linear structure for
navigation from the
client’s wordmark.
Mouseovers expand
content elements in
size to cover content
and navigation that
is no longer under
consideration at the
moment. Narrow slices
expand to a fuller,
horizontal format
upon selection.

Azusa Takahashi/USA

NASA'S Mars rover Cunosily Nas seen avi-
dunca of water-beaning minerals in rocks near
whera it had alraady found clay minerais
nsids a drillad rock. Using mfrared-imaging
capability of 8 camens on (he rover and &n
natrument that shaots neuirens ino the
qround to probe for hydrogan, researchers
have found mars hydration of minarals near
1w clay-beanng rock than 88 loostions Curiosi-
ty visited garliar

Images, cropped into
circular windows,
can exist in tandem
with text content or
expand from links
within text.

MAKING AND BREAKING THE GRID

watch & listen

Orbital Sciences Corp. completed roll-out of
tha first fully integrated Antares rockat to the
Pad-0 a1 NASA's Wallops Flight Facility on
Saturday, April 6. Orbital has confirmead an
April 17 target launch date for the Focket test
tlight with & planned liftoff of & pm. EDT. Ovbit-
ol is testing the Antares rockst under NASA's
Commercial Orbital Transporiation Services
[COTS) program.
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Considering Interaction Design Without Grids
the Practical in the
Impractical
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This site for an archi-
tecture firm, in con-
trast to those shown on
the previous spread, is
a real-world interactive
design that doesn’t use
a grid. Colored naviga-
tional fields create an
architectural mosaic
upon landing; mousing
over each reveals an
image of a particular
project, which acts as a
link to that project’s in-
depth information page.
Global navigation links
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reside in a narrow band
above the main mosaic.
As the browser area
reduces in size, the site
responds by reordering
both the navigation and
mosaic blocks to scroll
vertically—appearing at
the same size they do in
the desktop format.

Biiro Uebele Visuelle
Kommunikation/Germany




Kids Art, Inc. helps
students raise money
for shcool programs
by selling stationery

Sticky notes, along
with hand-drawn
icons and details,
combine with patterns

made with their own and photographic tex-
artwork. Their site tures for a playful, yet
presents material in elegant, experience.

a dimensional, scrap- Timothy Samara/USA

book-like array, with
each card or paper

element functioning
as a navigation link.

"rasantt

KidsArt

STATIONERY

Every child designs his
or her very own
stationery. It's a valuable,
profitable fundraiser
for your organization.

Raising Millions! 245

LEARN MORE >

- Mail Ly »»

INSPIRATION

Section headline lorem ipsum
dolor max two lines deep.

First Category
Second Category
Category Three
Anather Category
Fourth Category
Another Category
Sixth Category
Category Seven
Eighth Category
Category Nine
Tenth Category
Eleventh Category
Category Twelve

MAKING AND BREAKING THE GRID

stationery. It’s a valuable,

8
for your organization. >
s

Every child designs his

INDIVIDUAL ORDERS I

FUNDRAISING

Raising Millions!

or her very own

profitable fundraiser

LEARN MORE

Inspiration

We've helped thousands | =
of schools and organizativmes

collectively raise milli
through our unique, a&

. fundraising programs:

ﬁwiwnﬁ

/ Note card:

‘Note cards, notepads, stickers
and invitations! Funny ones,
clever ones, sweet ones —
heartwarming, whimsical,
charming, and treasured —
and a valuable, profitable
fundraiser for your school or| !
organization.

WHY CHOOSE KIDS ART?

We're fundraising experts.
Kidsart, Inc, has bean spacializing
in helping organizations such as
schools, PTAs and PTOs, churches
and synagogues raise money for
mare than 15 years, We've worked
with thousands of organizations.

It's a simple fundraiser.
We focus solely on stationery, which
amables you to offer your families

a simple art fundraiser featuring
familiar products. No complicated
«choices or decisions. No upfront

" Wa'se hetped thousands |
of schools and organizatiTumms
collectively raise milln
through our unique, a:h
fundraising programs:

e [

INSPIRATION

e & @& @ @ @
® & & & 0 0

, Categories

-

a =

s e complicated
L ;l-: dacisions. Mo upfrant |
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Typical of most sites,
the various elements
reorient to a stacked,
scrolling configuration
when the browser
resizes to that of a
smartphone screen.
To maintain a similar
compositional feel as
the full-size version
in this limited space—
but without becoming
cluttered—primary
content and naviga-
tion situate toward
the center of the
screen, while the card
elements move mostly
off-screen; their
corners remain in view
at the edges and are
pinned so they remain
continually accessible
as the page scrolls.
Should a user select

a card element to
view its content or
navigate elsewhere,
the card moves to
dominate the screen
until it’s no longer
needed.



Considering
the Practical in the
Impractical

The visual cadence in projects of a sequential
nature, like books or walls in an exhibit, can
be envisioned in a conventionally editorial
way—using specific kinds of layouts to
distinguish major divisions from contiguous
content. Unconventional layout strategies
tend to be more experiential than expository,
however, and often lend themselves to other
ways of thinking about sequence and pace.
___ Visual elements may relate to each other
in time, as though in frames of a film. Images
might move across a format or be otherwise
changed from page to page, affecting other
images or text that appear later. This kind

Pacing and Sequencing

of kinetic structure comes to be recognized
and understood as the viewer experiences
the succession of frames. Using sensory
experiences of space and time as organizing
principles can be a powerful tool for evoking a
visceral, emotional response from viewers.
___ As with more prosaic projects, decisions
about the ebb and flow of material often will
be driven by the content’s requirements for
sequential clarity. But, a designer might very
well consider the sequence and pace as an
idea unto itself that helps establish how the
content ought to be delivered.

182

The material in these
page spreads from a book
about the history of
World War Il is paced by

a physical hole in its
center that grows in

size throughout the book’s
sequence—a metaphor
for a bullet’s destructive
effect. As the hole’s size
increases (shown as red
dots), it pierces images
and text to affect the
interpretation of their
meaning. Secondary pac-
ing strategies focus on
relationships of content
volume, page position,
and light/dark value.
Hayoung Shin/USA



The organization of this
book, both verbally and visu-
ally, is filmic in nature: each
spread is a frame that refers
to the one preceding it and
sets up the next.

The relationships between
images and typography
are intuitive responses

to a quantity of text, the
predominant shapes in

the background image, and
how these meld to form a
cohesive composition.

Spreads are set up as
sequences of interconnected
visual ideas. The negative
space in an image on a

given spread may yield to

a similarly shaped positive
image on the next; an inset
or background image in the
spread following that may

ight is alwayslookin

B for a bod

be enlarged to a full-bleed
image that crosses over onto
a subsequent spread. Con-
tinuity is created through
rhythmic, spatial intercon-
nection between pages.

April Greiman/USA
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Exhibits




Spontaneous Optical
Composition / Organic

MAKING AND BREAKING THE GRID

DESIGN EXHIBIT COMPARISONS

April Greiman
Los Angeles, CA | USA

Exhibition poster for the
Los Angeles chapter of
the American Institute
of Graphic Arts [AIGA]

In this poster for an exhibition of her work,
the designer draws upon her own writing—
contemplations of the nature of visual space
in graphical communication—as the basis for
generating an abstract, multi-dimensional
experience.

___ The imagery is entirely non-pictorial, but
derived from manipulations of photographic
source material. The designer’s choices

with regard to texturizing, applying color to
create impressions of light playing on volumes,
transparency, and the confrontation of
geometric and organic forms result in the
suggestion of biomorphic, architectural, and
cosmological objects—all interacting kineti-
cally in spaces that appear to change depth
from location to location.

___ Material is organized in a painterly,
intuitive way to balance a variety of formal
contrasts: soft against hard, angular against
amorphous, volumetric against flat, planar
against linear; figure and ground appear to
change place. Every element acts in concert
with the others around it, producing an over-
all cohesion, but leaving the viewer free to
explore the visual and verbal material as

he or she sees fit.

___ Type acts as image within its surrounding
ambiguous spatial environment. The de-
signer introduces contrasts within individual
type elements (changes in size, weight, and
spacing; baseline shifts; and color differenc-
es) to translate the formal gestures of the
macro-scale imagery into the typography,
ensuring the two kinds of visual language are
cohesively integrated.

___ The visual field envelops the viewer to
privilege the optical experience over informa-
tional hierarchy; the viewer may discover and
interact with verbal matter at leisure.

185 EXHIBITS



Nested, Relative-Scale

Diagram Mapping

THE Hume m

EErmnome

By communicating extremely complex infor-
mation in an intuitive way, this dynamically
spatial interface for a computer-generated
map of the human genome organizes infor-
mation in virtual space based on the natural
shapes of the biological material. Instead of
imposing a modular structure to contain the
information, the designer uses the exist-
ing genetic architecture as the information
structure. Viewers are able to move into,
through, and around the components of
genetic material.

___ From an exterior specimen view of the
chromosomes, laid out into rows, the user
can intuitively point to the chromosome
they'd like to explore, and in doing so, fly into

DESIGN EXHIBIT COMPARISONS

Small Design Firm
Cambridge, MA | USA

Interactive exhibition
interface for the Chicago
Museum of Science

and Industry

it for closer inspection. Within this enlarged
view, the user can choose from additional
components that have become visible. Their
position is relative to the superstructure, of
which they are a part. Diagrammatic informa-
tion and text are positioned in relation to the
structures they describe.

___ At the upper left of the screen, a naviga-
tional box shows relative position within the
structure’s scale and highlights information
relevant to that location.

You can now find the gene we are looking for -
CFTR!




2

Spontaneous Composition /
Narrative Allusion

We aim for clarit

tisa
technologically
expressive,
multifarious work
that re-urbanizes
its context and
provides an

evocative identity
to our buildings.
RosDrulis

The formal decisions made for the front and
back of this poster visualize the philosophical
approach of the firm that it promotes—the
contextual relationship of simplicity and com-
plexity, austerity and irrational messiness.
___ Forms that are clearly architectural
elements are removed from their original
contexts, brutally chopped, and filled with
color to flatten them into sharp, abstract
planes; their stark clarity is regularly inter-
rupted by patterned elements, supporting
planes, and typography to create layers

of material that jump between foreground

/and

and background. The spatial confusion and
complicated interferences of shape and text
overlaps, however, are underpinned by a
rigorously controlled network of geometric
axes—the edges of every element line up with
or point to those of other elements, junc-
tures between them (or between elements
and the edges of the format). On the front
side (right), for instance, the white slash
following the word BOTH describes a diago-
nal axis connecting the initial R of the firm’s
name to the top of the vertical gray line in
the image—and then on to the point along the

MAKING AND BREAKING THE GRID

DESIGN EXHIBIT COMPARISONS

Tenazas Design
Beacon, NY | USA

Promotional poster for an
architectural practice

I|||1||II|II|

Jil

Cusenbery

poster’s top edge where the axis of the word
architecture, at the poster’s foot, strikes it.
____Interestingly, the slash crosses a strong
visual boundary, joining the space above

and below. This gesture, like the tensions
established throughout, captures a sense of
duality: The slash takes on the meaning of the
words it separates.
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Spontaneous Composition /
Geometric / Narrative Allusion

The Lyceum Organization sponsors a design
competition for architecture students;
the winners receive a stipend for travel to
enhance their studies. Each year, the com-
petition proposes a particular problem to be
ROSTON 2024 solved. The 2016 competition was inspired

by the hypothetical proposal that Boston be
the host city for the 2024 Summer Olympic
Games. Given that the International Olympic
organization jealously guards its brand, no
references to the five rings appear. Nor, for
that matter, do any athletes or literal archi-
tectural depictions.
___ On the other hand, the formal vocabulary
in the poster is entirely architectural—based
on a photograph of lucite planes and frames
and their cast shadows, suggesting a building
model—while the tumbling arrangement of
typography and supporting graphical forms
imparts a kinetic athleticism; one senses
runners jumping hurdles, gymnasts on uneven
bars, javelins flying.
___ The designers pay close attention to
the relative parallel or divergent nature of
axes and their junctures, distributing them
along a limited selection of planar levels and
directions to ensure well-crafted, rhythmic
cohesion instead of chaotic randomness.
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Skolos/Wedell
Canton, MA | USA

Posters announcing
an annual student architec-
tural design competition

BRANCH
LIBRARY
AT AUDUBON™
TERRACE

MAKING AND BREAKING THE GRID

VL

The 2017 competition focuses on a small
branch library in one of New York City’s transi-
tional neighborhoods. The project guidelines
noted that entrants must negotiate between
two levels of public access—a communal,
street level one and an “ennobled” space,

a terrace separated from the surrounding
neighborhood.

___ Photographs of books assume an archi-
tectural solidity through scale and lighting,
moving through a complicated space to cross
a digitally imposed boundary. Elements seem
to cross this divide, or to be separated by it,
at different locations; diagonal and vertical
axes repeat in continual counterpoint; and a
pattern of letters (also expressing orthogonal
and diagonal orientations) appears to move
across the surface or to be part of the dimen-
sional space. All these attributes signify uni-
fication of the two aforementioned spaces.
___ Alarge, frame-like form highlights the
poster’s spatial division, while narrow red
planes, together with selected type forms,
work to visually cross it. The frame suggests
the walls of a building in plan; the red planes
evoke an interpretation of bookmarks.
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Grid Deconstruction /
Modular / Physical

languages of
interpretation

aseries of - o, .
lecture .

ancient art and
archaeology:———

current debates
and new research

getty center
feh-oct 1998

This project makes explicit the theme of the
lecture series it announces. First, it interprets
the material in two forms—as a poster, and as

a booklet, created when the poster is cut down
(each is a distinct structural language). This
physical deconstruction of the poster’s modular
grid results in a new layout system: full-bleed
texture and symbolic title on the left, infor-
mational caption enclosed in a corresponding
square on the right. It retains some modularity,
but alignments become compromised and im-
ages appear to slide from one page to another—
creating opportunities for viewers to reinterpret
the juxtapositions between symbolic key words,
lecture titles, and images.

DESIGN EXHIBIT COMPARISONS

Simon Johnston
Los Angeles, CA | USA

Poster/brochure for a
lecture series at the Getty
Research Institute

Ir

Wmua!_?ﬁf*inlerugk’tam

anine-month lecture series

that facuses on current debates
and new research in the fields
of ancient art-and archaeclogy.
Thirteerd intcfriational scholars |
explore the role that ancient  ~
art and material culture play in
constructing social identities,
sustaining political agendas,

and expressing various cultural,
ritual, and artistic'practices.
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McCoy & McCoy
Buena Vista, CO | USA

Casebound book on graphic
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Grid Deconstruction /
Column / Splicing

This catalog for an exhibition of British art,
fashion, architecture, and industrial design
uses overlapping columns as its base struc-
ture for text and image arrangement, creat-
ing a curtain of shifting planes that moves
forward and back depending on the color and
density of the texts and images. Images of
the exhibits are allowed to expand or contract
between the column alignments that occur in
each given spread.

___ Vertical rules are used to increase the
tension of particular text alignments, bringing
them forward and distinguishing them from
others that recede in space. Using this
method, unrelated texts are able to run con-
currently or even butt up against each other
without confusing the reader.

___ Transparency and shadow resulting from
overlaid tints and changes in the density of
the typography increase the sense of depth
and movement. No two intervals between
alignments are the same, so the page
structure is one of continuous movement,

a metaphor for the British design scene’s
constant innovation.
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Why Not Associates
London, England | UK

Exhibition catalogue for
the British government’s
Department of Trade and
Industry
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Narrative Allusion / Spontaneous
Composition / Vernacularism
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DESIGN EXHIBIT COMPARISONS

Niessen & deVries
Amsterdam | Netherlands

Issue of curated arts
magazine, 1:7:1

This magazine is an arts review, devoting
each issue entirely to discussion of one art-
ist, designer, or other creative individual.
This particular issue focuses on the radical
Dutch graphic design group Metahaven,
known for their use of visual detritus, naive
drop-shadow effects, garish colors, and for
posing such questions as “Could the left-
overs of graphic design be turned into jokes?
Might—through this re-allegiance—design
rediscover actual societal impact?”

___ The designers of this issue (somewhat
radical themselves) drew upon their subject’s
sources of inspiration— vernacular tropes
such as stickers, lottery cards, product-
promotion starburst violaters, playing cards—
in which to carry the dialogue of an interview
they conducted with Metahaven about their
decision-making processes.

___ The selection of particular shapes for
particular quotes is random and mostly
formal, but they are organized so that each
one, which contains a sequential part of the
interview, overlaps the subsequent one in the
correct order. This strategy keeps the inter-
vew'’s flow clear, but also results in a crazy
quilt of interlocking shapes.

___ Inreference to Metahaven’s penchant
for gradients, the magazine’s designers

:“il!;l;.lir-aie i

employed split-fountain printing, in which g 1St eIl
% f f : - Sogzials
each plate’s ink fountain contains two or A ! B (Lind

more ink colors that mix together. Each
speaker was assigned a particular printing
plate; because the split fountain spans sev-
eral signatures, the color identities of

the speakers change, but one can see who
is contributing to particular segments of the
conversation at different times nonetheless.
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Chance Operation /
Programmatic

This book of seemingly random three-di-
mensional spaces, texts, and images is built
on a master grid that helps contribute to its
intuitive organic quality. This project was
completed for an exhibit entitled “Univer-
sal/Unique.” The exhibit’s focus was on the
relationship between structure and freedom
in design, and participating exhibitors were
asked to submit work using predetermined
kernel elements: a grid, the word “word,” and
the image of an eye.

____ The designer set up a modular grid within
a square format using the horizontal, vertical,
and isometric (45°) axes, and then system-
atized how each of the kernel elements, plus
excerpts from essays and photographs of
the actual design process, would interact
with the grid. The square formats together
form the layout of a book on a press sheet,
and cutting the sheet into book signatures
enforces, and yet also denies, properties of
the grid. The master “eye” grid, for example,
shows its triangular dissection, based on the
master grid, which destroys its recognizabili-
ty but directs the segments’ placement from
page to page. The excerpted texts, which on
one side of the sheet all refer to the idea of
universality, come into juxtaposition with
the opposing concept, uniqueness, when the
pages are cut and folded together.

___ The grid forces the deconstruction
because its structure is created before as-
sessing the material it governs: The material
ends up doing whatever it will as it is made
to conform to its predetermined criteria.

The result is a collage of texture, shadow,
light, and type that, upon closer inspection,
reveals its hidden order.
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Thomas Ockerse
Providence, Rl | USA

Book created as a commis-
sioned exhibition work
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Timothy Samara 01 03 08 11 15 24 27
New YOI’k, NYl USA 30 32 33

Seasonal advertising for 19
a family-owned pharmacy
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Bazzo Magazine
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Narrative Allusion / Spontaneous
Optical Composition

%

Rt

P

DESIGN EXHIBIT COMPARISONS

Niklaus Troxler Design
Willisau | Switzerland

Poster for an exhibition
of posters at the Willisau
Rathaus in Switzerland

In the deceptively simple poster for an exhibi-
tion of posters on the theme “improvisation,”
the designer uses two spatial levels—one

for the exhibit title, in red, one for the event
information, in black—as a way to add addi-
tional control to a carefully randomized layout
of letterforms.

__ No baselines, alignments, or margins
here: The letters float freely as though
scattered across the poster’s format. Careful
consideration has been given to the precise
placement of the forms, however, so that
although their rhythm is made more random
in feeling, their legibility isn’'t impaired—
despite the overlap of red and black letter-
forms that are close in optical color.
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Spontaneous Optical
Composition / Geometric

Time : 4:.00 PM Place

This invitation for an event celebrating a
renovated university building uses a montage
of the building’s architecture as a main com-
positional influence.

___Intersecting translucent planes overlay
similarly luminous architectural elements in a
shifting temporal space that sometimes
appears to converge on a single vanishing
point but then... doesn’t, leaving the viewer
to ponder the ambiguity.

___The type is subservient to the formal

MAKING AND BREAKING THE GRID

Graduate Schoel of Educalion - 3700 Walnut Street. Philadelphia

DESIGN EXHIBIT COMPARISONS

Paone Design Associates
Philadelphia, PA| USA

Invitation to an event

at the University of Penn-
sylvania Graduate School
of Education

Please R.SVP no later than Nevember 9, 2001 by ratisrning the enclosed reply card

dynamism of the pictorial elements’ angular
construction and their organization on the
page; it takes some cues from the architec-
ture (most notably on the cover) but remains
spare, condensing in a scale progression
from triangular and rectilinear planes (A, N,
E, W, and the word groups they make up) to

a single line that travels succinctly across
the interior.
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Grid Deconstruction /
Splicing / Narrative Allusion

=Stopping Time,” ipvestl

This book documents three related films
about the subject of time, which are simul-
taneously exhibited in a closed environment.
___ Each film is concerned with a different
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Jennifer Bernstein
New York, NY | USA

Film exhibition document,
part of an MFA thesis

This Biley combinas still writtan Langusge and meving
abstract marks created by scratching the smslion

it of sclid black film. The shstract marks are bands
light that 'bast’ an and o, wavaring lines that
onvarge and separats, and shawsrs of scratche.
type s & sarins of words or pairs of wards which
¥similarly drop-out of the black Hilm. Scratches and

Routine, rhythm

:.2 Time has rhythms. Those rhythms shape our lives.

How To Predict The Futurs
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Time stops 24 times a second during a motion picture.

“Past becomes truly specific anly in relation to the immediate present; and time
immediate sense js mesured by our physical reladon to our surroundings - the
of our body, Peaple who can see, the blind Jobn Hull said, "measure tdme by =
movement” ... The blind, having no sense of ihe distance of phytical goals, hec
of events afier, not s, they happen: the world of the mmediate & lost, and the
furure is difficult to judge. Dependence on bodily movements becorme: maonoto
the blind have the feeling thar ume hardly passes.”

5 el i, T S o e P, 177

e

Time stops when light hits the emulsion of photographic film.

BREAKING THE GRID

TIHE BUT OF HiND

Time stops when

In the exhibition, each film begins and ends in
some relation to the other two; in the book,
the running text of the essay, as well as the
frame sequences of the films, begin in the
same relationship: staggered in relationship
to each other and staggered in terms of
duration and interval. Columns of text follow
the frame counts and timing of significant
film events that overlap each other and move
in synchrony.

___ The time increments, film events, and
frame counts are marked as informational
elements, but also form a visual overlay of
staggered black rules to give movement and
rhythm to the sequence across the panels.

203 EXHIBITS

ALIENES Serw, sty rvei: and wodees

cessible knowledge. One Fora of

minal traces of wizual percoptd



OVERVIEW

An interactive interface
built as a dynamic map

of consciousness for a
group called The Collective
Wisdom Initiative
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DESIGN

Design Director—

Thomas Ockerse [Program
Head, Graduate Studies in
Graphic Design, RISD]

Providence, RI| USA

Designers—

Danniel Gaidula, Stephanie Grey,
Soe Lin Post [graduate students
in Graphic Design, RISD]

Digital Programmer— Thinking Partner—
Danniel Gaidula Anne West [Adjunct Faculty,

Design Assistant— Graduate Studies, RISD]

Ho Eun Ahn [graduate student
in Graphic Design, RISD]

BREAKING THE GRID

In concert with—

Sheryl Erickson [Project Director
for the Fetzer Institute Collective
Wisdom Initiative
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Grid Deconstruction / |
Manuscript, Column / Reversal

To begin, a disclaimer: Technically, there is a
grid of sorts in use here. It’s included in this
section because the grid is inconsequential—
the relationship between body and margins
is almost default in proportion, and the two-
page structures (manuscript, two-column)
don’t relate to each other. What is important,
however, is its bold, irreverent deconstruc-
tion of editorial conventions.
___ Textruns top to bottom, as expected,
but also from bottom to top. Sometimes, it’s
even set backward—as though it exists on a
transparent plane of glass, and one is reading
it from behind. The pages appear to be ran-
domly numbered; in actuality, the pages have
been moved from their contiguous sequences
to new locations, carrying their page num-
bers with them.
___ Within the text, the designers exaggerate
notational conventions like in-line citations
and cross-references with underlines and
dark blocks; these callouts do actually
131 5 function as links between parts of text, or
between one essay and another; as well as
between the text of this book and the works
it references. The visual effect is almost
interactive, like early Web navigation links.
___ When images appear, they are purposely
disconnected from the text layout. Most
often, they bleed a full page on a spread, but
on occasion appear as small insets; in either
case, they are rotated 90°. Captions for them
Ll Ferene: Sarse, 19,3, 19 iF  extend from foot margin to head margin,
2l e running in the gutter.
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DESIGN

Biiro Uebele Visuelle
Kommunikation
Stuttgart | Germany

Catalogue and essays
for a fine arts exhibition
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bewegen sich inmitten des Span- 183
nungsfeldes von Ironie und Melancholie im
" dunkel des Fortschritts und der Wieder-
Wq deren Ambivalenz sie letztlich schon
deshalb nicht dberwinden kénnen, weil sie
selber Bilder sind.
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DESIGN

Pettis Design
Clinton, CT | USA
Visual identity materials

for a contemporary dance
company

EXHIBIT COMPARISONS
01 03 04 13 20 21 22
26 27 29 34

02 051 12 21 22 27
35

L1 e e e L AR T A




¥ e Manin
TP ——

Visiting Artists

L b e
e

e 1all th T

to Faneuil da?“ ;

lmw or. iuf o

th sieps a

o *“whﬂnﬁnﬂ" TEPS forally hursting

B
D:.l:‘:--uhu-.—_‘t—-nm.--uuu

densa wi unidBebifiLY [his, no end ta
e bl no ond

R s 12y v ...-.n-.-....

My favarite thisg ta &0 i Buiss
s 18 drive eress the Mass Ave.
bridge at twilight, any time of year.
0t matler, it's such 2 brawtilul scene-
irectinn, that doesn’t matter eiiher.
ﬂ's;fh-h--uh.uuhu
LT sights in the warkl.
11\1

#xkna b Muzeum f Finy

nr lhu-m

¥ ihinl it's Lm. --3;.

i
i
i
i
H

rIlllam

Pt v |p|.vg...m |

Boston ku a}ct of _
cler, h l{ Hll I'Imlr I nl'll\'

rlﬂ.’ aml Ihru = -ldl—i
Calunial 51l 10 past radnrism, i i yau b
in Harvard Square. ssd
!‘nnn wreh. the Jahs Hancooh Tawer.

uﬂl-gs “.hnnm“’lma rich
hu,-"-dmu 'I’." m-hu.

uy jao By e

DESIGN

Stoltze Design
Boston, MA | USA

Course catalogue for
MCA [Massachusetts
College of Art]
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Stoltze Design 06 07 14 16 21 34
Boston, MA | USA 02 05 08 12 20 21

Course catalogue for 22 35
UMASS Dartmouth

College of Visual and

Performing Arts
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Grid Deconstruction / Deformation /
Narrative Allusion

In 1957,
when this atide was

: : an exam,
chance by in his vork rather H‘:@ examp ;. Pro-gramme.
than in Pollock'. Nor could | "TOgTam, Progr,
o Farssethe reachalio ertain e e “OMprises c:rTaT: iand s usyg)
. ents ang
four pj

of the distinction between
choice and chamce which was
e exceiar i ey e ek
Wi ar aight yuars Tarthor on
the spiral, and 1 prefer work to
re-work. “Chance Imagery” Is
presented in the form in which &
was originally written,

18

November, 1965

with the proponents of that “sacred dis-
order’” which was later to become the key to
his owm original styls, “To them Pollock owed his
i bl o radicsl new serse of freedom, and he
" spolee more than once of his debt to
1% their unpremeditated and sutomatic.
methods. By elevating the appeal
"“to chance and accident into a intit
| first principle of creation, the ;’;";:529 s
: Surrealivts had ciraumvented the they are physically
! mﬂ‘?:“'r:m:” at "ﬁ' through an interaction of
nd method and material, and they have
S AR AR LT LN 5 their effect in an interaction between paint-
[y Btiiage - of . St et ytey; ¥ ing and observer. As far as the observer Is
for sxesmple, “Ouardlens of | a4 cemed, Pollock has demonstrated that
humans to appreciate complex chance images is almaost unlim-
ited. Here | would like to introduce the general term “chance
imagery” to apply to our formation of images resulting from
chance, wherever these occur in nature. (The word
Yimagery” is intentionally ambiguous enough, | think, to
e bar apply either to the physical act of creating an image out
a; of real materials, or to the formation of an image in the
mind, say by abstraction from a more complex system.)
One reason for doing this is to place the painter's,
musician's, poet's, dancer's chance images in the
same conceptual category as nat-
ural chance images (the _ -
configuration of meadow -
grasses, the arrange-
ment of stones on af: =
brook bottom), and to -
get away from the - :
idea that an artist : ©
makes some thing © .
very “special” and I °
beyond the world
of ordinary things..
An Alpine peak or -
an iris petal ean ; : - -
move us at times :
with all the sub-
the power of a™ = = ¢ .
“Night Watch” or £
one of the profound themes H
of Opus 131, There is no a priori rea
8 son why moving images should
originate only with artists.

tions of one of a group of techmiques
fox releasing the unconscious (as the '
Dada experiments seemed), than
they do of a single, integrated wse of
chance as a means of unlocking
the deepest possible grasp of
mature in its broadest sanse. '’
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DESIGN

Andrea Vazquez
Thomas Ockerse, Instructor
Providence, Rl | USA

Editorial system for design
journal Cut and Paste;
student project
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Grid Deconstruction / Splicing /
Spontaneous Divisions

DESIGN EXHIBIT COMPARISONS

Ideas on Purpose
New York, NY | USA

Promotional brochure for
a commercial printer

Four galleries of photographic reproduction
form the primary focus of this printer’s show-
piece. Each gallery section is devoted to the
work of a single photographer and designed
around a given theme. Structurally, alignment
is minimal, and any alignment that exists is
violated in every other spread. Each gallery
section relies on its own logic to determine
whether the alignments are articulated, but
most often the operating logic is optical.

___ Ondivider pages, complementary texts
alternate between contrasting treatments
based on the designer’s sensitivity to the
qualities of the type in the format. The actual
positioning of texts changes, but the same
logic applies to each occurrence. Central-
ized insets play off full-spread bleeds. The
structure of individual pages is wrapped up

in contrasts of sequencing, scale and color
change, cropping and bleed, and surface
treatment (matte and reflective).
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Frost*collective 01 03 04 13 15 17 20
Sydney | Australia 24 26 30

Poster promoting the 21 22 27
London International
Festival of Theatre
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Dynamic List Sequence /
Column Deconstruction
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buro projekte wettbewerbe aktuell
auszenchnung stiftung stadtbild @
— wettbewerb lmmenstaad e
EE Wil suchen prelsver
leihung hduser des jahres 2016 &
wettbewerb kirchheim BV
auszeichnung hauser des jahres
2016 & == wettbewerb wohnen bi
berach =& =52 dam preis 2015 16 &
R baechlemeld zueht U BB s
bad saulgau B &= bda buch

architektur in baden wurttemberg
ONAER 8 s Mame Aaritenhae arahi

bachlemeid

buro projekte wettbewerbe aktuell
alexander heitz lago | === haus
k S =Tl > alexander hei
tz k12 EZ5T2 - haus miller Eii@Ea
SEnldEE > haus reichel e s X
™- zum esel #@.@-» haus josefine
kramer EEFY P+ herren zwi

cker ZZE 1= =ll-> alexander heitz la
go || BEfF s » bodan mm-&-»

seeside ZEmmzwrall-> hanro E3-
Laas» haus ulmer Ml s I »
haus heitz [ EEIE=472 > sporthaus

wiivmn s o FE «. ornhviasnrsanhar lhaf

bachlemeid
buro
projekte
wettbewerbe
aktuell
vorsitzende
bda boden
SeQ HiFH .
auszeichn
ung stiftung
stadtblld )
bewerb im
menstaad =
wlr
suchen &
preisverleih
ung hauser
des jahres
2016 &t
wettbewerb
kirchheim ==
N i gUS
zeichnung
hauser des
jahres 2016
&= wett
bewerb woh

mearm lhilharasais




DESIGN EXHIBIT COMPARISONS

Biiro Uebele Visuelle
Kommunikation
Stuttgart | Germany

Website for architectural
and urban planning firm
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2015 fertigstellung
2016 100 deutsche hauser

das bestehande wohngebdude aus dem baujahr 1976 wurde erhalten und mit einer
fragilen, drund f isch wirkenden Olle aus
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In contrast to most architects’ websites—
which typically involve ordered grids—this
one presents navigation and content as an
undifferentiated list that flows from top of
page to bottom. The list is set in a custom
typeface—based on a redrawing of a clean
sans serif font by hand. The continuity of the
list is interrupted by stark yellow highlights,
notations of awards for projects or their
appearance in publication, and images of the
projects themselves. The images act as links
to individual pages that describe the projects
in-depth. On the landing page, all the images
associated with a project appear, in order of
their arrangement on the project page.

___ The project pages follow a different log-
ic, but one similar to the undifferentiated list
of the landing page: The pages scroll horizon-
tally, and present text and images as a con-
tiguous sequence, without concern for how
they relate to the browser’s edges. In a small
format, for instance, as on a smartphone,
the text initially appears to bleed off the right
edge of the screen. Project images are all the
same height, but cropped in random widths.
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Narrative Allusion /
Physical Deformation

Text in this annual report for a real estate
developer is completely subordinate to
imagery... and the imagery is subordinate to
a dimensional cutout that encompasses the
depth of the book, affecting all pages before
those of the financial section.

___ The cutout creates a stairway, a met-
aphor for growth and empowerment that
forms the report’s governing theme, and
that is expressed in numerous ways through
a variety of illustrations. Doggedly pursu-
ing a single idea throughout a publication
can be daunting—continually refreshing it
both visually and verbally so that it’s always
relevant to the discussion requires a strong
commitment—never mind having to confront
an unavoidable compaositional dilemma on
every page: the cutout. It limits the area that
can accept printing, and it imposes a specific
formal condition that must be integrated.
___ The designers meet this challenge
admirably, incorporating the visible area
encompassed by the cutout as a dark- or
light-value plane into the illustrations. Often,
the illustrative material uses the cutout very
directly; sometimes it ignores it; but even
when it does, the designers ensure it does
so with careful respect for alignments. By
altering the scale, value, color distribution,
and shaping of each illustration from spread
to spread, the designers also ensure the
experience is anything but monotonous.

___ The typography, as noted, is secondary
to all else—set in an elegant serif, printed in
a deep gray ink, and distributed among two
columns to get out of the imagery’s way.
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Bruketa & Zini¢c OM
Zagreb | Croatia

Annual report for Adris
commercial property
developers
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Grid Deconstruction /
Column / Narrative Allusion

The Collequium

il take place on November 3 and 4 in Betts Auditerium,

rchitecture Bullding, Princeton University.

Martin Br.

Denis E, Cosgrove
Edward Eigen

Peter Galison

Cathoring INEraham mm oo

Timothy Lenoir

Martin

Antoine Picen

AleSSANErE PONTE m—

Felloity Soott

Barbara Maria

DESIGN EXHIBIT COMPARISONS

Bates Hori
New York, NY | USA

Lecture poster for the
Princeton University
School of Architecture

The deconstructive strategies at play in this
poster are subtle, to the point that the grid
remains visible—or does it? It’s not that the
grid’s components are separated or moved,
but hidden to subvert its authority and, even,
to question whether it exists. The process of
doing so speaks to relevant discussions to
be addressed in the colloquium this poster
announces.

___ There are seven columns. The odd number
sets up an apparent symmetry that the de-
signer uses to impart a sense of classicism;
but then, he diverts attention with asymmet-
rical configurations so bold the eye loses the
center. The symmetry is foiled again, by the
distribution of text across four of the col-
umns, leaving two open at left and only one
at right, and through the stepped weights of
vertical lines that prevent the appreciation
of the columns’ regularity.

___ The grid shows itself in the house or box
that invades the central photograph. Its walls
are built from the grid’s column gutters...
But there are no column gutters. The text
elements below the image adhere to the
columns’ left edges, but bleed beyond their
widths to create uncertain relationships in
structure. A formless scatter plot at left
coalesces into a delicate, ghostly block of
text at right, straddling the non-existent
column-gutter, and printed at a frustrating
level of transparency.

___ The purpose of all these sleights of hand
may be revealed by the surreal image: It
harks back to so-called “fairy photography”
of the late 19th century and suggests the
stuffy and, sometimes, misguided scientific
societies of the same period. The poster
positions the field of architecture, and issues
about technology and convention to be
addressed, in the context of Victorian discus-
sions similarly concerned with the natural
and the metaphysical.
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Kiyoko Shiromasa 03 04 06 13 14 17 20
Timothy Samara, Instructor
New York, NY | USA :i ;: o

Poster series for a dance
series at the Museum of
Modern Art; student work

Dctaber 18
~Wovember 3

November 1-3

Flip Book revisits David Vaughan's
1997 book Fifty Years, which charts Merce
Cunningham’s choreography over half o
cantury. In the past, Charmatz invited
different groups of
ex-members of Cunningham's
o

mpany lo amoteur pracfifioners—
to learn and perform Vaughan's
images as a sped-up version
of Cunningham’s language,
exploring contemparary

e o
e .,39 ¢
0‘) &
-

MoMA

October 18
-November 3




DESIGN EXHIBIT COMPARISONS

Level Design Group
New York, NY | USA

Website promoting the
release of a picture book

Spontaneous Composition /
Narrative Allusion

The layout of this website is based primarily
on the visual relationships between illustra-
tive elements within the frame. Their style
refers to the aesthetics of a particular time
and place, relevant to the story told in the
novel that the site promotes. Visitors to the
site will be delighted by the use of parallax,
in which elements move at different rates of
speed when the page is scrolled; this creates
animated transition between the landing
image and those that come into view lower
down on the page.

(77745
7 .

' .
TN
to buy the book hreeh etk
%k L For crders under 10 bucks, esntact: 2 "’
o\ - ¢
vl thrcugh Randem House by phere
Eitherwive, ”
s L8523 9292 (Canadta) -
3 oo LAL0BABII00 International]
M Bames & Noble
By fax
bl 1800,689.2436 %)
about 1AH8. 5629924 (Canada)
125TLAO4S Imernational
By malt
Cantommar Survice

Westminster, MO T1157 USA
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DESIGN

Thomas Ockerse
Providence, RI| USA

Commissioned calendar
page for Ahn Graphics, Ltd.
in Seoul, Korea
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Narrative Allusion / Deconstruction /
Spontaneous Composition

Background

224



The premise for the design of this history
book about World War lI—in which a bullet hole
explodes through the book block from begin-
ning to end—came about through a chance
operation that resulted in a line of text
appearing to have been shot through (see the
detail images immediately to the right). Upon
seeing this effect, the designer decided to
evolve the visual effect into a physical one.
___ The book is divided into major chrono-
logical sections. Despite stark divisions in
overall use of black or white, and changes in
the complexity of the typography (it becomes
more disjointed and textural when it describes
military action or humanitarian atrocity), the
bullet hole’s constant, expected expansion
creates a sense of continuity and also a kind
of inevitability—outcomes of the War, if ever
uncertain, are grimly reinforced.

___ Some recognizable structure remains as
the type moves around and responds to both
content and the physical hole, but in many
situations the structure is obscured by over-
laps of text and interference by “shrapnel.”
___ Afilmic use of framing, cropping, and
scaling period photographs adds a lyrical,
kinetic depth to the book’s pacing—as the
images reduce to insets, the viewer gains
“distance” to analyze; as the images expand
to bleed, the viewer is immersed in the
experience, sometimes at an uncomfortable
level of intimacy that underscores the lasting
emotional destruction that war creates,
beyond the physical and economic.

WORLD WAR 1o

BOOKSTUDIO

DESIGN

Hayoung Shin

EXHIBIT COMPARISONS

Timothy Samara, Instructor
New York, NY | USA

Book about the history
of World War Il; student

work

eO WAR W

2

O

19259

\\Qd War

MAKING AND BREAKING THE GRID 225 EXHIBITS



Spontaneous Composition /
Image as Source

e c—

chlen trotz groliem Detailreichtum meist jegliche Attrib

lie eine Verortung in der Aulienwelt der Gegenwarl odes

weh einer anderen Epoche (wie elwa bei Neo Rauch) g

machen wiirden, Ebenso fehlen Signen, Embleme llt‘ :

(Codes als Zitate oder Verweise aul einen gegen

(sub-)kulturellen Diskurs, wie etwa Motive aus der
lllif“'i_lt'lll.‘ in letzter éelt z.zlhh’(‘lch&Kilnsl i)

lllll} Im \nﬂlulg_“luud \,11.41 eine Frs
|. Figur wie Sessel sind mit weniger

aufgetragen, dass jener an vielen Steller

den Gr unrll:m dm' m::hanﬁauible 3

-\.o g‘c‘wl/l du;« sie Gesicht und Ilandon
~hr~n dabei aber hr‘-\omlm 5 den llIllL‘ el

unten gerichtetesigebogenes Sehwert, die andere einen Stogk
an dessen Ende eine runde Einfassung einen milchig helle
[reis beherbergt, den man [ir einen Spiegel halten kong
Der Hals ist iberdeekt von einer dunklen, zeichnerisch
lurchgearbeiteten Masse, die sich zu beiden Seiten iiber die
Schullern aushreitet, dass es sowohl ein wehender Scha
fuuch Fliigel sein konnten. Hinter der Figur in der oberer
Bildhilfte befindet sich eine waagerechte dunkelgriine bis
"liche mit kreisformigen Einlassungen und einigen davor
sehwebenden, lot- und waagerechten Pinselstrichen in |
‘arbwerten. Diese Flache bildet eine Art Mauer, hinter de
im oberen Bildteil eine semiabstrakie Landschaft auftut o
Bergen, Biaumen und Fliissen, Der bergige Horizont beriihrt
en oberen Bildrand, der »Himmel ist von einem d.hlll[l.‘h(‘!
labei dichteren Grau wie der untere Hintergrund der Figyp
hicr wie dorl gibt es sparsame grafische Elemente, die in
chw ehu stand zwischen lul(l\trukturiemndl_m Pinselstyl

DESIGN EXHIBIT COMPARISONS

Biiro Uebele Visuelle
Kommunikation
Stuttgart | Germany

Catalogue for exhibition
of artist Johannes Lotz

The design of this exhibition catalogue defies
convention such that it's almost not a layout
concept: Images of the artist’s work occupy
the pages full-bleed, and the text—essays
and image captions—run across them. Cap-
tions are either reversed from dark areas or
print as dark on light areas (a straighforward
enough strategy)—but running text appears
in a colored highlight effect, as though it has
been selected with a cursor on screen—which
alters the hue relationships of the underlying
artwork to esnure the text is legible. The ap-
parent simplicity of the execution belies the
almost obsessive attention to the selection,
ordering, cropping, color transitions, and
color reversal logic of the images required to
achieve a credible result that seems—at a
glance—not really designed.

net gelblich griinen Fliche in der unteren rechten Bildeeke
e zwischen blofer Fliche, Architckturandeutung oder
ueh Wappenschild oszilliert. Die Malerei wirkl dabei ghe
richt linear, kein durchgfingiger Rhythmus von Pinsel ;
ewegunge hzicht das Bild, sondern es herrsehen geber
Jocker ‘ﬁigl Souveran gesetzien Stellen im Bild®
wich s etwas unbeholfen, gesucht oder naiy="
virken (elwa?m Bereich des Gesiehis). Die Proportionenss
ler Fi mveisen sich bednaheremHinsehautn als unreg
i nisse von Ober- und Untersehenkel &
ightsform eic. Doch zieht sich ei
eit nicht als dominierendes#S
wva bei Henri Rousseau, Vielmehrs
; erische Auffassungen
ausformulierted gedeutete Stellen im Bild nebenein
auf das isgligrte, dargestellte Objekt bezogen eher
hunfertig, unbehollen oder wie ein Ausrutscher wirkl, epweis
sich im ahstrakt betrachleten Kompositionsgefiige des
Bildes gerade als sehr exakle, Spannung vetleihende Setzypo
Soleherlei Uberlagerungen, Gleichzeitigkeiten und Durch
Iringungen von scheinbar sich gegenseitig widerspreche
Jlementen bilden in der Arbeit von Johannes Lotz einend
ntseheidenden Grundzug sowohl auf der formalen wie
uf der inhaltlichen Ebene. Die Figur scheint prasent un
bwesend zugleich. Der malerische Vortrag igt sowohl sehr
refkt als anch zuriickgenommen. Die Afmosphére des Bil
3l sm\’plll feierlich als auch Lros :
ir schwanki zwischen bem
@;\:\lé’haﬂm Konzentration
i Johannes Lotz bewegt sich das Spekirum an Ausdeud
il nu:;_ﬂlyhm Bedeutung in einem grundsiitzlich dunkel

pund zw iefichtig gefiirbten Bereich. Es isi eine Schattenwelt

in Reich von Freaks, von verletzien, mutierten Wesen, vog
kelung, Selbstverletzung und endzeitlicher Aurs
lnhnnn(\-. Lotz sieht den \Ilhng dieser Bildwelten weit zurich
seiner Kindheit liegen, als er im Grundschulaller in jeder
n Minute die Super huhleu aus den Marvel-C unum Lol
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\erbal Deconstruction / Narrative

Allusion / Image as Source
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Landesberg Design Assocs.
Pittsburgh, PA| USA

Annual report for Alcoa
Foundation, a philanthropic
organization

Although this elegant annual report uses a
conventional column grid for its financial
disclosures and management information, its
front matter has almost no structure at all.
___ Asingle hangline that orients the running
text is the only alignment present; the flush-
left alignment at the left margin of the pages
is so close to the edge of the format that the
text almost appears to flow in from outside
the book. This single horizontal flowline
establishes a clear headspace at the top of
the page into which some illustrative material
is placed, but the organization of the pages is
dependent on the rhythm of the running text.
Occasional callouts of key words or phrases
and a diagram of the sun traveling in the sky
at particular times link the text conceptually
to a sense of place and time on Earth.

___ The horizontal line establishes a sense
of horizon, which is perhaps seen from the
ocean—a design element referenced in the
linear wave of text across the pages. On the
image spreads that alternate with the text
spreads, a simple visual relationship between
the arc of the sun and a full-bleed image
grounds the reader.
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Meeus Ontwerpt 10 21 23
Amsterdam | Netherlands 021 21 22

Website for an artist
working in multiple media

Peives Sotiderifen

Marisna Epincy
Heimah * Homees
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Warren Lehrer 01 04 0810 11 12 15
Sunnyside, NYl USA 20 24 28

Design of a book featuring 15
poems by Dennis Bernstein
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Grid Deconstruction /
Modular / Splicing

VASSAR | SOURCES | SCIENCE

Exploring

DESIGN EXHIBIT COMPARISONS

Poulin+Morris
New York, NY | USA

Permanent exhibition for
Vassar College Integrated
Sciences Commons

This dynamically arranged exhibition incor-
porates many independent elements that

sit dimensionally on the surface of the wall
where it is installed, including extruded
titling, panels that appear to float in front of
each other, and display cases embedded into
the wall itself.

___ Most of the panels that contain infor-
mation—all of different sizes, and presenting
information of differing levels of complexi-
ty—are internally organized using grids. These
grids tend to be panel-specific, however,
some are, in fact, modular, while others are
hierarchic. Of all things, the caption widths
are the only consistent increment throughout.
Still, the individual panels exhibit decisive
alignments within...

___ That are extrapolated, played off of, and
deviated from in terms of the panels’ arrange-
ment. They often overlap without their edges
establishing any alignment whatsoever,

and the positions of alignments within one
panel rarely meet up with those of another.
Sometimes such alignments occur between
the edge of a panel and some graphical form
in the panel it overlaps; or between the top
of a panel and the meanline of the lowercase
letters in an adjacent titling element.

___ The interplay of alignments and spatial
proportions at this intimate level is extroar-
dinarily complex and detailed; it counters the
deft, almost effortless quality of the overall
arrangement. A similar logic of counter-
point, that of structure against lack thereof,
pervades the wall layout at every level—some
elements adhering to grids and others freely
ignoring them.
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MARGARET FLOY WASHBURN
\IS71=338 iy Clans i) 1881|

“The results of experimantal work
bring more satisfaction
than the develapment of theories.

VASSAR | SOURCES | SCIENCE

Observing

New Ways ol Sasing
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Directory of Contributors

Atlas

19, 57, 63,118

Can Danus, 3

07001 Palma de Mallorca
Balearic Islands, Spain
www.designbyatlas.com

BatesHori [Allen Horil
132,220

1200 Broadway, #2C

New York, NY 10001 / USA
www.bateshori.com

Jessica Berardi

163

Carnegie Mellon University
Pittsburgh, PA 15213 / USA
www.carnegiemellon.edu

Jennifer Bernstein
202-203

57 West 28th St. 3rd Floor
New York, NY 10001
www.levelnyc.com

Dan Boyarski

152

Carnegie Mellon University
Pittsburgh, PA 15213 / USA
dan.boyarski@
carnegiemellon.edu

Bruketa & Zini¢ OM
218-219

Zavrtnica 17

10 000 Zagreb, Croatia
www.bruketa-zinic.com

Biiro Uebele

Visuelle Kommunikation
84, 94,170,180, 206-207,
216-217, 226
Heusteigstrasse 94a
70180 Stuttgart, Germany
www.uebele.com

C. Harvey Graphic Design
67

415 West 23rd Street, 4A
New York, NY 10011 / USA
www.charvey.com

Cahan & Associates
29,66

171 Second Street, 5th floor
San Francisco, CA 94105
www.cahanassociates.com

Jennifer Saunders Carlini
148

Carnegie Mellon University
Pittsburgh, PA 15213 / USA

www.carnegiemellon.edu

David Carson

133,150,154

414 Broadway

New York, NY 10013 / USA
www.davidcarsondesign.com

Jenny Chan

136

55 Jackson Road
Hamden, CT 06517 / USA

Chermayeff, Geismar & Haviv

72, 82,140

formerly Chermayeff & Geismar
15 East 26th Street, 12th Floor

New York, NY 10010 / USA
www.cgnyc.com

Luiza Dale

178-179

435 E 9th Street, Apt. 3F
New York NY 10009 / USA
www.luizadale.com

Sheila deBretteville

68

Yale University School of Art
New Haven, CT 08511 / USA
www.yale.edu

Enterprise IG

19

570 Lexington Avenue
New York, NY 10022 / USA
www.enterpriseig.com

Frost®collective

27,67, 83,215

formerly Frost Design

16 Eveleigh Street

Redfern NSW 2016

Sydney, Australia
www.frostcollective.com.au

Frankfurt Balkind Partners
68

244 East 58th Street

New York, NY 10022 / USA
www.frankfurtbalkind.com

Lynn Fylak

25,159

330 East 85th Street, No.3C
New York, NY 10024 / USA
www.Ifylak@christies.com

Steff Geissbiihler
129,154

Hilton Head Island, SC / USA
www.geissbuhler.com

April Greiman
131,132,169, 183, 185

620 Moulton Avenue, Suite 211

Los Angeles, CA 90031/ USA
www.aprilgreiman.com

Gretel

60, 96-97,108-109

3 West 18th Street

New York, NY 10011 / USA
www.gretelny.com

Le Van Ho

161

University of the Arts

333 South Broad Street
Philadelphia, PA 19123 / USA
www.uarts.edu

Kristin Hughes

[with Ink Design]

156

Carnegie Mellon University
Pittsburgh, PA 156213 / USA
www.carnegiemellon.edu

Ideas On Purpose
26, 33, 65,110-111, 214

307 Seventh Avenue, Suite 701

New York, NY 10001 / USA
www.ideasonpurpose.com

In[Corporate GmbH
25,45

Postfach 10 34 06
28034 Bremen
Germany
www.incorporate.de

Insect

135

1-5 Clerkenwell Road
London EC1M 5PA
England
www.insect.co.uk

Simon Johnston
19,134,190

formerly Praxis, 8vo

254 Tranquillo Road

Pacific Palisades, CA 90272
prxs_dsgn@aol.com

Yoojung Kang

63, 66, 98-99

65 Ainslie Street, Apt. 409
Brooklyn, NY 11211 / USA
bambikang@gmail.com

Joel Katz Design Assocs.
92

1616 Walnut Street, Suite 1919

Philadelphia, PA 19103 / USA
www.joelkatzdesign.com

Soo Yoon Kim

159

University of the Arts

333 South Broad Street
Philadelphia, PA 19123 / USA
www.uarts.edu

Eri Kuwada
157,163,174
14-254, Fubuki-cho
Okazaki-shi

Aichi 444-0817 Japan
www.kuwadaeri.com
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Landesberg Design

227

1219 Bingham Street
Pittsburgh, PA 15203 / USA
www.landesbergdesign.com

Warren Lehrer
132,141,166, 230

P.0. Box 4338

Sunnyside, NY 11104 / USA
www.earsay.org

Level Design Group

31, 38,61,69,71,73,
122123, 222

57 West 28th St. 3rd Floor
New York, NY 10001
www.levelnyc.com

Maksimovic & Partners
171,172

JohannisstraBe 5

66111 Saarbriicken
Germany
www.maksimovic.de

Mayer & Myers Design
137,173

619 South Tenth Street
Philadelphia, PA 19147 / USA
www.mayerandmyers.com

Robert McConnell
65,120

5 Strong Place

Brooklyn, NY 11231 / USA
www.rmcconnell.com

McCoy & McCoy /
Katherine McCoy
18,131,140,191
Buena Vista, CO / USA
United States
mccoykj@id.iit.edu

Meeus Ontwerpt
113,135, 228-229
Plantage Kerklaan 35
1018 CV Amsterdam
Netherlands
www.meeusontwerpt.nl
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MetaDesign AG

70, 81
Bergmannstrasse 102
10961 Berlin

Germany
www.metadesign.com

Meta Design SF

39,121

350 Pacific Avenue, 3rd Floor
San Francisco, CA 94111 / USA
www.metadesign.com

Nakano Design Office
27,14-115

2-16-10 Koyama
Shinagawa-ku, Tokyo
Japan 142-0062
www.nakano-design.com

Niessen & deVries
149,155, 161,194-195
Elf Kamerbeekstraat 1020
1095 MP Amsterdam
Netherlands
www.niessendevries.nl

Niklaus Troxler Design
85,162, 200

P.0. Box

CH 6130 Willisau
Switzerland
www.troxlerart.ch

Thomas Ockerse

61,138, 163,196-197, 223
37 Woodbury Street
Providence, RI 02906 / USA
tockerse@brainiac.com

Paone Design Associates, Ltd.
64, 88,102-103, 149, 201, 231
Saint Patrick’s Schoolhouse
242 South Twentieth Street

3rd Floor

Philadelphia, PA 19103 / USA
www.paonedesign.com

Pentagram UK
64,101

11 Needham Road
London W11 2RP
England
www.pentagram.com

Pettis Design
208-209

formerly Pettistudio LLC
155 Shore Road

Clinton, CT 06413 / USA
www.pettisdesign.com

Laurent Pinabel

199

7078 Rue Chabot, Montreal (QC)
Canada H2E 2K5
www.pinabel.com

Piscatello Design Centre
28,106

330 West 38th Street
New York, NY 10018 / USA
www.piscatello.com

Atelier Poisson
93,176

Place de L'Europe 8
10083 Lausanne
Switzerland

Kari Porter

65, 69

57 East 3rd Street, Apt. 3A
New York, NY 10003 / USA
www.kariporter.com

Poulin + Morris, Inc.
28,79, 89,148, 232-233
46 White Street

New York, NY 10013 / USA
www.poulinmorris.com

RISD Graduate Design Team
204-205

Rhode Island School of Design
Two College Street

Providence, RI 02903-2784 / USA
www.risd.edu

Sagmeister + Walsh

25, 31,116-117,144,

900 Broadway, Suite 203
New York, NY 10003 / USA
www.sagmeisterwalsh.com

Timothy Samara

21, 39, 65, 67, 75,143, 151, 163,
173,177,181,198

117 Dobbin Street, No. 307
Brooklyn, NY 11222 / USA
www.timothysamara.com

Hayoung Shin

182, 224-225

444 Washington Blvd #6243
Jersey City, NJ 07310 / USA
HaHaHayoung89@gmail.com

Kiyoko Shiromasa
73,145,221

400 Convent Avenue, #62
New York NY 10031 / USA
kiyoko.shiromasa@gmail.com

Skolos/Wedell, Inc.
119,143,160, 188-189
125 Green Street
Canton, MA 02021/ USA
www.skolos-wedell.com

Small Design Firm, Inc.
104,105,186

75 Massachusetts Avenue
Suite 1

Cambridge, MA 02139 / USA
www.davidsmall.com

Stoltze Design

175, 210, 211

49 Melcher Street
Boston, MA 02210 / USA
www.stoltze.com

Lisa Strausfeld
[Information Art, Inc.]
90-91

1532 SW Morrison
Portland, OR 97239 / USA
www.informationart.com

Studio Blue

38,68, 80

800 West Huron, #3N
Chicago, IL 60642 / USA
www.studioblue.us

MAKING AND BREAKING THE GRID

Studio di Progettazione Grafica
[Sabina Oberholzer, AGI

& Renato Tagli]

76-77,12

Via Cevio Vecchio 19

6675 Cevio, Switzerland
soberholzer@swissonline.ch

Swim Design [Andrew
Iskowitz, Laurie Swindull,
Jessica Witmer]

30

Silver Spring, MD / USA
aiskowitz@gmail.com

Azusa Takahashi

179

4145 47th Street
Sunnyside, NY 11104 / USA
www.azusatakahashi.com

Tenazas Design
137,167,187

595 South Avenue
Beacon, NY 12508 / USA
www.tenazasdesign.com

Tolleson Design

24,17

220 Jackson Street

Suite No. 310

San Francisco, CA 94111 / USA
www.tolleson.com

Total Design

18

Paalbergweg 42
1105 BV Amsterdam
Netherlands
www.totaldesign.nl

UNA (Amsterdam) Designers
86-87,100

Mauritskade 55

1092 AD Amsterdam
Netherlands
www.unadesigners.nl

Andrea Vazquez

212-213

Rhode Island School of Design
Two College Street
Providence, RI 02903 / USA
www.risd.edu
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Vignelli Associates
18,70, 95

130 East 67th Street
New York, NY 10018 / USA
www.vignelli.com

Wolfgang Weingart
129,130

Hochschule fir Gestaltung
und Kunst
\logelsangstrasse 15

CH 4058 Basel
Switzerland

Why Not Associates
29,133,192-193

22C Shepherdess Walk
London N17LB

England
www.whynotassociates.com

Willi Kunz Studio

29, 64,107,158

formerly Willi Kunz Assocs., Inc.
320 Central Park West

New York, NY 10025
www.willikunz.com

Kristie Williams

138-139

University of the Arts
Graphic Design Program
333 South Broad Street
Philadelphia, PA 19103 / USA
www.uarts.edu
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Index by Subject

A_

A4 format, 93

active/restful contrasting
relationship, 153

adjacent/overlapping
contrasting relationship, 153

Adris commercial property
developers, 218-219

AEG (german electrical
works), 14

Ahn Graphics, Ltd., 223
Ahn, Ho Eun, 205
Aicher, 0tl,18

Alcoa Foundation, 227

Aldrich Contemporary
Art Museum, 116-117

Allemann, Hans U.,131

Allgemeine Gewerbeschule
(School of Design), 17-18

alternative architectures,
134-149

alternative cropping, 171

American Institute of Graphic
Arts (AIGA), 79,185

Anchor Linoleum Company, 14
Anspach-Grossman Portugal, 19
Apple Computer, 132
Appolinaire, Guillaume, 127

Arp, Jean, 126

Art Nouveau, 13,126,129

Arts and Crafts movement,
1213

asymmetrical/symmetrical
relationship, 153

asymmetric composition,
15-16, 60

asymmetry, 15, 16, 60, 65,143
Atelier Poisson, 93,176

Atlas, 19, 57, 63,118

axis deconstruction, 221

B_

Ball, Hugo, 126

Ballmer, Theo, 16,17

bar graphs, 172

Barnbrook, Jonathan, 133
Barthes, Roland, 132

Basel designers, 17,128,129-131
baseline alignment, 49

baseline grid, correlating
row structure with, 51

BatesHori (Allen Hori), 132, 220
Bauhaus, the, 15, 16, 28,127
Bayer, Herbert, 15,16

Bazzo Magazine, 199

Beach Culture (magazine), 133

Beat the Whites with
the Red Wedge (poster), 15

Beaux-Arts tradition, 12
Behrens, Peter, 13-14,16
Berardi, Jessica, 163
Bernbach, Bill, 129
Bernstein, Dan, 166
Bernstein, Dennis, 230
Bernstein, Jennifer, 202-203
Biesele, Igildo, 128

bilateral symmetry, 142

Bill, Max, 16, 17,18

binary grid, 84

Blaue Reiter painters, 15,127

block (manuscript) grid, 14,
24-25
deconstruction, 191, 206

block manuscript, 13,14
body (page), 22

book format page structure,
22-23

Books of Hope website, 121
Bos, Ben, 18

Boyarski, Dan, 152
branching structure, 147
Bruketa & Zinic OM, 218-219
bullets, 37

Burne-Jones, Edward, 12

Biiro Uebele Visuelle Kommuni-
kation, 84, 94,170,180,
206-207, 216-217, 226-227

C_

Cabaret Voltaire, 126

calendars/calendar grid, 137,
158,173, 223

Canongate Books, Ltd.,101
Carnegie Mellon, 131
Carson, David, 133,150, 154
categorical lists, 172

Celebration of Life and Art
(Behrens), 14

centered-axis structure,
142-145,198, 228-229

chaining/helical structure, 147

chance operations, 164-165,
196-197, 225

Chan, Jenny, 136

Chermayeff, Geismar & Haviv,
72,82,140

Chicago Museum of Science
and Industry, 186

Chronicle Books, 191
Chwast, Seymour, 129
Citibank, 19

clustering structure, 147

CNBC Prime cable channel,
108-109

codex, 22

collage, 94,127,152, 196,
212-213

Collective Wisdom Initiative,
204-205

Columbia University School
of Architecture and Urban
Planning, 107

column deconstruction,
136-139, 192193, 216-217,
220,231

column grids—

dimensional, 105

exhibits, 80, 82-83, 88, 92,
94, 100, 102-103, 105, 1086,
10-111, 114-118

explained, 26-27

with flexible row structure, 118

flowlines in, 38

with hierarchic zones, 102-103

for website, 106

column gutters, 23, 36, 37,
48,50, 220

columns—

determining structure for, 48
image behavior and, 34

in page structure, 23

paragraph breaks of text and, 37
universal proportion and, 52

column structure,
developing, 48

compositional flow, 168
compositional logic, 64-69

compound grids—

column and modular grids,
10-111

explained, 32-33

hierarchic and rotated-
column, 122-123

modular and hierarchic,
90-91, 113, 121

overlap of modular grids, 107

compressed/expanded
contrasting relationship, 153

computer, 132-133. see also
websites

concentric/nested structure,
147,148

constellational structure, 147
Constructivism, 14-15,127

continuous/interrupted con-
trasting relationship, 153

contrast—

with centered-axis structure,

144

hierarchy established
through, 168

with spontaneous compos-
ition, 152, 154

types of contrasting relation-
ships, 153

used with alternative layouts,
168, 169

cookbooks, 69, 73,120,145
Cooper, Muriel, 104

corporate grid, 1819
Cranbrook Academy, 131-132
cropping, 161,171,174
Crouwel, Wim, 18

Cubism, 127

Cubist poets, 127

Cultural Connections
(Temple University Press), 92

curve/angle contrasting
relationship, 153

curvilinear deformations, 139
Cut and Paste (journal), 212-213

D_

Dada, 126-127

Dale, Luiza, 178

deBretteville, Sheila, 132

deconstruction—

axis, 221

coining of term, 132

column, 136-139, 192-193,
206-207, 216-217, 220, 231

by deformation and distortion,
138-139, 191, 208-209,
212-213, 218-219

explained, 134

historical background, 132

of manuscript grid, 191,
206-207

physical, of modular grid, 190

Ruder, Emil and, 128-129

by splitting, splicing, and
shifting, 135, 136-137, 192-193,
202-203, 210-21, 214

spontaneous composition
and, 208-211, 214, 223-224

verbal and editorial, 134,
140-141, 200, 227, 230

default template structures, 56

deformation, grid deconstruc-

tion by, 138-139, 191, 208-209,

212-213, 218-219

depth, quality of, 68

de Saussure, Ferdinand, 127

Designing Programmes

(Gerstner), 18

de Stijl axis, 6

de Stijl movement, 15

detailing/inclusions, 170

Deutsche Werkbund, 14

deVries, Esther, 113. see also
Niessen & deVries

diagonal splice, 221
diagrammatic information, 186

Die Neue Typographie
(Tschichold), 16

Diller Scofidio & Renfrew, 90-91
dimensional column grid, 105
dimensional modular grid, 104

236

DIN (Deutsches Institut fiir
Normung), 16

distortion—
grid deconstruction by, 138-139
as typographic strategy, 170

dot/line contrasting relation-
ship,153

dots, 41,168,173,182
Druckrey, Inge, 131
Duchamp, Marcel, 126

Diisseldorf University of Applied
Sciences, 84

Dutch Royal Foundation of
Graphic Enterprises (KVGO),
86-87

dynamic list sequence, 216-217
Dz Group, 88

E_

East Coast designers, 131-132

editorial deconstruction,
140-141

8vo,19

Elementare Typographie, 16
Emigre, 133

Erickson, Sheryl, 205

“eye path,” 168

F_

Fella, Edward, 131

Fibonacci, Leonardo, 146
financial tables, 172

fire by trial approach, 42, 45
fitness of purpose, 12-13

flat/textural contrasting rela-
tionship, 153

flowlines, 23, 27, 35, 38
fold line, 22

folios, 22, 25, 40, 98
fonts, 46, 48,156
footer, 22

Forest Design, 83

format(s)—

correlating multiple image,
54-55

integrating media and, 76-77

page, 22

physicalities of, 44

proportional relationships
between images and, 53, 54

relation to body to, 65

sequence-based, 74-75

Foucault, Michel, 132
four-column grid, 27
French Fries (Lehrer), 132
Freud, Sigmund, 126



Friedman, Dan, 131
full bleeds, 35
Futurism, 127
Fylak, Lyn, 159

G_

Gaidula, Danniel, 205

Geissbiihler, Steff, 72,129,131,
140,154

geometric/organic contrasting
relationship, 153

German Association of
Craftsmen, 14

German Institute for
Standardization, 16

Gerstner, Karl, 18

Getty Research Institute, 190
Gill, Bob, 129

Glaser, Milton, 129

Glasgow Four, 13

Glasgow School of Art, 13
Gonda, Tomas, 18

The Grammar of Ornament
(Jones), 12

Grand Duke of Hesse, 1314

The Graphic Artist and His
Design Problems (Miiller-Brock-
man), 17

“graph paper” variant of modu-
lar grid, 81, 89,108-109

Greiman, April, 131,132,183, 185
Gretel, 96-97,108-109

grid(s). see also column grids;

compound grids; hierarchic

grids; modular grid—

building, 42-61

inside margins of an individual
page, 23

interaction design without,
178-181

manuscript, 24-25, 191, 206-207

using, 62-76

grid system—

alternatives to. See non-
structural design

basics of, 20

benefits of using, 1

historical background, 6, 12-19

systematic order to a layout
through, 1

Grid Systems in Graphic Design
(Miiller-Brockman), 17

Gropius, Walter, 15,16

grouped/separated contrasting
relationship, 153

gutter, 22,114, 138. see also
column gutters; row gutters

H_

hanging indents, 37

hard/soft contrasting relation-

ship,153

harmonic spacing, 50

Hatch Show Prints, 163

Hausemann, Raoul, 127

Haycock, Laurie, 132

header, 22

hierarchic grids, 16, 30-31,101—

with alternative layouts, 168

with modular grid, 90-91, 113,
121

and rotated-column grid,
122-123

row grid with, 96-97

row-structured, 93

spatial zones and, 39
for website, 121

hierarchic modular rows, 80

The Hobby Horse (periodical), 13
Hoch, Hanna, 127

Hoffman, Armin, 130

Hoffman, Josef, 13

Hoffmann, Armin, 128

Ho, Le Van, 161

Hori, Allen (BatesHori), 132, 220

horizontal bands and spatial
zones, 17, 39

Hughes, Kristin, 156
Hyland, Angus, 101

Ideas on Purpose, 26, 33,
110111, 214

Igarashi, Takenobu, 79
image as source, 226-227
image behavior, 34-35

images and imagery—

alignment of edges of, 34-35

filling an entire page, 35

inset in rectangles, 171

of multiple formats,
correlating, 54-55

overlapping each other, 35

proportional relationships
between formats and, 53, 54

silhouetted, 35

as a source for building a
grid, 52-53

as a source for developing
layout, 156-159, 226-227

text set on top of, 35

vernacular, 132, 162

In Dialogue publication, 122-123
Industrial Revolution, 12
information design, 172

initial caps, 37

Ink Design, 156

Insect, 135
Insel Verlag, 16

inset/bleeding contrasting
relationship, 153

interaction design, 56-59
interline space, 47

International Style, 6,17,18-19,
28,128-129,131-132

Internet, the, 19. see also
websites

intuitive approaches, 128,133,
150-165

irregular shaping, 170

The Isms of Art (Lissitsky), 15
1SO “world size” posters, 77
Itten, Johannes, 15,127-128

J_

Johnston, Simon, 19, 134,190
Jones, Owen, 12

Jugendstijl, 13,128

justified text, 47, 69,191

K_

Kandinsky, Wassily, 15

Kang, Yoojung, 63, 66, 98-99
Kansas City Art Institute, 131
Katz Wheeler, 92

Keaney, Siobahn, 133

Keller, Ernst, 16

Kelmscott Press, 13

Kids Art, Inc., 181

Kim, Soo Yoon, 159

Kim, Young, 154

Kliment Halsband, 106

Kunstgewerbeschule, Ulm,
Germany, 129

Kunstgewerbeschule, Zurich,
Switzerland, 16

Kunz, Willi, 131
Kuwada, Eri, 157,163,174

KVGO (Dutch Royal Foundation of
Graphic Enterprises), 86-87

L_

large/small contrasting rela-
tionship, 153

Laurence King Publishing, 83
Lauweriks, J.L. Mathieu, 14

Learning from Las Vegas
(Venturi/Scott-Brown), 131

Le Hasard (Chance), 126
Lehrer, Warren, 132,140, 166, 230
Level Design Group, 122-123, 222
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light/dark contrasting relation-
ship,153

linear frames, text surrounded
by, 41

lines, spacing within, 46-47

Lissitsky, El (Lazar Markovich),
14-15,16,127

Lohse, Richard Paul, 17

London International Festival
of Theatre, 215

Lotz, Johannes, 226-227
Lufthansa (German airline), 18
Lyceum Organization, 188

M_

Macintosh, Charles Rennie, 13
Mackmurdo, Arthur, 13
MacNair, James, 13

Makela, Laurie Haycock, 132
Makela, P. Scott, 132
Maksimovic & Partners, 172
Mallarmé, Stéphane, 127

manuscript grid, 24-25,191,
206-207

margins, 22, 40—

building a grid and, 49-52
centered-axis structure, 228
column grid, 82

compound grids, 32
manuscript grid, 24
positioning of body and, 65

Marinetti, Filippo, 127
markers, 23

Massachusetts College of Art
(McCA), 210

Mayer & Myers, 137,173
McConnell, Robert, 120

McCoy, Katherine, 9,19, 131,140
McCoy & McCoy, 191

McDonald, Frances, 13
McDonald, Margaret, 13

media, integrating formats and,
76-77

Meeus Ontwerpt, 113,135,
228-229

Merz, 127

MetaDesign, 19, 81,121
Metahaven, 195

metaphorical allusion, 160-161
Method (firm), 19

Milan, Italy, 18-19

MIT Media Lab, 104,105
Modernism, 6,15, 129,132

modular grid, 28-29

with alternating binary
increments, 84

correlating multiple image
formats for, 55

237

modular grid (cont’'d)—

deconstruction, 138-139,
190, 232-233

with deviations, 85

dimensional, 104

exhibits, 79, 81, 84-87, 95,
98-99, 104, 108-109, 110-111,
12, 13, 119, 120

“graph paper” variant, 81, 89,
108-109

hierarchic grid with, 90-91,
13, 121

overlapping, 107

qualities of depth and, 68

row structure and, 49

with scaled deviations, 119

spatial zones in, 39

in 3D format for website, 90-91

modules, 17, 23, 28

image-format relationship
and, 53

spatial zones and, 39

used with column grid, 88

Moholy-Nagy, Laszlo, 15, 16, 127
Mondrian, Piet, 6

Morris and Company, 13

Morris, William, 1213, 14
Moscoso, Victor, 129

Moser, Koloman, 13

Miiller-Brockmann, Josef, 6, 8,
17,18,52,129

Museum of Modern Art, poster
series for dance series at, 221

Myers, Chris, 131

N_

Nakano Design Office, 114-115
Nakata, Robert, 132

narrative allusions, 162-163,
187-189,194-195, 200, 202-203,
212-213, 220, 222, 224-225,
227,230

narrative construct,160-161,
223

navigation (websites), 40
negative spaces, 16, 21,191
nested structure, 147,186
Netherlands, the, 18
networked structure, 147
Neuberg, Hans, 17

Neue Grafik, 17

Niessen & deVries, 149,155, 161,
194-195

Niessen, Richard, 113

Niklaus Troxler Design, 85,
162,200

NKF, 128

non-orthogonal grid decon-
struction, 137-138
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non-structural design, 125

centered-axis structure,
142-145, 198, 228-229

chance operations, 164-165,
196-197

deconstruction.
See deconstruction

hierarchy and navigation for,
168-169

historical survey of, 126-133

imagery used as inspiration for,
156-159, 226-228

info-graphic material and,
172-173

narrative allusions strategy.
See narrative allusions

narrative constructs strategy,
160-161, 223

pacing and sequencing with,
181-183

pictorial strategies, 171, 230

for screen-based interactivity,
178-181
spontaneous compositions.
See spontaneous composition
systematizing the organic for,
174-177
typographic strategies for, 170
using other kinds of geometric
structure, 146-149
verbal/editorial deconstruction,
140-141, 200, 227, 230
vernacularism, 162-163, 194-195

notational elements, 40, 206
numeric progressions, 146

0_

Ockerse, Thomas, 61,138,165,
196-197, 205, 212-213, 223

Octavo (journal), 19

Olbrich, Josef Maria, 13,14
1:1:1(magazine), 194-195
Ontwerpt, Meeus, 228-229

opaque/transparent contrasting
relationship, 153

Op Art pattern, 163
optimal character count, 47

ordered/disordered contrasting
relationship, 153

orthogonal/diagonal contrast-
ing relationship, 153

orthogonal grid deconstruction,
136137

orthogonal logic, 20,112

orthogonal orientation, 6,173,
189

outdents, 37

P_

pacing for non-structural
designs, 182183

pacing logic, 74-75

page format, 22

page layout, 22

page number, 22

page structure, 20-21, 23

Paone Design Associates, 64, 88,
102-103, 149, 201, 231

parallel/divergent contrasting
relationship, 153

part-to-whole relationship, 21
Pentagram UK-Angus Hyland, 101
Pettis Design, 208-209

Pettis, Valerie, 131

Philadelphia College of Art, 131
physical deconstruction, 190
physical deformation, 218-219
pictographs, 172

pictorialization, 160-161, 170,
230

pie charts, 172

Pierce, Charles, 127

Pinabel, Laurent, 199
Piscatello Design Center, 106

planar/volumetric contrasting
relationship, 153

Poltrona Frau, 95
Pop Art, 132,162

Poulin & Morris, 28, 79, 89, 148,
232-233

Pratt Institute, 122123

Princeton University School of
Architecture, 220

programmed chance operations,
165,196-197

PushPin Group, 129

Q_

Quereng, Fritz,18
quotation marks, 37

R_

radial structure, 147

ragged text, 37, 47
randomized layout, 200
random physical action, 164
Rand, Paul,18

Raygun (magazine), 133
readability, 168169

Red House, 1213

regular/irregular contrasting
relationship, 153

Rhode Island School of Design
(RISD), 119

rhythmic pacing, 74-75
Roericht, Nick,18
rolled scrolls, 22

rotated-column grid, hierarchic
grid and, 122123

rotational structure, 147

row grid, with modular and hier-
archic application, 96-97

row gutters, 23, 36, 49, 51, 84

rows—
alignment, 35

basic rules using, 34
compound grids, 32
hierarchic modular, 80
image behavior and, 34

in page structure, 23
universal proportion and, 52

row structure—

column grid with flexible, 118
correlating with baseline grid, 51
developing, 49

row-structured hierarchic
grid, 93

Ruder, Emil, 17-18, 128-129, 130
Rudin, Nelly, 128

runner (page), 22

runners, 40

running foot/footer, 22

running head/header, 22
running side, 22

running text, 26, 36, 48, 92,114,
140, 226, 227

Ruskin, John, 12
Russia, 14

S_

Sagmeister & Walsh, 25, 31,
116-117,144

Samara, Timothy, 21, 39, 61, 65,
67,75, 99,120, 139, 143, 149, 151,
159,162,163, 169, 173,177,181,
198, 221, 225

sans serif typeface, 14,16, 46,
58, 96,109

Santoro, Scott, 132
scatter plots, 172, 220

School of Arts and Crafts,
Diisseldorf, 14

Schwitters, Kurt, 127
Scott-Brown, Denise, 131,132

screens, building a grid for,
56-59. see also websites

Second Industrial Revolution,
132-133

sequence-based format, 74-75

sequencing, 81,168,182-183,
216-217

shifting, grid, 136-137

Shin, Hayoung, 182, 224-225
Shiromasa, Kiyoko, 145, 219
silhouetted images, 35

simple/complex contrasting
relationship, 153

sketches, for planning process
of building a grid, 43

Skolos/Wedell, 119, 143, 160,
188-189

Small, David, 104
Small Design Firm, Inc.,105

smart phones, 56, 58,106, 116,
145,178,181, 217

solid/fragmented contrasting
relationship, 153

spacing, building a grid and,
46-47,50

sparklines, 172

spatial zones, 17, 23, 39, 45,70
spiraling structure, 147

splicing, grid, 136-137,191-193,
192, 202-203, 210-211, 214,
231-233

split-fountain printing, 195
splitting, grid, 136137
spontaneous composition, 133,
150-155
exhibits, 185, 187-189, 194,
198-199, 201, 208-211,
210-211, 214-215, 222-226
spread, 22
Springer Verlag publishers, 81
Staatliches Bauhaus (the Sate
Home for Building), 15
staggering structure, 147
stepping structure, 147
Stoltze Design, 175, 210, 211
Strausfeld, Lisa, 90-91
structural thinking, 6,19, 21,128

structure—

alternative kinds of, 134-149

book format page, 22-23

centered-axis, 142-145, 198,
228-229

imagery as source for
compositional, 156-159

as meaning and metaphor,
60-61

other kinds of geometric,
146-149

The Studio (periodical), 13
Studio Blue, 80

Studio di Progetazzione Grafica,
12

Suprematism, 14

surface activity, quality of,
68-69

Surrealism, 126
Swiss designers, 16-17
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Swiss International Style.
See International Style

Swiss New Wave, 132
Symbolist approach, 127,128

symmetrical/asymmetrical con-
trasting relationship, 56,153

symmetry, 60, 65,142,143,
144. see also centered-axis
structure

T

tables, 82,172
tabular information, 11, 29
Takahashi, Azusa, 179
The Talmud Project, 105
TED Conference LLC, 104
Temple University Press, 92
Tenazas Design, 137,167,187
Tenazas, Lucille, 132
text. see also type/typography
alignment options, 36-37
colored boxes surrounding, 41
grid deconstruction and,

191, 213
linear frames surrounding, 41
point size, 46
ragged, 37, 47
set on top of an image, 35
special cases concerning, 37

text centered-axis, 37

text style, building a grid and,
48,49, 51

textual inclusions, 37

textural alteration/manipula-
tion, 170,171

textured/patterned contrasting
relationship, 153

thin/thick contrasting relation-

ship,153

Thorn-Prikker, Johan, 128

Times Roman font, 46

Toorop, Jan, 128

touchpoints, 76, 77

tree diagrams, 172,173

Tschichold, Jan, 16

2/1 formation, 111

typeface, 14, 46-47, 217

typesetting proportions, build-

ing a grid based on, 48-51

type/typography—

Carson, David and, 133

choosing, for building a grid,
46-47

Dada’s use of, 127

interacting within page
structure, 20

Itten’s use of, 127-128

relationship to imagery, 156-159

Ruder’s use of, 128
spacing and, 50



type/typography (cont’d)—

used with non-structural
design, 170

of Weingart, Wolfgang, 129-130

typographic grid. See grid
system

typographic space, 21
Typography (Ruder), 128
Tzara, Tristan, 126

U_

Ulm School of Applied Arts, 17

UMASS Dartmouth College of
Visual and Performing Arts, 211

Una (Amsterdam) Designers, 19,
86-87,100

unconventional layout
approaches. See non-structural
design

uniform/differentiated con-
trasting relationship, 153

Unimark International, 19,131
Univers family of typefaces, 128

University of Pennsylvania
Graduate School of Design,
102103, 201, 231

University of Rochester Medical
Center, 89

U.S. National Park Service, 19
Utopia (Itten), 127-128
UX design, 19

V_

van der Rohe, Mies, 16
Van Doesburg, Theo, 6, 15,127
Van Lanschot (Dutch bank), 100

variation, 70-73, 74, 81, 82,
158,174,176

Vassar College Integrated
Science Commons, 232-233

Vazquez, Andrea, 212-213
Venturi, Robert, 131,132

verbal deconstruction, 134,
140141, 200, 227, 230

vernacularism, 131,132,
162-163,194-195,198

Viennese Secession, 13

Vignelli Associates, 18,19, 70, 95
Vignelli, Lella, 18

Vignelli, Massimo, 9,18-19
vignetting, 171

violation of rules, 72-73,134
Vivarelli, Carlo, 17

W_

Walker, Sir Emery, 13
waving/arcing structure, 147
Webb, Philip, 12,13
Webpage, 22
websites—
centered-axis structure for,
228-229
column grid, 80, 94, 106, 116-117
compound grid, 91, 113, 121
dynamic list sequence, 216-217
exhibits, 80, 90-91, 94, 106,
13, 116-117, 121, 216-217, 222,
228-229
hierarchic grid and, 30, 80
integrating formats with, 77
interaction design without grids
for, 178-181
navigation in, 40
spatial zones and, 39
spontaneous composition, 222

Weimar Arts and Crafts School,
15

Weimar Bauhaus, 94,127
Weingart, Wolfgang, 129-131
Werkbund, the, 14

West, Anne, 205
Westinghouse, 18

white space. See negative
spaces

Why Not Associates, 29,133,
192193

Wilde, Lorraine, 132

Willi Kunz Studio, 29, 64,
107,158

Willisau Rathaus, 85, 200
Wissing, Bruno, 18

Wolf, Henry, 129

words per line, 46

The Works of Geoffrey Chaucer
(Morris), 13,14

World War Il,14-15, 129, 182,
224-225

Wright, Frank Lloyd, 13

XY, Z_
Zelinsky, Christine, 131
Zwart, Piet, 128
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