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Essay by William Owen 

010/011 

What is a map? 
Maps inhabit the realm of fact, although not exclusively. 
They are figurative representations of dimensions, attributes 
and relations of things in the physical or logical world, 
reproduced at a scale smaller than life-size (usually, but 
not exclusively - sometimes their scale is 1:1 or, when 
mapping the microcosm, larger). 

What can be mapped? 
Anything can be mapped, and most things are: places, 
businesses, galaxies, histories, bodies, philosophies, devices 
and databases. The subject-matter of a map is measured, 
named and ordered (captured!) by the mapmaker who, 
armed with carefully verified data and a language of pictorial 
description, puts everything in its proper place with its proper 
name as he or she sees it. 

Why make maps? 
Maps give their makers the power to define the territory in 
their terms and write a singular vision onto the landscape. 
Princes, popes and governments have used maps to exert 
their rights, extend their trade, tax their subjects and know 
their enemies. Oil magnates use maps to locate and claim 
the earth. Newspapers use maps to tell stories of war and 
peace. Social scientists use maps to publicise social 
problems. A city resident sketches a map to bring a friend 
from the station by the shortest or most interesting route - 
the mapmaker decides. 

Anything can be mapped, and most things are: places, businesses, galaxies 

histories, bodies, philosophies, devices and databases. 
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Why use maps? 
Maps give their readers the simple and magical ability to 
see beyond the horizon. The enlightening and revelatory 
characteristic of a good map derives from its encompassing 
vision, contained within a single consistent pictorial model 
The map provides a view that slides instantaneously between 
panorama and detail. A map embodies the work, knowledge 
and intelligence of others. We obtain a vision of a place that 
we may never have seen, or divine a previously unseen pattern 
in things we thought we knew intimately. So, we ‘consult’ a 
map as we would an adviser in order to locate, identify and 
decide, or to be enlightened. As a result we suffer, sometimes, 
a grand illusion of omnipotence by believing that the map 
contains everything necessary for understanding or controlling 
a domain. We forget that the mapmaker has an implicit or 
explicit agenda of his own, not necessarily aligned with ours. 
Maps are imperfect They have missing layers and gaps within 
the layers (“London”, said its ‘biographer’ Peter Ackroyd, 
“is so large, and so diverse, that a thousand different maps 
or topographies have been drawn up in order to describe it”). 
Paradoxically, much information can be gathered from the 
gaps left in maps, not least about the mapmaker’s intentions. 
This is one of the beauties of maps. 

Are maps true? 
Maps are man-made things and so are neither arbitrary nor 
pure. They purport to be ‘natural’ and objective visual 
representations arising out of scientific observation, and yet 
the observations are selective and they must be translated 
and communicated through some graphic form: the scientist 
(or surveyor) relies on the cartographer’s art to illustrate 
his findings. 

What gives maps their power? 
Maps are seen by their readers as neutral carriers of 
information, and thus have the power to persuade without 
appearing to do so “because the myths they contain are 
naturalised within a system of ‘facts?’1 

This naturalness inhabits the language 
and conventions of maps, which comprises a value-laden 
semiological system. Maps contain clear hierarchies that 
influence how we see the world. For example, Ptolemy 
chose to orient north at the top of the map, and mapmakers 
have followed his precedent ever since. There is no good 
reason for this other than convention, but the effect is to 
create a hierarchy of the earth and the idea that a particular 
view is ‘correct’. This is just one of a system of signs and 
therefore of values that constitute cartography. The language 
of cartography is so ingrained that it has become invisible. 
We do not question the connection between the blue line on 
the map and the idea of a ‘river’ or that roads should be 
anything other than two black parallel lines (of a width apart 
that almost never conforms to the actual scale of the map). 
We see the signifier and signified as equivalents, one deriving 
naturally out of the other. St is quite natural to us that north 
should always be at the top, a round world transformed into 
a flat plane, a particular thematic selection made, a certain 
scale chosen. The cartographer, therefore, has a heavy 
responsibility to be frank about his choices and their effect 
on the use and value of the map. 

The language of cartography is so ingrained that it has become invisible. We do not 

question the connection between the blue line on the map and the idea of a ‘river’ 

or that roads should be anything other than two black parallel lines. 

1 Denis Wood, 

The Power of Maps’, 

The Guilford Press, 

New York, 1992. 



How do maps work? 
Cartography has an arsenal of iconographic, geometric, 
linguistic and format conventions with which to mediate 
source data into pictorial representation. Maps require 
geometric translations (of a 3D world onto a 2D plane) 
or transformations (scaling from 1:1 to 1: n), editorial 
selections (what is shown, what is ignored), and 
iconographic representation. 

Two systems of signs are used 
predominantly to define attributes and dimensions: 
firstly icons, which normally define a general attribute or 
dimensional range (what order of object is this? a city, of 
between 50-100,000 inhabitants); and secondly text, to 
describe specific attributes (what name, who are the 
owners, how old is it, how big?). 

There are four further sign systems - 
metapatterns that occur repeatedly in maps and which define 
spatial relations and dimensions: the matrix (also known as 
the chloropleth), which marks boundaries and divisions, 
where one area becomes another and what lies next to what; 
the network, which shows systems of flow, such as drainage, 
communication, navigation; the point, which marks the 
position of discrete objects within a space, such as settlements, 
landmarks or buildings; the nested layer, which reveals 
continuums of equality, as in contour lines marking equal 
height or isobars marking equal air pressure. Each of these 
sign systems exists within the context of a fifth, the axes or 
coordinates of the map, which frame the absolute relations of 
one point to another and define the limit of the map (and in 
extremes the edge of the known world). 

How far can we stretch the meaning of ‘map’? 
The metapatterns - matrix, network, point and nest - are 
adaptable to an infinite range of non-geographic narratives. 
Activities that have a relation to physical space, such as 
social or commercial systems, usually adopt a geographical 
metaphor and are clearly accepted as maps by Western 
convention, Mechanical, electronic or biological systems, 
such as the human body or electronic circuits, can be 
represented topologically or topographically. Mapping 
can be applied to ideas and information, to logical1 systems 
of philosophy, religion, science and taxonomy, and even to 
allegorical or fictional accounts of social and political relations 
- Jonathan Swift’s map of Gulliver’s Travels is surely no less 
‘real’ than Qrtelius’ atlas of the world, although one is merely 
mimicking the scientific language of the other. We tend, in 
Western culture, to restrict our definition of maps to faithfully 
scaled reproductions of linear spatial relations. Islamic and 
South Indian art pushes metapatterns much further, to create 
intuitive topological representations of human or physical 
relations independent of spatial dimensions. Such constructs 
are, potentially, a richly-layered, non-linear, multi-perspective 
communication model for the networked digital society, and 
they are no less maps. 

1 Logic in the 

Hegelian sense, 

as the fundamental 

science of thought 

and its categories 

including metaphysics 

or ontology. 

Cartography has an arsenal of iconographic, geometric, 

linguistic and formal conventions with which to mediate 

source data into pictorial representation. 



Where and when are maps? 
Maps and fragments of maps are everywhere at any time. 
Maps now have no beginning or end, merging with networked 
devices within other traditionally discrete objects: the map, 
the key, the guidebook, the wallet, the phone, the camera - 
ail one thing. In-car navigation systems speak your route. 
Global positioning systems plot your coordinates and altitude. 
Head-up displays throw the map onto your persona! vision of 
the landscape. Third generation mobile phones know who 
you are, where you are, what’s near you, who is near you, 
even what you want. The phone becomes the map. Digital 
maps have multiple scales for zooming to capture details, 
with multiple digital layers for different themes. You choose: 
transport? drainage? buildings? heritage? Geographical 
Information Systems define millions of objects as discrete 
data points each with their own logical address, to which any 
amount of data can be attached, and so the map merges with 
the database table and the table is interrogated through the 
map. Changing the database changes the map so that at last 
the map keeps pace with the landscape, released from the 
inertia and inefficiencies of print. The future of maps is to 
vanish into all of these things, and reappear in everything. 

Maps now have no beginning or end, merging within networked devices 

within other traditionally discrete objects: the map, the key, the guidebook, 

the wallet, the phone, the camera - all one thing. 
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Inuit hunters carve three-dimensional charts of the 
coastlines around Greenland and Eastern Canada out of 
driftwood (and have done for over 300 years). These maps 
are highly functional and abstracted. The critical datum line 
provided by the land-sea boundary is represented by the flat 
edge of the carved wood - the chart is meant to be fingered 
on a dark night in a kayak out at sea - but the topography 
of islands and the features around coastal inlets are clearly 
represented in three dimensions in the curve and bulk of 
the wood. These maps fit easily in the hand and they are 
weatherproof and fumbleproof (if they are dropped 
overboard, they float). They also have no up or down, so 
orientation or hierarchy is not an issue, and neither are the 
problems of transformation from the real three-dimensional 
world to the flat land of maps1. These carved pieces are 
masterpieces of design. 

Light-aircraft pilots - not a world away from 
the Inuit in their navigational preoccupations - use two- 
dimensional aviation charts that represent a bewilderingly 
complex three-dimensional land, sea and airscape. The 
design of these charts is in vivid contrast with the Inuit 
driftwood objects. Like most Western maps, aviation charts 
are, of course, printed on paper, with three dimensions 
flattened into two by projection. Linear thematic layers are 
stratified one atop another and read (not fingered, smelled 
or tasted) by the eye and the mind of a rational observer who 
is familiar with a myriad of signs. The family of signs - symbols, 
icons and indices - that comprise the language of maps, here 
signifies the perilous reality of civil aviation routes, airport 
exclusion zones, military airspace, microwave towers, radio 
navigation beacons and high ground on the landscape. 

The aviation chart is an extreme example 
of the tortuous transformation from three dimensions to two 
because, in addition to the ground features that provide 

relational information, there are many different kinds of 
volumes of airspace to be negotiated, each with their own 
permissions, rules and other characteristics. The pilot flies 
through these or around them: not just over them, but also 
above, underand between them. In a busy and feature-laden 
airspace like that around southern England, the problem of 
spatial orientation and interpretation is acute; a highly refined 
sign-reading is critical to survival or the retention of one’s 
flying licence. How a pilot must, sometimes, envy the intuitive 
instrument available to his kayaking counterpart. 

The degree to which this chart is abstracted 
out of the reality of physical land, air and water is astounding - 
although in part this is merely because the abstraction is so 
evident. Many of the features indicated on the aviation chart, 
for example, have no physical reality. An airport exclusion 
zone is a man-made abstraction designed to control 
movement where there are no natural physical points of 
orientation (no traffic lights or curbstones in the sky!) 
although its existence is no less real in the pilot’s mind. The 
zone is represented on the map by a combination of icons 
(signing airport and its position), index (boundary lines and 
coloured hatching indicating the extent and type of the 
exclusion zone) and symbols (text showing the name and 
altitude of the zone). This signification of abstract and physical 
entities applies to all maps to a greater or lesser degree and 
we have assimilated the language thoroughly into our 
consciousness. Having seen the name of a city represented on 
a map at scale, would we expect to see the same name printed 
in mile-wide text across the ground of the real world? Of 
course not, but why not? The language of maps that we have 
grown up with and that seems so natural and realistic has, 
nonetheless, a coded grammar and vocabuiaiy that would be 
quite meaningless to an Inuit kayaker of 300 years ago. 

The mediation that takes place during the transformation from the most 

objective survey data to readable map occurs at numerous levels and 

its result is an entirely subjective narrative. 



The mediation that takes place during the Other signs are intrinsic to the map itself - its 
transformation from the most objective scientific survey data icons and their correspondence to the objects they represent; 
to readable map occurs at numerous levels and its result is its language, and how it elaborates on other signs; its tectonic 
an entirely subjective narrative. The most fundamental of codes and how they shape the space through projection, scale 
these and the least visible are projection, orientation and or indices; its temporal codes which are critical to the narrative 
scale. Projection gives a point of view, orientation creates form (most maps include only those classes of objects which 
a hierarchy, and scale provides an understanding of time and are expected to remain static for a certain period of time - 
horizon - how far do we need to see and how far are we going. which could be a minute but is more likely to be a decade); 
We don’t need to be told that a 1:25,000 map is for walkers - its overall presentation, the style and tone of the imagery, 
anyone travelling faster needs a wider focus and less detail. which may be soft or loud, high or low contrast, luxurious or 
It is telling that most single sheet maps contain within one functional, whimsical or idealistic. 
view the distance a person can travel in half a day. 1:25,000 An example Of the use of style and symbolic 
is 20-30 km across, being three to four hours walking at 6kph; presentation in the subtle service of rhetoric is the GeoSphere 
1:50,000 is 40-60 km across, being three hours cycling at project cited by Denis Wood2. Described by its publishers, 
20kph; 1:300,000 is 150 km across, being three hours IMationai Geographic, as a ‘global portrait’ (i.e. photograph) 
motoring at 50kph. A glance at the scale tells us the audience this was a popular image of the earth created from satellite 
and purpose for the map. data by artist Tom ¥an Sant. The map presents itself as a 

The narrative is told by numerous factors photograph, a true image of the earth. It is nonetheless a 
that are extrinsic to the map itself. These are things that are map, comprised of indexical signs and therefore no more 
not in the picture plane but inform it and establish context: the ‘real’ or ‘natural’ than any other rnap. In his deconstruction 
legend establishes a rhetorical style (‘Classical Rome’ ‘Water: of the image, Wood notes that the ‘Portrait’ is first of all a flat 
precious resource’, ‘pathfinder’, ‘streetwise’); unspoken but picture of a round planet, with the world stretched and 
implicit themes are revealed by gaps in the mapped Sayers. distorted to fit into a rectangle using the Robinson projection. 
(Think of the map of a seaside town that shows beaches but The image is reproduced at scale, and its resolution is no 
not sewage outfalls - the narrative is one of unsullied leisure greater than one pixel per square kilometre. The image caters 
without duty of care or acknowledging unpleasant reality.) to our perceptions of ‘naturalness’, its colours are false; there 
There is also the utility of the map - why was it made and by are no clouds visible whatsoever (the image is captioned ‘a 
whom, which might be revealed by some historical legacy dear day’ - one miraculously so), and - this is the clincher - 
such as the name Ordnance Survey (this map first served there is no night; the entire surface of the globe is bathed in 
a military purpose) or the residue from a bygone age of sunlight, and this fast point is the least obvious to the casual 
travelling in the special signs for rural inns and public observer when one asks what exactly is ‘wrong’ with 
houses but none for contemporary urban coffee bars. this image. 

1 Victor Papanek, 

The Green Imperative: 

natural design for the real 

world.' Thames and Hudson, 

1995 [cited by George H. Brett, 

www.deadmedia.org) 

2 The Power of Maps’, ibid 



Representation and space: 

-018/019 — 

Design Willi KunzAssociates 

Project Pro g rammainfocmatran costers 
Client::: Cnlnmhia University 

nculunt it oriented i 

The degree is intended to augment iraditionai professional framinq m archi 
lecture lor (hose who wish so further investigate the physical aspecls o' 
urbanism "Urban Design is soers as an aclnnsl social an. more than a sin¬ 
gular representation o! physical scele, the term defines a commitment to 
discourse at all soles of design activity In tins sense, the unique situation 
of Columbia allows New York City to become a laboratory, in which the dis¬ 
cipline o' architecture can be applied to a myriad ol problems within our 
urban cnyi'omcni at all scales of inquiry At the same time, the more theo 
repeal component ol coursowork allows lor comparative study with other 
world Cities and situations, the design studio u the primary catalyst lor tha 

iighly indnndua'ibeo atelier approach Curriculum 

I The Columbia University Graduate School of Architecture. Planning and 
Preservation is a unique academic lorum within which to pursue studies i 
Urban Oesign Tho distinguished. multidisciplinary taculty nurtures a wide 
ranging cnbcai perspective on the question of urbanism today Classfooir 

Plunt. Director 

[further information lid ipp 
I CCumti-J University 
IOYSice of Architecture Adm. 
I «X A very Han 
New York. NY 10027 
2UJM J«14 

I Tschumi. Dean 

,r'i - . 

am.-’ rvT* 

Columbia University 
Graduate School of Architecture 
Planning and Preservation 

The Master of Science Degree m Architecture end Urban Dus>gn has been 
■eformuleied beginning m 199? 1993 It« an mtonsivo three semtstei pro¬ 
gram for architects interested in cost professional specialization 

Master 
of Science 
in 

Architecture Urban Design 

=wr"*- •• •- 
*. ilyi 3 , "{'Z 

•_ \ 4 ‘ 

pwppf: 



Two posters produced for Columbia University. The first 

poster announces a.prograrnmein architecture anrt~~ 

urban design a! the university, tt incorporates a series of 

black andwvMeJfnages arranged in aisteppSd formation 
to suggest the gradual expansion from city to industrial 

environment. The strong grid lines in the aerial 

photography tiave a close relation to the cityscaoe 

photograph in the bottom left corner, helping to form 

a fluid link through tlx: various images. I tie staggered 

layout of images is echoed in the thickirregular frame 
tbal contains the poster. 

The second poster was designed 

to announce an undergraduate programme in architecture, 
urban i 

cities, placing the map of New York's Manhattan within 

a square which echoes the nature of the street plan, and 

placing Paris within a circle, again illustrating the more 

organic nature of.that city's street plan. The overlapping 

Columbia University 

Graduate Scho 
Architecture a 

olof 
nd Planning 

A Junior Year 

Introduction to 

Architecture, 

Urban Planning, 

and Historic 

Preservation 

held in New York 

and Paris. 

A rigorous undergraduate curriculum in 
eithor architecture or in urban planning 
and historic preservation introduces 
these fields to mature, intellectually 
capable students. A f ull year1 s academic 
credit is offered through a carefully con¬ 
structed program in history, theory, and 
studio courses. Students ore given the 
academic preparation to enter high- 
quality graduate programs in the throo 
disciplines. 

/M/ilfirt* 

The 
Shape 
of 
Two 
Cities 

York- 
Paris 

New York and Paris arc the centers of 
the program. During the (all. students 
live and study in New York and enjoy the 
resources of Columbia University and 
the Graduate School of Architecture and 
Planning. As port of Columbia University, 
the School offers athlolic, computer, 
and other student facilities, public lee 
lures, extra-curricular activilies. assis¬ 
tance in locot ing housing, the Center for 
the Study of Amorican Architecture, 
and Avery Library, tho world's finest ar 
chitectuce and planning research collec¬ 
tion. Students spend the spring in Pans 
based at Reid Hall, Columbia's hand 
some 18th century ocodomic complex in 
the Montparnasse district. All classes 
and studios will be conducted in English. 

These cities provide magnificent archi¬ 
tectural, cultural, and educational re¬ 
sources. Alumni and (acuity members of 
our school are in positions of major 
responsibility in various organizations 
in both cities. In New York, those organi¬ 
zations include the newly expanded 
Museum of Modem Art. Metropolitan 
Museum, South Street Seaport Museum. 
Architectural League of New York. Insti¬ 
tute of Architecture and Urban Studies, 
Cooper Howitt Museum, Municipal Art 
Society. Landmarks Preservation Com¬ 
mission, and tho City Planning Commis 
sion. In Paris, tho institutions mcludo 
tho Louvre, Centre Georges Pompidou, 
UNESCO, Fondation Le Corbusior, Centro 
National des Rocherchos Sciontifiquos. 
Arts et Motiors, Ecolo dos Boaux Arts, 
and Institute d'urbanismo. 

Admissions: Provious study in architec¬ 
ture. planning, or preservation is not 
required. The program is designed for 
students who will have completed their 
sophomore year at an accredited college 
or university, Admission is soloctivo, ond 
applicants must have the written sup¬ 
port of their home institutions. Students 
oro eligiblo to opply for guaranteed stu¬ 
dent loans; in addition, a limited number 
of partial tuition scholarships are avail¬ 
able. Application forms and additional 
information may be obtained from; 

Dean of Admissions 
Columbia Univarsity 
Graduoto School of 
Architecture and Planning 
400 Avery Hull 
New York. Now York 10027 
(212)280 3510 
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Design ..tmagifiarton 



XtredoiimeyzcHeig^^ ~~ pattTrrmiBmnt^fr^irmhirrmdi^^ 
sudiecHittranspOTgticrrantiEljKafflen^^ 
SlieiMSrfcQfeiXbitiiim^ prent^lnfnrrnartm rhov are purely stymie ilf isrmhens— 
!TllltenDiom“i^zttie32ZQnfeLjElElte3niltflE£lisciptiliai533ES]gnzz:'. ~~deriwirhfrnm thel^gn^ggTTrmapprfrrg^^whtrtnfnmlmg- 
mmpainyflmeniratiannteddildingSateffliEcn^^-z 
BXbMiljmamiMiffiEmmisidgreflTmafferran^ - 
OiapbnidesiariWorkSTBl^^—airnv^r^l7nrw|?nhFrrh?y^ — 
tcrnreaiejcotiehencEtthrcogh^^ zznfsignagslsHEtin^bBizlslinEHiiMiila'BniTijptexiffialKE; 
describe thejmnsiJfiBrispQrm^^. mnnr^ ... 

_::: InJliEssmplB^lTtTOTilwgzBHT^i'jia'nfii — 
graphlcattyrepmsienrezrrttffere^ 7 - 
By using and adapting the existing graphic language for 
each .one, the viewer, wiltralittie visioTrcan reoirgnise the — 
mode cr transport being illustrated: motorways, {‘ got ; 
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Design Struktur Design : 
Protect Ideas 2007 Conference 



A scries .of vector-based physical maps warm- isnd for 
the identity and promotional matnr at for ;rm ioeas vnr'7 
nroatMg:oQntereTiee held 
Ihe maps, wt'.dh focus or. the Midd’e Cast, were ed.ted 
from the convetlona! colour palette associated with 
mapping; and became ,ncreas:ngty abstracted with each 
postenxteafleQ&mni^^ 
BzeBzeiadVBdvgDdTerralTrleve[snfrhc~relTefm^fr^ ; 
a further degree of abstraction from the ocean floor 
to the h ;pesl n'ounta.n range. 

Conference Rationale 
It is apparent that m the 21 st century human creativity is the key factor 
driving development New technology and growing global markets are 

empewii ing contextual elements, but they do not In themselves lead 

to wealth. What doves development Is people's ability to dream up new 
wealth-creating ideas, to communicate them and make them real In the 
21st century, no gift of natural resources w.H make up fora lack of creat<v«y 
This is the ere of the creative economy 

At the leafing edge of change are enterprises based on Individual 

creativity Itself: the creative or cultural industr.es. Across the world creative 
businesses are booming, and are having a dramatic impact on global culture 
end economy 

A distinctive feature of creative enterprises is that they thrive in each 

others' company. Whethertheyare film-makers in Bollywood advertising 
agencies in London, fashion designers in MI'an or animators In Seoul creative 
enterprises gathertogether In visible het-spots wtveh. when fully established, 

become self-susiatniog clusters of creative activity This happens at every 
level, Irom the media centre m a small town to global centres like Hollywood 

In this environment, success breeds success, and this poses a serious 
threat for any place left behind How can places develop and keep their own 
creative people when global centres like London and New York are Ike 
magnetic beacons drawing in talent and energy from aU over the globe? 

Outline Programme for the Full Event 

Conference Workshops 

6th Friday Evening Speakers and delegates arrive 

7th Saturday Abu Dhabi and Dubai 

9 30-100 Duba> Opon Forum Crootivity in tho Middle Eost 

Evening Launch of exhibitions Abo Dhabi and Dubel 

7 00 pm Launch of conference Abu Dhabi 

715 pm Welcome address T Knrnaii 

730 pm Buffet dinner and Entertainment: Guests and delegates 
VIP Dinner Speakers and special guests 

8th Sunday FuH day conference. Abu Dhabi 

Morning Sessions I and 2 3 concurrent 3-houi wotkslwips, l teadoi each 

Afternoon Sessions 3 and 4 3 concurrent 3-hour workshops. 1 leedereach 

Evening Reception, entertainment 

9th Monday FuH day conference: Abu Dhabi 

Morning Sessions 5 and S 3 concurrent 3-hour workshops, t leader each 

Afternoon Sessions ?and 8 3 concurrent 3-hour workshops, l leader each 

Evening Reception entertainment 
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Desian . Carttidae: ovene_ 
f _ i i r i i 

bTOjeCt ranern posier ror tsianKa s ivinno exniniTion 



28 leading Enopean graphic design studios were invited 

by Blar.Ka to design a poster ‘or their 'Mono' exhib.tio.n. 

Each designer was asked to produce an A1 [23% x 33'/-in) 

black and white poster based on a given design related 

word. Cartlldge Levene’s word was ’pattern'. Their 

inspiration came from working on various urban mapping 

projects. The poster explores the patterns and textures 

created by fields, hedges, walls, nvers and wooes that, 

when converted to a negative, appear abstract. 
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Artist 

Title 
Dimensions: 

Photography. 

tmage courtesy 

Simon Patterson 

J.P.233 inC.S.O. Blue' 
\forlahle 

Matthias Hermann 

The Lisson Gallery. London 

Artist 

Title 

Dimensions. 

Simon: Patterson 

The Great Bear 

43 X53in [1092xl346mmT 

Photography 

Image courtesy 

John Riddy 
The Lisson Gallery, London 



The artist Simon Patterson, a finalist for the Turner Prize, the In The Great Bear', Patterson begins: line stations take on the names of philosophers, for 

U K s leading award for modern art, has worked extensively with a very famous reference point, the map of the London example, while the Northern line becomes a list of film 

with the process of reinterpreting existing information Underground, possibly the best-known and most copied actors. This replacement of names disorients the viewer: 

systems. Shown here are two works.by the artist which subway map, which was itself first developed by Henry at first glance the map looks familiar - until, that is. one 

utilise maps and navigation/information systems. Beck in the 1930s. The London Underground map is most tries to find a particular.tube stop, then it becomes 

- TP.23,3 in C.S.O. Blue'ris a large wall notable for the way it distorts and simplifies the physical increasingly difficult, because all the points of reference 
drawing which takes as its reference a global airline route spaces it represents, in order to provide the most effective have been changed, 

map, using large sweeping arcs to represent the journeys presentation of the relationships between lines and 

between countries, which are implied by their relative stations,.and aid the viewer with planning journeys on 

positions rather than a delineation of boundaries. The : : which there are few visible landmarks. In ‘The Great Bear', 

destination names are replaced with seemingly unrelated Patterson remains faithful to the original London 

famous people, from Julius Caesar. Elizabeth I, Pope John- Underground map, but replaces all station names with a 

Paul 11 and Mussolini to actors William Shatner, Helen T variety of famous names. Each line on the network plays 

Mirren, Leonard Nimoy and Peter Falk. host to a particular category of famous people - the Circle 

UNDERGROUND The Great Bear 
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Artist Simon Patterson 

Title : 'Untitled: 24 hrs' 

Image courtesy The Lisson Gallery. London 

Artist Simon Patterson 

Title aiTinraaaasBftH 

Image courtesy The Lisson Gallery, London: 



Two further works by the artist Simon Patterson both refer 

to the Periodic Table, pinned up on the wall of every school 

chemistry: lab. This typographic work of beauty is frcquently 

plagiarised by other graphic des.gr.ers. but here il.s taken 

to a higher level. 'Untitled: 24hrs' reproduces the table 24 

times. Each table is printed in four colours; the first row of 

tables are predominantly blue, the second row yellow, then 

red and finally black. The colours refer to a property of each 

substance; Black = Solid, Red = Gas, Blue = Liquid and. 

Yellow = Synthetically Preoared. The same coiou: paielfe is 

also used in ‘Rhodes Reason’, which again features the odd 

film star, for example. Kim Novak [Nall] is Sodium, while 

Telly Savaias [As 33) is Arsenic. Rhodes Reason was also 

published as a book called Rex Reason. 

Rhodes Reason 

1 

H 
Hyperion 

2 
IIA 

IIA 

8 
VIIIA 
VIII 

26 

Fe 
Fred MacMurray 

Group Classifications 1 

Atomic Number 

13 14 15 16 17 
IIIB IVB VB VIB VIIB 

IIIA IVA VA VIA VIIA 

2 

He 
Halloa 

3 

Li 
BeleLvgoeJ 

4 

Be 
Ingrid Bergman 

Symbol2 

Name 

5 

B 
Ingmar Borg man 

6 

c 
7 

N 
Mote 

8 

0 
Orpteue 

9 

F 
10 

Ne 

11 

Na 
KJmNsvsk 

12 

Mg 
PaMck McOoobao 

3 4 5 6 7 8 9 ID 11 12 
IIIA IVA VA VIA VIIA V1IIA IB IIB 

IIIB IVB VB VIB VIIB r~"~" VIII 1 IB IIB 

13 

Al 
Alec UcCovren 

14 

Si 
Sknone Slgnoret 

15 

P 
Patrick MecNao 

16 

s 
Steve tlcOuoon 

17 

Cl 
Cytete 

18 

Ar 
Ariadne 

19 

K 
(ha Ktlty 

20 

Ca 
21 

Sc 
22 

Ti 
Yoke Toni 

23 

V 
Joosf Von Sternberg 

24 

Cr 
Conrad Veldt 

25 

Mn 
26 

Fe 
Fred MacMurray 

27 

Co 
Federico Falllnl 

28 

Ni 
29 

Cu 
30 

Zn 
Fred Bnnatnann 

31 

Ga 
Ghirlandaio 

32 

Ge 
Georg* Eaatman 

33 

As 
Tally Smlae 

34 

Se 
Pete Seller* 

35 

Br 
36 

Kr 

37 

Rb 
38 

Sr 
Erich Von Slrobekn 

39 

Y 
Loretta Young 

40 

Zr 
Adolph Zukor 

41 

Nb 
Nigel Bruce 

42 

Mo 
Yvee Montand 

43 

Tc 
Technetium 

44 

Ru 
Jane Ruasaa 

45 

Rh 
Rai Harriaon 

46 

Pd 
Wafer Ptdgeon 

47 

Ag 
Aloe Guknnees 

48 

Cd 
49 

In 
50 

Sn 
51 

Sb 
Sarah Bom hard! 

52 

Te 
Tea Hitler 

53 

1 
54 

Xe 
Xanthippe 

55 

Cs 
Cuara da Sexto 

56 

Ba 
SUIAMnMn 

57 

La 
72 

Hf 
Henry Fonda 

73 

Ta 
EBtabeUt Taylor 

74 

w 
Billy Wilder 

75 

Re 
76 

Os 
Rhodes Reason 

77 

lr 
78 

Pt 
79 

Au 
Audrey Hepburn 

80 

Hg 
Hugo van dar Qoaa 

81 

TI 
Robert Taytor 

82 

Pb 
Po»er Bogdanov** 

83 

Bi 
■lunette Binoche 

84 

Po 
Roman Polaroid 

85 

At 
Atukel Tarkovsky 

86 

Rn 

87 

Fr 
Fra FHJppo Uppl 

88 

Ra 
89 

Ac 
ArQBci Huston 

104 

Unq 
Unnllquadtora 

105 

Unp 
•JnnilpenBum 

106 

Unh 
Unnllhoxlum 

107 

Uns 
Unnllsaptium 

108 

Uno 
UnnUoctlum 

109 

line 

Unnllenlum 

1/ SMGP now recommends the numerical classification system given in the top 2/ Element symbol is colour-coded as follows: 

row; however, some authorities prelerclassification schemes that use A/B Black = solid; Red = gas; Blue = liquid; 

subgroup designations. Caution: A/B subgroup designations vary Yellow = synthetically prepared, 

depending on the classification system used. 

58 

Ce 
59 

Pr 
DIta Porto 

60 

Nd 
David Mven 

61 

Pm 
Promethium 

62 

Sm 
Spenky McFarland 

63 

Eu 
Edward Underdown 

64 

Gd 
Paifetta Goddard 

65 

Tb 
Theda Bara 

66 

Dy 
Watt Otaney 

67 

Ho 
John Huaton 

68 

Er 
69 

Tm 
ToaNroNRTuna 

70 

Yb 
Yid Brynner 

71 

Lu 

90 

Th 
91 

Pa 
Peggy Aahcrofl 

92 

u 
Peter Ustinov 

93 

Np 
94 

Pu 
Ptulonium 

95 

Am 
96 

Cm 
Curium 

97 

Bk 
98 

Cf 
99 

Es 
Elnatalnlum 

100 

Fm 
101 

Md 
102 

No 
103 

Lr 

<r.— in r % 
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Design 

Project 

CartMge Levene 

U IYI 

1 «n i * t »Bi-1 li' I. ^ »VilB sa** <a 1 
1 1 1 ’ 

"Sii mi i" 

American ProOuel O-i,^ WBHHB 

■» yEJ 

mi *1 ijiHB 

_ □S3S3HMI ■ KBH 

■■ ■ 
w ny 

19IISH 

o II 
; ii 
Is 3£ 

r E’" 
■ 

- -rf-| 
. * 9 " % 

W - 

H k ■■■I k/i 
• - 

/I I / A3fr- 

r.wl 

1, 

CCti Ell 
I -r_: m »: . * I 
■-ii* & tHo' yP H? 

#>♦ i* \ %%**• x mm 
Hi r t | 

ii 

EU 

CarflicJgeLeyea© established 1987 
Everything we have ever produced using Helvetica 



As part of the '50 years of Helvetica' exhibition held at 

the Design Museum in London, B a.nka and Candy 

ColI&clEsaslffiddaflxtesi^^ 
CaOBrnm] square poster. Cartlidge Levene's response 

was to chronologically map out every piece of their design 

output since the company was founded in 1987. Each 

sample Is proportionally sized, cieat.ng an interesting rrux 

of scale, from the smallest leaflet to the largest coster. 
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Design 
Project 

Joost Grootens 

Limes Atlas010 



The atlas uses a carefully studied This atlas traces the northern boundary (limes] of the 

ancient Roman l.’.mp.:e, and follows its path through three : colour palette, including gold for all areas o.n the maps that" 

Dutch cities: Nijmegen. Utrecht and Leiden. Referencing represent real findings of the 'limes', as well as old Roman: 

classical atlases, this book provides an in-depth study of roads and fortresses. Custom patterns were designed for 
how the Dutch landscape has been shaped since the the maps. 

Roman Empire by providing scale maps of the country 

moy 
l9.Qfl and.2QQ0:—- 
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Design NB: Studio 
Project . London's Kerning 

7 / ■' ^ 
' ” a* £>7's«- ■% 

■% 

(BKe; «»»| 

: •ViiCSSJl^.Js^. viw -;;rsS: 

wtnitov 

% ■:/■ 

38^ 

'■' ;••• T'"_ ■ J; v- . '.■ .*r_ \\ -.. ■' .-tei.’.-Ja* 



NB: StJdiO were approached by the lntemat.or.al Society 

of Typographic Designers to create a piece of work for 

the 'My City. Vly London’ exhibition, as part of the London 

Design Festival 2C06. The exh.iDit.or. celebrated tiie place 

of graphic design m contemporary visual culture, and its 
intention was to explore typography in the vi.si iaTwnrtn— 

i of London. MB: Studio's solution was simple • to cream 

i attypographic map; :.. 

After removing graphic elements 
SuChmicadsTrTVeitta^ 

•BRriiiiftiiR 

graphyJhe resultista map that; 

sole use of typography, still clearly defines 
London's densely packed road system. 

V. " w 

jt. *v ♦ ,s£> 
"JL. r*? - 

«r. _ ^ 

h*. 

m*11' VO"*0' 

1 * - «•**'** 

. » 
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Design -Pentagram . 

Project ‘Sugar1 interface for Qne Laptop Per Child 



Pentagram created this laptop interface design ‘or the 

One Laptop Per Child (OLPQ project, an initiative to 

provide children around die world witli new opportunities 

to explore, experiment and express themseVes. The 

designers worked in close collaboration with the OLPC 

I development team. Rather than modeling the interface 

i on a traditional computer desktop metaphor. 'Sugar' 

i places the ..ndividual user at the centre of the icon based 

interface, which has four levels of view: Home, f-riends. 

Neighborhood andActv.ly. Users move outward from 

the Home view, where they can set preferences such as 

colour; to thefriends view, where they can.chat with their 

friends; to theiargerNeighborhood view, where they 

can locate other users and gather around an activity. 

The Activity view looks inward: children, alone or together, 

can focus on a particular project In each view, a toolbar¬ 

like frame is available that organizes navigation, people 

and activities, and files around the four sides of view. 

Anything v Anyone V 

* What Who When 

•k The Tortoise and the Hare * ft 2 minutes ago 0 

<«) Russian Tortoise - Wikipedia, ...edia * ft 5 minutes ago © 

★ m A photo of my cat * yesterday © 

★ a This fantastic story abou ... wrote k ft 

o
 

•X
 yesterday © 

☆ m image clipping ft yesterday © 

★ 4 Our school * * 2 days ago © 

★ ■ 
A movie of my family * 3 days ago © 

★ Uruguay - Wikipedia, the free...pedia * 1 week ago © 

☆ % History of Uruguay ft k ft 1 week ago © 

* My homework assignment * 1 week ago © 

1-K a 
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Design The Kitchen 
Project : Studio floorptan 



! This floorplan of the studio occupied by London-based 

design consuitancy:The Kitchen works as a graphic 

snapshot of the soace at one moment ;n time. Each item 

within the space has been carefully itemised and 

catalogued, and the map visually represents their locations 

within the studio. While the shapes of the objects are 

abstracted, a complex coding system is used, where each 

item is assessed and allocated a unique colour which is 

derived from the colour used most prominently in the 

''DfijenLlhe positions of the objects are further referenced - 

or cross-referenced - through a list of co-ordinates. 

izIhErmpisfiheetadfiTennTa^ 
: might expect to find in an interior plan - no suggestion of 

walls, windows, doors and so on - but the physical shape,, 

business and working patterns of the studio are revealed, 

by the relative densities and positions of the objects found 

: in different parts o! the mac. 
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and space 

Jeremy Johnson .. 

A visuat record of the entire contents of a typecase 

ncnu 
LSC3D mm 

m 

CO 

DO, 
BB' 

< 

! 
i 
; 
I 

■' ===== 

1 = 1P|! *■ 
S=3~i;g~ 



|Pr.oduced as a visual record of the entire contents of a I each cha'acter location denoted by a single black character 

typecase at the Royal College of Alt, London, over.an The following sheets show a variety of fonts from Helvetica 

ilB-month period, this set of 12 fe’/KxGQ’iin (425 x Light I2pt to Grotesque No. 9 in 6 Opt.-One sheet, which 

100OiniDTSheBtSwvasjdesigDedfhyJeieiiiy JehnsonLlhezi is dedicated to ‘miscellaneous stock blocks', shows an 

('typographic inventories form clear maps showing the eclectic mix of logos, illustrations and dingbats. Another : 

location of each character within the case and the quantity page shows all six font sheets overprinted: Helvetica 

of each character. The work also highlights occasional : LightyGill Sans Italic, Baskerville Roman, Fashion Script, 

mistakes on the part of those using the typecase. as the Grotesque No. 9 and Joanna Roman are overlaid to create: 

odd rogue letter crops up in the wrong location. a dense cityscape of the collection. Finally, a set of three 

1 he first sheet acts as a ‘road map' pages shows the reverse s.de of the three forms used:::: 
of the typecase, showing all the streets, avenues and back on the job, which represent the complex infrastructure 

I alleys of the structure. I be case is printed in silver, with:::: of the wo: k. 

1 
1 

* —' seae cer i[ mm jp mmm & ?! p.Hi ^ til IP^lill^SSf §pi fps 
oe [ m eCee " 44 
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Design Mark Ekkhatib 

Project Atlas 

European Atlas 



lilTie brief for this final year degree project was to explore 

.he notion o! thresholds. Various levels of information 
nfflEEQ 

If tots:- the colour of each dot relating tothenumhernf 

order it. The size of each dot also changes 

BE typographic vernacular of the I 

s^oeansz: 
hnundarte 

between countries, resulting in a fresh perspective on 

European geography. 

The 20 -page atlas is 11 Vk x: 6:4 to 

[292 x 43 Cmrn;. hand -stitched and laser ponied cn paper.. 
: that allows foi lots of show-through: 
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Design Mark Diaper; 

Artist Michael Landy 

Project Breakdown 

Client Artangel 

BREAK DOWN 

mwoq 

i 

,!!! j.i 
| ! jjllljii M , , 
lit ||}l]i!i!| h * » 

ill llfi!ii!l!l!!*l!ill!l!!1 
I]ltliliSiiliI3liil!l!sill! 
313 3353335333333 3 3 3 313 

f e 
ill 
m 
HI 
h 2 

i § 1111 

* * t - i in H III I! 
I I li|i i mill 

I i I i I s 3 
I j 11 r!! 

il j? i 1 ? I ? 
I! If I I I I 1 

5I i i 1 I I « i t 5 

iiiiiiiiiiisissjs 
3 333 33 35353 51 

lit It 
9 3''§ 

j ! i !_ ! ! I fi 1,1 
sijf! ft.If. Mlihjsn i 13 t 11| | 

]!!!l]ifl!lI!!!lHli!!i IIIIJI fill i 
iiiitfiiijiiiliifissiiilliiifiilijiiii 
IlllllilllliilliilllllllllllllllilllH 
3I3335333335IS33833333I 5315 18 353S 3 

n I ^ 
j i ? 

i j 

. . ! it t 
fill 111 I 
! j i ins I 
i i m« i ii 
I 3 I I 333 l 1 3 

i i i i iff i i i 

.{.j.l.lijlpjijl 
i 3 i SSI 5^5 3 L 

il ii- I 2 

j i 11! 1 ill i III !ij lllillllliillii], 
‘ 3rt'Is s itiiUiii i tSSisSU SSUi iSSSSSiUmiSS! j i m f • iiiiiiJti j umm inti uiiituniiiju i 
lallf il !UI?III??i,I,H|ll?f?,?iriIifIII?lf|l??ffI?l,! 

Ih 

*3 

* 
If 

l|!||j Hill 
l!| 
e ? ? 

1 j) m 

‘«isiiii!mlllltll!iisii. 
jjo;j0308C)BBg5S2cS5S558588SlS5SSBBo8838553fi353S3S 3S5S0 503 
■Q 

•!ti . . 31 88 

» il Hi? lllilillilliliiiliilJlilli! 

11 

Him 
i I i ll . 
i % ? i 4 mi 
* } I I I I M HI <**s!aEtisssssSsitfBSs5 
f | | f j | |f Ilf ||||lillalaalllallailallisi|illiisi| 
111 iU IIH* Ii iiiiiisiiiiiiiiiiiiiifiiiiiiiiii 

«|8!, I i 1, !4I! III!! tifitiiiHiisiiiimiiiimi! 

3 3 8 3 38 338 5SS3SS33!53m3ISS3353S53SSsS335S8S3 

■Is lllllifllisii llltlslllllihiiim 
Ivvjff UUla533 3 a35333533S3 5.2 

11 jiIj fin! ijflj _!| Li 

1! ill Hilt ititLlllij11 1 i iii iiiii 

l |3 211? \ S|?i9|agJ 2 S»*§°n=e S§§*| ||SS9S3BSf|2|j|5 | 

J JUKI AIWA 

I] 
,i] 

‘ Jf8 

l,iiil!!!ll!iliiil!llliii!i!ll!lll]!!1li!i!l!!lil!ilj 
iiilI!iiSllllilill!lSSl]illi3illiiiSiiiililll3ill 

3 835335 33335 3553353835585383585335833 33853358338333 

R
E

S
E

A
R

C
H
 

M
A

N
U

A
L

 



S)ver the course of two weeks in February 2001, the British This inventory forms the basis of 

j; rttst Michael Landy took up residence in a former C&A a book, designed by Mark Diaper, produced to document 

!| lathing store in London's Oxford Street, and systematically the project by Artangel, the agency which funded it. 

destroyed all of his personal possessions, from his car to The possessions are categorised and given a prefix:: 

: is passport and credit cards, in an industrial shredder. A = Artworks, C = Clothing, E = Electrical, F = Furniture, 

i ’rior to the event, the artist had made an inventory of his K= Kitchen, L = Leisure, MV = Motor Vehicle, P = 

Possessions - in effect an inventory of his 37-year life. Perishables, R = Reading Materials, S = Studio Materials. 

Over 5000 entries catalogued every piece of furniture, When the destruction of the objects took place, they were 

very record, every article of clothing, every letter from loaded onto a complex conveyor belt system which fed 

iends, every gadget, and every work of art - his own four work bays, each dedicated to the dismantling of 

Ivorkand gifts from fellow artists such as Gary Flume - certain items identified by these prefixes, 
vhich were owned by the artist. 

1 Wo'l, Bay I: Gonoul Oiamanllmfl 

2 Work Bay 2: Shredding and Granulating 

3 Work Bay 3; Molor Vohlclo Diomiwitfing 

4 Work Bay 4; Qoolncal and 

Reading Malarial Dismantling 

5 Sorting Ptailorm 

JJUVIHI TIM 

General Guidance Notes 

1 Those procedures provide a general guideline lor use by Ihe Operators working 

On Break Down, which is scheduled to lake place over a fourteen day period, 

from 10 February 2001 to 24 February 2001. 

2 Most ovenlualities that may arise during Ihe event are covered within the 

Procedural Guidance Notes. However, it i6 anticipated that there will be 

variations to Ihe format of these procedures both prior to and during the event. 

The workload schedule cannot be anticipated and a certain amount of flexibility 

v/ill bo required from those participating in the event. 

3 No changes should be made to these procedures without the prior approval 

of Michael Landy. 

4 These procedures are written in a sequential order from storage to granulation. 

The Motor Vehicle is subject to its own procedures that are not discussed in detail. 

General Staff and Organisational Structure 

Aroo Position Function 

Michael Landy Overseeing whole project 

Work Bay 1 Senior Operator 

Data Input Operator 

Dismantling Operator 

Dismantling Operator 

Dismantling and monitoring schedule 

Database maintenance 

Flexible, to assist in other areas 

Flexible, to assist in other areas 

Work Bay 2 Senior Operator 

Data Input Operator 

Shredding and Granulating 

Database maintenance 

Work Bay 3 Mechanic 

Data Input Operator 

Dismantling Operator 

Dismantling Motor Vehicle 

Database maintenance 

Work Bay 4 Senior Operator 

Data Input Operator 

Dismantling Operator 

Dismantling Operator 

Dismantling and monitoring schedule 

Database maintenance 

Flexible, to assist in other areas 

Flexible, to assist in other areas 

Sorting Platform Senior Operator 

Sorting Operator 

Sorting components into materials 

Sorting components into materials 

MWO 
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Design 

Map design 

Project 

Sans+Bamm 

Russel! Belt 

(Hayward Gallery 
I on the South Bank- London 

Facts of Life 
Comtemporary Japanese art 
Hayward Gallery 
4 October - 9 December 2001 

Facts of Life presents painting, 
photography, video, installation, 
sculpture, sound pieces and 
performance work - in the 
galleries, on the sculpture courts 
and outside - by 26 artists, all 
Japanese or working in Japan. 
It proposes links between 
established figures of an older 
generation and younger, emerging 
artists; all the work has been 
made in recent years, much of it 
especially for this exhibition. 

The title - Facts of Life - points 
to a directness, an unmediated 
approach and a realism which 
unites all the work on show. 
The artists shown here, although 
their approaches differ widely, 
share an engagement with the 
real world: both with the minutiae 
of everyday experience and with 
the larger realities which govern 
our lives. This attitude - prevalent 
internationally - is in marked 
contrast to the academic and 
self-conscious postmodernism 
which characterised Japanese 
art in the 80s and 90s. and 
challenges the notion of Japan 
as a synthetic culture, an 
amalgam of virtual realities 
and wonderful fictions. 

FACTS OF LIFE 
for extended information on all 
the artists in Facts of Life log on 
to the special exhibition site at 
www.haywardgallery.org.uk 

Yukio Fujimoto b1950 

Takashi Homma b1962 

Takehisa Kosugi b1938 

Tomomi Maekawa b1973 
‘As I live near an air base, it is very natural for me 
to see military aircraft flying in the sky. But no matter 
how often I paint this subject, I continue to feel it 
is very distant. My aim when making these works 
is to isolate a moment of the aircraft’s flight and 
simultaneously to paint something which contains 
time, space and emotion.' 

Ryuji Miyamoto b1947 
(located at bottom of back stairwell) 
'The Pin hole houses were inspired by the shelters 
which homeless people make for themselves in urban 
areas. I wanted to turn these shelters into cameras, 
so that the surrounding urban scenery could be 
contained within them.’ 

Yukio Nakagawa b1918 
‘The inspiration for Flower is the Mystic Mountain 
came from an article I chanced on in a magazine. 
The article had a photograph which showed hundreds 
of tulip stems being carried along the surface of a river. 
The stems had been dumped by a farmer who was 
keeping the bulbs for the next season. I phoned the 
farmer and he said “We can give you as many as 
you want" so I went to pick them up. The work is itself 
a question and I am still looking for the answer.’ 

Go Watanabe b1975 
‘Drill Man is about a sort of situation which I hope 
that everyone will recognize. When people deal 
with their own small problems without humour, others, 
seeing them objectively, often find them very funny. 
I made Clean Up because I used to live in a house 
which people could see into very clearly from outside. 
I became interested in the connection between 
the private and the public and the problems which 
this can create.’ 

Shigenobu Yoshida b1958 
‘My aim was to use light and colour to document 
a journey from London to Penzance. The film is shot 
from the window of the train and the prism effect is 
achieved using basic materials and natural elements: 
sunlight, time, water and mirrors. The image of the 
passing landscape demonstrates that our experience 
of the materia! and phenomenal world is transitory.' 

Genpei Akasegawa b1937 
Identity Unknown began as "the study of street 
watching" with my friends in the 1980s. We 
photographed to document objects we found 
in familiar and unfamiliar places. The series includes 
some pictures I made on my first trip to England in 
1985. An English audience may see these as familiar 
things but should understand how they are seen 
through Japanese eyes. Filler Grass Diary was 
published for a magazine two years ago. I used a 
writing format called “Gen-ko-yoshi" (Japanese) 
which is normally used for story books. My intention 
was to express ordinary things with a sense of 
humour as if I was writing my diary. All my works 
are about "funniness" and the “tiny happiness" 
of ordinary life.’ 

Nobuyoshi Araki b1940 
‘Tokyo Nostalgy was created especially for the 
many people who have stopped reading books. 
The idea was to write a story with photos. It is both 
about Tokyo and about the process of making 
images. The meaning of each individual photo is not 
important: there is no hierarchy, each photo is the 
same size and shown at the same pace or tempo. 
In that sense it is similar to a book, where one word 
follows another.’ 

Takefumi Ichikawa b1971 
‘Fuyu ‘01: “Fu" means floating and “yu" means playing. 
The work cannot be interpreted in a one-dimensional 
way. It relates to the "borrowed view" of the Japanese 
garden, the history of sculpture, to seeing and feeling, 
to existence and imagination, surface, art and gravity. 
However, if you try to concentrate on just one meaning 
you will be far away from the essence of the work, 
which changes with each confrontation.' 

Masashi Iwasaki b1966, Tadasu Takamine b1968 
’Inertia is a kind of a “moving painting”. We made 
it because we wished we could see this kind of 
scenery in real life. The work is about being unable to 
escape from Japan.’ 

Takehisa Kosugi b1938 
‘The work is an acoustic event based on the concept 
of a stream and showing an audio-visual unity and 
a space-time continuum. Electronically modulated 
AM radio broadcasting sounds are transmitted 
through a delay system which times the sounds 
differently so that they flow through the eight loud 
speakers positioned on the wall.' 

Yayoi Kusama b1929 

Rika Noguchi b1971 
‘I’m always looking for the scene which can be 
anywhere and anytime; past and future.' 

Navin Rawanchaikul b1971 
A newly commissioned Taxi Comic will be available 
in the Gallery foyer. 

Yoshihiro Suda b1969 



Producedas.fc1 ^[i^-rTkia-fnldBfi s|je^ijtpapEPM5:i coding system was introduced to draw attention to the 

gallery guide tor trie exh.bit.or. Pacts o' Lite at the Hayward individuality o! each exhibitor and their work. The isometr.c 

Gallery in London was designed to help visitors navigate— drawings of ‘.he two levels of the galle y are annotated icy 

easily around a fairly complex set of exhibits, while thick rules colon:-cooed to identify the presence of 

» providing information about the artists whose works they zz particular artists’ works, white dotted lines are used to 

enoccntered along the way. The primary Intention was indicate a work which occupies a non standard gallery 

to design an accessible yudo which made the diferent space such as the basement me,-; orttre nallnry^stnypT - 
gallery levels and spaces immediately clear. A colour- for example. 

Public programmes 

An extensive programme of 
events gives adults, students and 
families a range of opportunities 
to engage with the issues and 
ideas behind Facts of Life. Gallery 
Guides are regularly on hand to 
offer short, informal tours of the 
exhibition and to answer your 
questions. A series of informal 
gallery' talks by artists and curators 
is open to all. as well as our regular 
student debates, this time with 
Goldsmiths' College and Kingston 
University. Two Hayward Forums, 
and two seminars with the Institute 
of Ideas, present visitors with 
a chance to participate in inter¬ 
disciplinary discussions around 
identity, transience, globalisation 
and the myths of orientalism 
and universalism. 

Families are invited to make 
pin-hole cameras, comic books 
and much more over the opening 
weekend with Takefumi Ichikawa 
and Ryuji Miyamoto, alongside 
British artists Sally Barker and 
Milika Muritu. In addition, artists 
will be leading workshops over 
the half-term holiday. 

Full listings of Hayward Gallery 
events are given in the exhibition 
leaflet available in the foyer, 
or visit our website at 
www.haywardgallery.org.uk 

selected by 
Jonattian Watkins 
co-organised by 
Tne Hayward Gallery, 
The Japan Foundation 
support in-kind 
AH Nippon Airways 

architectural design 
David Dem^e Architects 
lighting design 
Lightwaves 
guide design 

guide diagrams 
Russel) Sen 
guide texts 
Artists' Statements 
copynght the artists 
200t 
guide print 
Digital Brookda'e 

Facts of Life catalogue 
A fully illustrated catalogue 
accompanies the exhibition. 
The book includes texts by 
Jonathan Watkins and Mami 
Kataoka. The catalogue is 
available from the Hayward 
Shop at a special price during 
the exhibition, and by mail order 
from Cornerhouse Publications 
telephone 
+44 (0)161 2001503 

£> 
Disability access 
For information on disability. 
please ask at the Information 
Point in the Hayward Gallery 
Foyer or 
telephone 
+44(0)20 79605226 
or 

Ths Japan Fouxtelon 

minicom textphone 
+44 (0)20 7921 0921 
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Tatsuo Miyajima b1957 
‘lam currently interested in exploring ideas of time 
and space through direct communication with 
the audience. In Floating Time numbers between 
one and nine appear suspended in space (zero is 
not included because it means death). The numbers 
express the rhythm of time and the lives of individual 
human beings. When people step into the work 
they transform it. The space ceases to be abstract 
and becomes real, animated and alive. Without 
an audience this work can never be complete.’ 

Ryuji Miyamoto b1947 
'I began the series Inside Out, Upside Down because 
I found it interesting that the images I made using the 
Pin hole houses appeared as they did. Images are 
received upside down on the retina of the human eye, 
which is itself a form of camera. Looking at the photos 
helps us to recognize that the world we are seeing 
is always “relative’’.’ 

Rogues’ Gallery: Yasuhiko Hamachi b1970, 
Yukihisa Nakase b1971 
The environment which we occupy on a daily basis 
is full of hidden elements, things we are not always 
conscious of. We are interested in extracting that 
which is not immediately apparent in our daily lives 
and converting it into real experience. Residual Noise 
encourages the audience to rediscover the 
phenomenon of sound. 

Shimabuku b1969 

Hiroshi Sugimoto b1948 
‘Accelerated Buddha began as 48 photographs 
of the 1,000 Buddha figures at the Hall of Thirty-Three 
Bays in Kyoto. One after the other, these individual 
images were photographed on video. The video of 
the 48 photographs of the 1,000 Buddhas was then 
looped 100 times so when you watch this video you 
are meeting 100,000 Buddhas in a mere five minutes. 
The lithographs on the wall, in Praise of Shadows, 
were made by photographing with the camera's 
aperture open for the time it took for a candle to burn. 
As the evening breeze fluttered the flame, my camera 

j collected the trace of light and time on its film. 
I Maybe it has to do with making the visible invisible.’ 

Atsuko Tanaka b1932 

Yuji Watabe b1974 
‘I use my drawing to document and express my 
personal memories. I draw on the wall because it 
is permanent. I want to transfer the memories on 
to the wall as fast as possible. It is essential that the 
girls on the wall are my friends because with these 
drawings I want to keep the moments which I have 
shared with these girls. Through the work. I want to 
the audience to experience the invisible: time.’ 

Upper level 

Nobuyoshi Araki b1940 
‘I began photographing Flowers in the early 1970s 
at Jho-kan temple in Minowa where I grew up. 
Each year, during the weeks of the equinox, flowers 
were displayed in the temple. I would wait until these 
flowers started dying, then steal them and photograph 
them against a white background. For me, shooting 
fresh flowers is boring. I always wait until the flowers 
are dying because at that moment their eroticism 
and vitality is at its height. Flowers have became my 
abnormal love object.’ 

Yukio Fujimoto b1950 
‘The Philosphical Toys are simple objects made 
into musical boxes and designed to develop 
hearing ability and our relationship to simple things. 
Cosmos (Black) is about the balance of order and 
coincidence. The combination of spin and gravitation 
on the dice creates what seem like uneven sounds, 
but listen carefully, and you will realize that the sounds 
have a certain order. Ears with Chair, Earpipes 
were made at a time when my interest had changed 
from making sounds to listening to them.' 

[ Tomoko Isoda b1976 

Yayoi Kusama b1929 
Narcissus Garden, was first made for the Venice 
Bienale in 1966. The 1,500 silver plastic spheres 
were placed in rows on a twenty metre square lawn 
in front of the Italian Pavilion. Kusama caused a 
sensation by selling the balls to passers-by for two 
dollars each, which at the time was seen as a radical 
gesture against the art market. In 1966 she said of 
the work: ‘Artists should integrate themselves into 
economic life by making their work inexpensive 
and accessible enough to be bought like items in 
a supermarket’. For this showing the silver spheres 
are not for sale but the artist still maintains her 
stance: 'I will buy your narcissism for two dollars’. 

Makoto Nomura b1968 
2-9 November 
Will be performing Shogi compositions in the Gallery. 

Shimabuku b1969 
‘I took a living octopus that I had caught myself, to 
Tokyo. Then I brought it back, still alive, and returned 
it to the sea. This was probably the first octopus 
in history to go to Tsukiji, the big fish market in Tokyo, 
and come back alive. The octopus returned to the 
ocean in Akashi in good health. What does the 
octopus remember about this event? Is he talking 
to his fellow octopi at the bottom of the ocean about 
his trip to Tokyo? Or has he got inside an octopus 
trap with the idea that he might not be able to go 
to Tokyo again? In a way this was my Apollo project 
because taking an octopus to Tokyo is like taking 
humans to the moon.’ 
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Cartiidge Levene 
Seifridges Birminghambrochure 
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Sclfridgcs department stores and the architectural 

firm Future Systems requested the help of the London- 

based design consultancy Cartlidge Levene to design 

a promotional brochure for a new Selfridges store to be 

opened in Birmingham. Targeted at fashion brand owners, 

who might open branded concessions in:the store, the: 

aim of the brochure was to generate interest in the as yet 

unbuilt Birmingham Selfridges. The brochure includes 

models by Future Systems showing the proposed new 

building, whose organic form is covered with circular 

discs.The motif is used throughout the brochure as a 

graphic device. The publication includes a map showing 

the customer catchment area in and around the city of 

Birmingham, demonstrating the potential of the area 

to investors, and making a.graphic feature of further 

abstractions of the map in different colours. 
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Build is a U K based design consultancy established TRVL1, as it was titled, is a 24-page 

by Michael Place, who was previously employed at "I he T rench-folded publication featuring photographs taken 

Designers Republic. When he was commissioned by the during the trip, which are supported by and cross- 

Japanese graphic design;ourna.‘ Idea to produce a piece referenced with location/map references and records 

of work, he chose to base it on the 281 -day round-the- of times and distances travelled. Each page represents 

world tnp he had taken between leaving I he Des.gr ers . a stage of the/mmey. identified by arrival and departure 

• REpublicand fQtiDdlngtBiiild Jbemesulting piece is a times and related data. : 
Supplemenl/book which acts as a havn'ocuo a graphic ~ 
depiction of the journey - 
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Design Nick Thornton Jones/Warren Du Preez 
Project Human mapping research project 



NickThornton-Jones and Warren Du Preez work together 

as image creators. With Du Preez coming from a fashion 

photography background and Thorntoh-Jones coming 

from graphic design and illustration, together they blurthe:: 

boundaries between photography and digital illustration. 

izlhS3mk5affim.hfii^s7wr~nfafi— 
ongoing research projecrinto the abstraction and- 

reduction of the human form into light and contours,: 

exploring surface, curvature, volume and perspective. 

They are interested in discovering a point at which 

a photograph becomes a graphic representation, and 

how far this representation can be pushed. By reducing 

images of the body to a series of tonal contour.lines, the 

pair explore a level of information abouLshape and form 

that is not normally evident - or at least given prominence 

= m representations of the human figure. 

mmm mm 
l: —Ml I | 1 1! 
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Studio Sinutype 
Design MaikStapelberg and Daniel Fritz 

Project ‘AM7/The Sun Years' 
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02.1-3 
Corporate Tree A 

Markenzeichen 
Typografie 
Farbsystem 

rjissr~'~ 

01.1-5 
Karten 

Sonnensystem/Roosta 
Sun Islands 
Wayon, NA/Sun Downtown 

03.1-3 
Corporate Tree B 

Sun Pleasures 
Sun Music 
Sun Merchandise 

03.4-6 
Corporate Tree C 

Sun Transport 
Sun Pharmaceuticals 
Sun Food & Beverages 

irsfe 
nn^- 

AM7/The Sun Years 
AD 3527-3539 
SUN/MU/SI "-- 

& pjd ft 

Sun - Entstehung. Erbe und Zukunft 

o G O P Q R 



The Akademische Mitteifungen': (Academic 

Announcements) is a publicator. of the Academy of 

Arts and Design in Stuttgart, Germany;The magazine is 

published once a year by two graphic design students: 

from the academy. I he content o! the magazine is always : 

based around one main theme. The seventh, issue of the 

magazine, designed by Dan. el Fritz and MaikStap el berg, 

was titled AM7’. I he theme running throughout this issue 
was corrnTTnntnartnn'-- 

The AM7 Sun Poster elaborates on 
an article written in the magazine caded 'Sun Years', which 

is a fictional story about Ovis being kidnapped after an 

alien race listened to his music which was on the golden 

record sent on a Voyage." probe in 1977.1 he poster, which 

measures 46?:4 x 32)4:0 m 85 x 835m-rl shows a - 

series of very elaborate and stylistic maps for the fictional 

world ‘Planet Roosta’ whose continents bear a striking. 

resemblance to a portrait of the King himself. . 

: The poster forms a total graphic, 
manual for Planet Roosta, showing everything from 

corporate colour palette and typeface to pharmaceutical 

end food packaging, and maps the entire infrastructur e 

of the civiliasation. It includes a revised map of the solar 

system; a world map; a map of Sun Islands focusing on 

their roads, waterways and cities; a map of Wayon, the 

capital of North Alacarecca: a map of Sun. the capital of 

Sun islands with a zoom in Son Downtown [Streetmap): 

and also a ferry map for Sun Island (shown below). : 
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Studio Sinutype 
Design MaikStapeiberg and Daniel Fritz 

Project ‘AM7/The Sun Years' 

1 

2 

3 

4 

5 

6 

| Klondike 

Kodiak Island I 4h>;- 
Elavil Island 

Sinutab Island 
tpi^iouilpoicfi i£yrv=,0iicicb 

Topography and Hydrography 

Unimac Island 

1000 to 2000 

Scale 1:1.000.000 [1cm = 10 km] 

A Sun Cyan grid unit Indicates 
a 45 km square. 

Atka Island 
oirwx 

National Parks 
and Recreation Areas 

For information about National Parks 
and Recreation Areas please contact 
the respective Parkland Organization. 

^ Muir Woods 

01.3 Sun Islands 
Ole Sun Islands bestehen aus den Inseln: Sun Island. Atka Island. 
Elavil Island. Kodiak Island, Unimac Island. 

A B C D E F G H I 



Shown here in more detail are: a revised map of the solar 

system; a world map; a map of Sun Islands focusing or. its 

roads, waterways and cities; a map of Wayon, the capital 

of North Alacarecca: a map of Sun; and the capital of:Sun 

Islands with a zoom-in Sun Downtown [Streetmap). 

ey of Sun Islands 

opulated Sites 

eographical Sites 

Nature 

StdllfttOc 
Soauort Basin 

Air-Cushion"’ r. 
Anivals have priority 
Ocparluraa give priority 

: 



Representation and space 
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Studio Sinutype 
Design Maik Stapelberg and Daniel Fritz 

F’roject AM7/Fite Exchange 



With the File Exchange, another project for AV17. 

Fritz and Stapelberg wanted to create a spontaneous, 

communicative event paying tribute to the concepts 
of mail art. They built a network of 14 graphic design 

groups from different countries and cities using mass 
media [Internet}, to ir.teract/coiiaborafe on. a given 

subject [what does communication mean to you?). 

thereby creating a collective-visual work in a 

unpredictable wav which-inthe final viewlng^l?ra?r~ 
surprising to the participants as it is to the viewer. 
Contributors to the File Exchange project included Norm 

Lahm. joergbauerdesign and Peter Stemmier (eboy). : 

IHEAn 
co you* 

Da haben wirs, was hab ich gesagt 
Da haben wir den Salat. 
Das muBte ja so kommen. 
Das war ja vorauszusehen. 

1 

m 
WKF' m 

01.1 
joergbauerdesign: jan maier 
Stuttgart, germany 

01.2 
eboy: peter stemmier 
new york, usa 

02.1 02.2 
norm: dimitri bruni, manuel krebs lahm: lutz eberle, andreas jung, marcus wichmann 
Zurich, Switzerland stuttgart, germany 



Representation and space 

060/061 

Design Lust 

Project Lust Map 



This map functions as a conceptual guide to the inner collection of words, a ratio of magnification, a virtual 
workings of the studio that designed it, Lust. It was created legend, a relative scale, an index of self-defined words 
as a nap to accompany two separate design projects; one 

Doing a study of the role of coincidence and association in 

graphic design, andthe other being the implementation 
of thfiSfi nrplptinn tn prrhit£>rti iro onrl i rrhori 

structures, the Golden Section, Fibonacci numbers, an 

intentionally brokenpiece of glass, a black square, and 

structures. According to the designers, the key elements 

of the.map which directly relate to the Lust design 

philosophy and methodology include an associative 

a pin up gin. 

S&F" 



Representation and space 

062/063 

Design. Browns 

Project 'C°' 
Photography iz... John Wildgoose 



Broduced :.n time forthe M.llenn.uni celebrations at the 

end of 1999, 'C°' is a beautifully produced book showing 

the work of the photographer John Wildgoose. The book 

follows the Greenwich Meridian as it passes through 

England, from Peacchavci: in the south in li install in the 

north,, he line, which represents the Prime Meridian of the 

world - 0° longitude - dictates that every place on earth is 

measured in terms of its distance east dr west of it. f ro:r. 

by that invisible man-made thread which circles the world. 

Images were taken directly north or south along the 0°line. 

Nothing was chosen for its particular beauty or ugliness, 

and nothing was shot for political reasons. The only arbiter 
Was the liner - • 







The dividing line between the map, the landscape and the 
narratives scored onto it by man can be very slim. Subject and 
object have ^tendency to intersect and fuse, each influencing 
the other. Before humans made maps they incised them on 
the landscape - both small signs and megamaps marking 
outterritoiy orhomestead,naming places anti objects and 
providing orientation. The handheld map, whether made of 
stone, papyrus or paper, comes much later. 

r Man-made marks on the landscape have 
large ambitions: they tell narratives of life and death and 
attempt to control and moderate nature. There are numerous 
examples of these megamappings at huge scale still in 
existence. The Egyptian necropolis plots the path to the 
underworid^the giant neolithic chalk figures in southern 
England proclaim fertility and virility; the intaglio geoglyphs 
(incised pictures) in Blythe, California, are barely visible 
from the ground but vast when seen from the air. Another 
example would be the extraordinary Nazca lines in Peru 
which are believed to be a model at a huge scale of the 
drainage from the Andes mountains into the Nazca desert, 
with ceremonial walkways travelled by the map’s makers 
to encourage the water down. 

We have our modern equivalents in art, 
architecture and engineering of people’s attempts to feel 
as large as the landscape they inhabit. The artist Christo 
wrapped in fabric (and remade) whole coastlines andz 
photographed them from the air. In the United States the 
National Survey and Land Acts have recreated the literal 
appearance of a map on the surface of the western states, 
marked out in the chequerboard landscape of 1-mile 
squares created by fields and roads that religiously follow 
the survey lines. This repetitious, hyper-rationalist grid 
deviates only to pass insurmountable natural obstacles 
such as rivers, canyons or mountain ranges. Here is a case 
of the mapmakers not merely recording the landscape, 
but subjugating it, however imperfectly. : 

The modern city, too, is subtly and not so 
subtly marked in many hundreds of ways by objects, signs: 
and symbols that exist only to map it and help us read the 
way. We insert small clues throughout the built environment 
to enable identification and orientation in cultural and 
geographical matters. Church spires and skyscrapers over¬ 
reach sight lines and provide orientation and locus; textured 
curbstones mark the boundary between road and walkway; 
signs identify buildings and their purpose or ownership; brass 
studs set into the pavement delineate property boundaries; 
viewpoints along major scutes relate goal to starting point; 
jand different districts are identified by their unique building 
types. These visual and textural cues are like a trail Seftby a 
pathfinder, clues to help us in our quest of navigation and 
exploration. We only register their importance where a city 
or suburb is visually homogenous, perhaps because - like 
Tokyo, for example - there are only one or two discernible 
historical layers, or because we are unfamiliar with the 
cultural signs of difference. The result is disorientation. 

Every city and every district contains key 
modes of outlet or entry, often subway stations or rail termini, 
portals at which orientation is a critical issue and which 
establish the city’s rhythm. Rational signage systems are 
built around these points, providing the text and directional 
markers that complete the inhabitable map. 

Signage is a complex subset of information 
design that combines architectural, graphic and industrial 
design skills with a cartographer’s understanding of theme. 
One signage system cannot serve every user. Some users 
may be visitors, With little knowledge of the city; others may 
be residents, familiar with the overall pattern but not the detail 
of certain districts. Some users will want to stay; others only 
want to leave. Some users may be travelling rapidly by car or 
bicycle, others by foot. Some users will be interested only in 
tourist sites, others in utilities like hospitals or transport. 
There are, clearly, only a limited number of themes, modes 
of passage and user goals that can be served by a single 
signage system before it overloads and collapses under its 
own weight 

Knowledge of a navigator’s identity, location and intention is the holy grail of 

signage designers but something that in reality they can make only crude 

assumptions about. 



Knowledge of a navigator’s identity, location 
and intention is the holy grail of signage designers but 
something that in reality they can make only crude assumptions 
about. If we were to make the ideal sign or map, we would 
know these things. And likewise, we would reintegrate the 
inhabitable three-dimensional landscape with the two- 
dimensional map so that they became one thing. 

Digital technology brings us much nearer to 
the reintegration of sign, map and landscape, in the form of 
the mobile phone. Third generation mobile technology is not 
only capable of downloading video and cartographic data, 
but it is also location-sensitive, knows the identity of the user, 
and may through customisation or personalisation know or 
infer specific intentions at any one point in time. 

Geographic Information Systems offer the 
potential to enable mobile phone users to interrogate objects, 
buildings - even people - or any selected thematic layer 
within the landscape (each will carry attribute data located 
at a specific logical address in the digital space that parallels 
its real address in the physical landscape), to push or pull 
information about events, services, times or offers at the user 
as well, of course, as acting as a traditional pictorial map. 

Digital production, reproduction and 
distribution has exciting (and dreadful) implications for 
the way we make and use maps, and for the effect on the 
landscape maps survey. 

First of all, we may no longer be using shared 
maps - as are the thousands of identical multiple-run printed 
maps - but ones that are unique to ourselves, with levels 
of access to information and control over the space of the 
city that varies according to all sorts of factors such as our 
personal selection, our credit card status, our phone company 
or our technical ability. Individuals may develop radically 
different viewpoints on the same location. 

Secondly, the digital map may also map 
its user (the map knows its own location) and so there is the 
obvious possibility that a map of map-readers can he created, 
shifting constantly in real time as the readers move about. 
Feedback effects can result, as the world that is mapped 
changes according to the action of individuals responding 
to the map. This happens in printed maps too, but more 
slowly (the guide book recommends a restaurant, which 
as a result becomes overcrowded and therefore undesirable). 

These feedback effects might create 
interesting and bizarre situations in a world in which we 
can survey, reproduce and distribute maps of the landscape 
instantaneously (mapping in real time). The flocking effect 
of in-car navigation systems, whereby the more cars that use 
the system and take similar congestion avoidance action, the 
more quickly alternative centres of congestion are created, 
is a prototypical example. 

Real time mapping (using the appropriate 
sensors) enables us to map many new classes of object 
including those (like map readers) that are impermanent 
and highly localised: goods for sale, in storage or transit, 
for example; vehicles on the road; events; discarded items; 
pollution; weather. Knowledge of these things will affect 
their properties and relationships with each other and us. 
One can envisage that the overall effect could be a massive 
acceleration of change and a huge concentration of power 
and therefore value in the map. St is worth remembering, then, 
that in the Renaissance a map cost the equivalent of many 
thousands of times what it does today. The real time, location- 
aware, identity-aware, intention-aware maps of tomorrow 
may be equally valuable to their users. 

Man-made marks on the landscape have 

large ambitions: they attempt to control and 

moderate nature. 
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German desiuuhixQmnggm^ 
aJEwmodjiiureeffecTive^ayltl^ 
ihfohnahQncxTnc^ 'mrnrrrty" 
l^-y^s_abeailQfAej£chmkigyiieRrlRri tn irni’TtRmfinrlr4' 
saygTOsrrfn 
ffitttLOuLdeslur.'is.fQr the-gnnineerinQ m'he avaiiahifinrrpriT— 
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teings are alwayfrarrhsimEff^ design" 

ZZ—This research-tool looks for infontiatinn 

iuitiO-daiahaseaijmm^ and displays' 

ilzieQmeii±ialJyJ!be dynamic mndetlllTTsTmtfishnth the- 
-cuaLmBhasedmalaiim swrfr?TriTRrl?raTirl " 

Jh^fih&mlioiinl^^ resTTlTs appear nnra7=r~ 

sM-but asTlaiai±uid53DJh£forrn of points in'a circle — 

i££QU^thEI5MI3l5£amllS^^ fnr infnTmmlTtrr 

3Efflii33ngnjQiiexample..altTt^^ 

ifaahsoiiniiaappBasms^oi^ a 

^toamlcxlalajiiapj£jaEfflsg on^he snrfane whiRh permit 

m-qgogsuiiieal orienTatiofl. TheiTotriIs7!l7]RRRrrn the search 

word contain a lot nf information about laparranrlfhe 

erne-distant ones lessJfa second word - 'museums' - 

js.entered at the edge nf the circle the points rearrange 

themselves dynamically. They move towards The word tn 

yvhii±LffiByare.mQSt closely related. The user can nnw ~~ 

IdhRara poinLin-morgdetail that is close tn the word 

mUselJiTisZiuLfelatively.far'frQJin Japan'. The information' 

ffigeatedJ/vhen one clicKsorTTfie pninttrrmsTTnrrn'lTea" 

mnseDTTrnf ethnology with Japanese exhibits: 

IQ Suntory Museum 
QSumnuiy 05% 

Den Mittelpunkt desEntvurfes 
bildet ein 48 m hohe, sich 
nach unten verjlingende Walze 
aus rostfreiem Stahl - ein 
fur Ando untypfeches Material 
in derein IMAX-KIno mit einem 
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0 Summary Q 23% 
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□ S Suntory Museum 

El Summary 

Den Mittelpunkt des Entv/urfes 

bildet ein 48 m hohe, sich 

nach unten verjungende Walze 

aus rostfreiem Stahl - ein 

fur Ando untypisches Material 

in derein IMAX-Kino mit einem 

spharischen Innenraum von 

32 m Durchmesser untergracht 

El Image 

0 URL 

□ 0 Corporate Architecture 

0 Summary 

Frank 0. Gehry hat das e in- 

ladendeVitra Design Museum, 

Zaha Hadid das dynamische 

Feuenvehrhaus,Tadao Ando das 

meditative Konferenzzentrum 

und Alvaro Siza eine feinge- 

gliederte Fabrik,die im Interesse 

der Gesamtuberbauung sehr 

zuriickhaItend ist,nealisiert. 
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ATELIER HSL IS 
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. tentoonstellingen en symposia 
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open voor ideeen en concepten 

’ van anderen. Atelier HSL ont- 
wikkelt activiteiten voor een 
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Taj Mahal/Agra Fort (India) 
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WORLD HERITAGE 

"With its majestic view, Grand Canyon is one oftheAmertcan landmark. The srte camesyouto the 
virtual trip * 

GRAND CANYON EXPLORER 
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Academic description re Emperor Qln Shihuang and his terracotta-made horses with pictures 

The Terracotta Arrpy of Emperor Qln Shihuang 
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"A monk visited eight sacred places for Buddhist, and writes up about the travel. Included here are 
topics about Buddha, Gandhi, and Taj Mahal." 

Road to Buddha 

•• 

WORLD HERITAGE 

Taj Mahal/Agra Fort (India) 
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Taj Mahal/Agra Fort (India) 
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WORLD H6RITRGE 

Chronological explanation about the events In ancient China enables you to grasp rather easily. 

Chronicles Ancient Chronicles 
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visitors to Newcastlonflmshiwt- - 

ItE^y^errdnsgmiESitE: 

IhamapplngtnfOTmstlon Is 

designed to reflect the direction of travel. The design 

team worked closely with illustrator Russell Bell to create 

ha simpHflfitlmap base, that Illustrates how the Qnayl Ink ~i 

svstc.T. connects key areas, dos*.nations and irnrspo- 
liDffiDdfiangesiiibB^tyratnwrff^ ~ 
jafiolegouirrey^ riding. 

QnasHnteimnsiisgsiHiiB^^ 

CHEEt 
puMflxansEDnzCliEtDand^ 

dec: 

IPilUilcL 
LipojifflmugtinDnhBiteslgrrpr^ 

Ride 

QuayLink 
and ESI QuayLink 

Bus guide and timetable 
from October 2005 

Discover 
Welcome to the horitage of Newcastle and 
Gateshead Quays. Whether you wont to explore 
the Quayside, take In the f Ino architecture on Grey 
Street or discover Newcastle's industrial past, this 
guide will help you make the most of your visit. 
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Central Library 
Open Monday to Friday 
930am to 7pm. Saturdays 
930am to 4pm. dosed 
Sundays. 

Central Station 3 mins 

The Mall Marlends 
Open Monday to Saturday 
8.30am to 6pm. Sundays 
1030am to S.SOpm. Late 
night Thursdays until 7pm. 

Bargate Monument 
Guided walks ol the Old 
Town Walls start here every 
Sunday 1030am. 

Barg ate Shopping Centre 
Open Monday to Saturday 
9am to 5.50pm. Sundays 
1030am to 9pm. Late night 
Thursdays until 7pm. 
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Footbridge 

WestQuay 
multi-storey 
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Welcome to Central Southampton. 
Whether you are here for business or pleasure, 
this map is designed to help you get around, 
find your destination and enjoy the culture, 
shops and nightlife of the city centre. 
We hope you enjoy your visit. 

The Tourist Information Centre Is 
located opposite the Civic Centre (C3) 
and provides a wide range of visitor 
information Including advice and 
details on attractions, events, maps, 
guides and transport services 
throughout Southampton and the 
wider area. An accommodation 
booking service Is also available. 

Visit the Centre at 9 Clvk Centre Road, 
opening hours are Monday to 
Saturday 930am to 5pm, Sundays 
and Bank Holidays 10am to 3.30pm. 

You can call the Tourist Information 
Centre on 023 8083 3333 or vlsltthelr 
website www.vlslt-southampton.co.uk 

For links to other Southampton 
websites and Information about the dty 
vi5itwww.dlscnversouthampton.co.uk 

Useful contacts_ 
Blue Funnel Cruises 023 8022 3278 
Central Library 023 8083 2664 
City Clipper bus 023 8068 23SS 
City Loop bus 023 8033 3442 
City-link bus 023 8059 S974 
First Travel Shoo 023 8022 48S4 
Hythe Ferry 023 8084 0722 
National Express^ 08705 806080 
National Rail 08457 48 49 50 
Police 08450 4S 45 4b 
Red Funnel Ferries 02380334010 
Shopmoblllty 
City 023 8063 1263 
WestQuay 023 80336828 
Solent Blue Line 1)23 8061 8233 
Southampton Airport 0870 040 0009 
Southampton 
City Council 023 8022 3855 
Tourist Information 023 8083 3333 
Travehne 0871200 22 33 
Walking Tours 023 8083 3333 
WestQuay 023 80631263 

About this map_ 
This map Is printed on Elemental 
Chlorine Free pulp obtained from 
sustainable forests. Please reuse, 
recycle or pass it on to a friend. 

If you would like more copies of 
the map, please contact Walking 
Distance on 023 8023 7654. 

Produced with the support of the 
European Regional Development 
Fund through interreg III B Northwest 
Europe Programme. Southampton 
Gty Council, Southampton City 
Centre Management, Southampton 
Partnership and South East England 
Development Agency. Designed 
by City ID, this map forms part of 
the Southampton Legible Gty 
wayfinding system. 

© Southampton Gty Council, 2007 

The City-link and City Loop bus 
services are free - principal stops are 
shown on the map above end on the 
reverse. The City Clipper connects you 
to central areas and destinations. 
For timetables and Information on all 
public transport call Travellne. 
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HEiiS 
Polygon 2 R5H Hospital 5 mins. 

Newtown Nleholstown 3 mins 

8® St Marys Stadium S mins 

Northam 8 mins 

fl it 

Togs R Us V 
Southampton 
Solent University 
East Park Terra c* campus 
Free entrance to Millais 
Gallery exhibitions. 

Southampton Cfty College 1 min 

\; Chapel 5 mins 
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Sheffield City Cm incil andlfs^mlnRrRi^firlTnTy- 

[QfQ.develnp a enricepT.and srrategy for a range nt ~~ 

products and services to help connect and reveal thp 
City of Sheffield ' " — 

—IhB.ConDecT^Sheffield cnnnepTpnTs 

the.ij.ser atihexentre of the design process ensuring that 
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Surrey Street 
Heart of the City 

Norfolk Street (or 

Peace Gardens, 

Millennium Square 

Howden House First Point 

Surrey Street (or 

Shopping Areas .. 

itrt/Hili ■ y 

ralhediai Quarter- 

DewnshteiQuatter 

Castle Square Supertram stop 
Towards Meadowhall Interchange, Halfway & Herdings Park 
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Eumj£LMan£EtefiBleslh^^ 
limlT^I?rbrrty7Tnmai^^ 

Qf.Londnn'aJaesL-knnwn arr and rtesig'n schools amtls— 
baklficicJiLvear in ttELondon InsTirnre'siflsttaiy^ 
BondJSlraeLjQjeffipMsiseili^^ 
WQrk..eadtlstud£D£s_CQff[a^^ 
Series of TGELcadslihEcuiQljQ]^^ 
douldiiaiumxiftai^^ whictrwas 
provided lo^dsitQi^asJJiey aTnyed. Those hagswpm 
aisaseoLoUt, shrink-wmppsdlas^^ft viRwtrrviTmtni^~ 

^ssdMBtB^apzgfla^srpadswRmiTferrsvaift^^ z 
.CQlle'ct.ion. TfigreT'^STTmToed for any gTfrpWnfTnTTTtTR 

wallsjxajaMogLiEiTMjCTTei^^ 
-da^JiKdoIsarLazhlfihall of thRmhihitinrrrtestgiTwas 

JjasedsmfiBTpTipffe hiiilfTfw^mmTrn^lrr^^ 
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Rijksakademie van 
beeldende kunsten 

Joiotn Allan ' Mark loin / Marla Samos ' Voal tarlana I 
lopa (aiaodie ' Mo iBOha ' Aolla 01 tlanoo ' Bibo / Miohool Blum ' 
Miriam Sohm f Ilona Bollvlnlk ' Mourloo Broiponnlng I 
Jaipor von don Brink r Mallhljt do Brul|no I liophono Oouohy ' 
Arthur Olomont Mlohaol Coombs / Istor Ivo Damon ' 
lobaitldn Dla> Moraloi Plolor Oobbollloon / Bophlo H. Irml / 
Bo|on fajlrlb / Mornlx Oootiont ' Botlkjo Jantion ' OhrUllono do Jong 
OPBBlBlovo Korooihkova ' Molndorl Koollnk t Kalrln Korlmonn / 
Oormalno Krulp / Palrlolo lorromboboro / Oullloumo loblon ' 
Oabrlol loilor / Kenny Maclood Monoll Mohor 1 Maygml Nokoiokl / 
Arkady Noionav l lore Nouho r David Nolrlnoi I Joni Nippon / 
'ohroilin dronli l prlnoo lawronoo oarl rongorl ll landra Roto Dlot / 
Jullko ludollut ; Pobooco Bokoun r Bajan Baroovlo / 
Marlko lehuurmon / Noba|ta ioili lobo / Monika lomowtko 
Jonnllor roe ' Ulltoi Undo / Polnaarl Vanhoo / Anook-OlBonno VlMor / 
Paler Voi ' Plo Worglui / Manlko Wleohowtka / Judllh Wlllemon 

SARPHATISTRAAT 

OPEN ATELIERS 2000 
RI|ksokad*ml* van bcvldond* kunsten 
Sarphatlstraat 470 
1018 OW Amsterdam 
t. 020.5270300 
t. 020,5270301 
lnloCrlJksakademle.nl 
www.rllksakademle.nl 

leVERDIEPING / FLOOR ! 
2C VERDIEPING / FLOOR 
3e VERDIEPING / FLOOR 
4® VERDIEPING 1 FLOOR 

i 
A 
t* 

mrOPMATIIOINTPUM 
INfOBMATION CtNIRE 

QAODIPOBI 
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□ DIAPPtSINTAtll 
SHOE SHOW 

*3 PS BUITIN 
OUTSIDE 

01 22 78 / Jeroen Allart 
12 25 31 79 / Mark Bain 

27 28 85 / Marla Barnas 
54 68 / Yael Bartana 

no prosonlollon / Sopo Bozgadz© 

08 60 / Mo Becha 
39 83 84 / Anita Di Blanco 
59 63 84 / Bibo 
56 78 84 / Michael Blum 
63 64 66 / Miriam Bohm 
03 29 30 / liana Boltvlnlk 
22 32 63 / Maurice Braspennlng 

55 82 / Jasper van den Brink 
69 / MatthIJs de BruIJne 

23 82 / Stephane Cauchy 
72 / Arthur Clemens 

51 52 / Michael Coombs 
50 84 / Ester Eva Daman 

26 37 77 / Sebastldn Diaz Morales 
11 63 / Pieter Dobbelsteen 

18 / Sophie H. Ernst 
24 43 58 / Bojan Fajfric 

22 46 / Marnlx Goossens 
43 74 / Boukje Janssen 

13 / Chrlstlane de Jong 
09 43 61 84 / Desslslava Karoushkova 

38 82 / Meindert Koellnk 
57 77 / Katrln Korfmann 

21 / Germaine Krulp 
26 67 71 77 / Patricio Larrambebere 
43 64 65 70 / Guillaume Leblon 

75 / Gabriel Lester 
40 63 / Kenny Macleod 
41 42 / Monall Meher 

48 77 84 / Mayuml Nakazaki 
44 78 84 / Arkady Nasonov 

43 45 47 78 / Tero Nauha 
60 / David Nelrlngs 

04 20 / Jens Nippert 
05 06 35 78 / Fahrettln Orenll 

53 82 / prince lawrence carl rengert II 
22 76 / Sandra Rosa Dias 

62 / Jullka Rudelius 
34 77 / Rebecca Sakoun 

15 / Bojan Sarcevlc 
17 / Marlke Schuurijian 

33 86 / Nebojsa Serld Soba 
80 81 / Monika Sosnowska 

10 / Jennifer Tee 
14 / Ulises Undo 

19 78 / Relnaart Vanhoe 
02 07 / Anook-Cldonne Visser 
22 73 / Peter Vos 

16 / Pla Werglus 
22 36 78 / Monika Wiechowska 

49 / Judith Wltteman 

£ KOMII.IRIS.IPOOOJIS, ITC. 
COFFEE. SOFTDRINKS, SANDWICHES, ETC, E INOANO 

ENTRANCE 



Ib&fijjksa&dEri^^ — 

femistsmsmlnErfliE^^ 
nature of the building, a major complaint in previous years 

ItofedsinrnniissziriEt^^ 
mresdlnlTisiitailnn^^ 
graphic elerngnG]flted2^^— 
was therefore designed which led the public around the 
MdinniiirggflmthP'st^^— 
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EaeB£Lwilb..Lhu lask of producing graphics for an exhibition'" system to h^lp qi lirte'theyiewerthmi igh rh^rtahyrirm-r" 
atlhaVietona & Albert MiJSbuli].IV(S^Ti1TLQridQrrFl'OKT nfT^htblttnrfTnnmsTirirt^— 
D&sign created a concept that emtxidifidJaaLliaiQaQJiiaiiirrThgTbe^— 
a-b^QabQDALsygsmihatimilm^ faitysterTn-mrin^^ 
--—-; Tl^xhihiil^ permanent paTrenmnThe appropriate warrrrfhe red line-atsn- 
display ahfclad&wiihjaojntempaaixaii^aiflJbEMi^^ — 
wareiioi eoofinadiaiusnmeizMQiCKainsafflrm^^— 
ttimuahQutttifi,entiremnEmm;.AstrQniiiiagi:gatiQnal-hfi^nmingrTrrniA7h?^?^.... 
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MoAuadiajsaas^^ - 
Hlld-ltlB^lliiIlIlQJllDZ5gtl3]^tlli]Sg3^17t5CTgtrsei^hTf^r^ — 

gmptiicszinsLm^^jaiiinainHtk~TrrfrrrTn — 
daia^tnsgisaisjuQcl^^ - 
MEaszJfeaiiaEGingiin^^ 
liiiMiJMSuiiiLdesjgii^^ - 
mnteapiBnEgtn^^— 

otTTTunntrara^ — 

visualise tlre^XEmaifcniTwtT^^ 

IteiamiinissiimsDgarTiH^ - 
JssnltsiiEihBiEsearohrfgc^— 
sszniESiiiliDllable''aTT(J^^ 
iteiteaiBisEpmptelcr^^ 

lanililjBnipgttHnceT^^ 

iKtrffte carpmrim5[Fes~9a%rx~^^— 

UNKNOWN RISK. NEW. DELAYED EFFECT 
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RISK PERCEPTIONS 
IMPORTANCE Of ACCIDENTS 
At SlONALS TO SOCIETY 
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TO REDUCE RISK 

RESEARCH AND COGNITIVE MAP 
BY PAUL SUJVIC 09ff) 

REDRAWN ST LUST C?000) 
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IMieaJgaienADdeisnrmas^^- 

grHpMis^ias^MccssiHiranrtrr^ 

lmlaodj^allea^apn^^ beerrme— 

mOffi^rUnstallatiOTTlhan just menu eovprrdesign^rira 
piece-recessertimgiineiA/allT^^— 
AndMSonJiKAas^aasningpstrirev^ — 
Belfast telephtmzfmiDnrthgiTP^^ 
QfiyDagmpfil&jJaiain^ 

map. This raDdon4jacsm5nrrr^-7 
iflleo5slinalD5ian££si3f^^ — 

wherejiDeitajxofteDiettt snmemprtiysg— 
GpliEonrasmEZEfiEappBaTarit^rn^^— 

itmilia^Teatetf^iatk^ pornr-" 

tesomejiiure observanrdlners. Otherelemenrernf 

Anderson'S design inducted a lehtieularwatl pieee; 

JnouDEd'atiTMrtlTel’iar, called 1\/tnnrmirr1%n^ 

Mademp^Df map reference pointstrnjTrgfrpntnTS Tn fhe~ 

imnoiainssmtindtselit^^^ 

CTties around the world, thspIt^ernfeTtrerp^nn ~ 

^azejaounBin:peopleunrims?^?ntteyalway 
see what is on the other side?1... 
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Design Integral RaedrBaur et Associfis. 
Pmjent-ParcretlVtasee Archfeotogique de Katkrtese 
Photography 'Eva Kubinyi 
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This.archedngicahiiiisHuiDis located ot a .slIawhpjelBB—Z_as_faoth a parhwayTinrtprTtir^nTtTTna^igTTarj^Ry^TFmT 
'■Germana-beat Th.e~Rnmans-.il Tries T£Lretrac£.The haTTfe-leading thevisiTor through the different [Tarts nfThe 
iisinglargeironplatesinstrillf^rl in.thenrniind nrTwhich Tauseiim ThetypngraphyrTnthe'stefTstsTatsedend 
inscriptions in I atin and German explainlhe course of IZsetiiin hiTmappertfnnt all in i ipperr;as?Pwnrking~as 
RventsHTjEapavilions, consTriicred from corrugated-ZaxmimeihaiancfitnthprrTTsfhry nfthp mTissiim As the 

.iron,.connect this event to the contemporary world-imrus-untrenTorl, thtrsi irfacets gradi lallyTsmftfirfHy 
xhrongiithe expression oLsonsafTohs such ns-secingTZZZIZIIlGelele^^ panels tn yvnTtrirrtwmnny 
hearing.and understandinn. The laroe.ir.on slobs work ~ wiTh~tfTe~Rtirmi inding nati ire~ 
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Project 
Photography 

—InrfigrarRfifirti Raur or Assneias 
Centro Pompldoi rP^rifi 
Rlaise Ariilnn 



f TMslirnag.a.sysla^^ 
[ CrfntosrfjSQEoesJ^ is hased nmtifl idea 

[ Qf.'.spatiaTexplQsirfnLQldDfQjjm^^ 
[ iaa^ingle-siguage panetSignage. in this case, egnats 

t sd£MgraphvJIkmcen[rationsT)fWird,s apfreatinglri 

j different laimiaausjetqirBssTtTCtiW^ 

[ multi-culturatTsm present atTherfentre Pnmpidnn- 

: The signage system works nn 
yarioussnrfaces andnnn-surfacesT'incliiding fretrfy- 
.SuspendedjndmlypograirfTtcitlementsTTTrTdt^^ 
tMniWR~nyerpriritPd in numerous cTttnnrrrwifh the same" 
Mird.in varims.langnagesrfTbeiTi^^^of the systfiirr 
jSjao£BfsnBmyaDdjniJd.ediacytThe interacftonfiefwserr 
-surfaces and the operLspaees all helps to hi iild on the ~~ 
graphic intensity ' - 
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Atelier Brancusi 
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QnbaS0£! ^Iax)l:ic and a:iist Fcior izzriEiEBngimnmgrg^itenTri^ 
Aeidatsinisgcis^QfflflissiQnfiddaprodiinEiiiiffln^^ 

aP.eriin^.f.^^~>iaQn ^thfiSLliiciaiMDgEinnjsfizizzziiiiglarglzHiEqia^ 

pppQ^fl^h^dSS^faifllSElfjMltlttl^SlafidZZZIZ^ 
woad&[i|Ztli^ziziirLg^ frsjwnfirrrnrrrr^ 

^/fiCe^Eijflflidjeie^iLieir useSTapgingliiiiiiarMigiasjM^^szziiiLneyEsg^^ mrrtTTttrfaTrrrr]- 
^ ■kuitfllflQ-tKipSSS.—ZZZULsIanTfers anrtTni irisiyT7TWi?TPS~TlTCir nwn~5fTTT7H5 
As fie was keen IT) pfodunfijLwocfcsf.ai l that resp'ondsfl arQundltT^gTffrsngfi intffn7?winiT?rir^^- 
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Design ~ TtreKitchen ... 
Prnjent -tteeaTrclutrsignage system 



systeTrTtnrpeof^^ 
narrrrnT'SRR? That wasrftFn 

csnsnttaTr^iaeJ^heniwf^^ 
cmamslgmgesvsmrrras^ma^^^ 
QCMrnmiejOfJJieJ^ music venrieymri 
ar^fWiiTyTTf'mHT^^ 

The Kirohnn atteffipTeri trntRvlsjr~ 

I^Il^anElsarfi^pltrlTT.half along" 

ISZagapptieclTn the sign, bill this informal ibn was printerl; 

[EffiEC 
3n^Mattig33IfftsSun3aiicffi2t352fflEnMSE3LisiEE35nsi 

gSpIBmiflaiwasagTRRTmiriRri as7TnsmniR7wnTl<tn7j~att~ 

witLa^RmnagQlnarehnsRn forearm nfthR'rnirt^^rnlriiTrir 

proved IQ be sjcccssIj! among tiio partially Sgfsled. . 
_whooroable to read printed texras well as braille. 

^ZIZZrr~~~ The .system has proved tn he highly 
Zl5ucSB55lnM!^mmb.erQftt^paneLsl7eing 'liberated' 
I_inlbeweeks after the new venne opened: 
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Qpstgrr-f^irytO, MetaDesiQn London and PSD:Fitch 
ProjftCT ' Bristol Legate City . .. 

Welcome to Bristol 

BruSol Cathedral 
fc»tcJ Wppodrom* 
Irttd Industrial Museum 
(r»tclOUVk 
Imttl loo liirtm 
Bus ft Coach Station 

w» . 
(t 

IS I 
K7 ; 
MS >1 w 

CjmfiJ ObuijrJ 
Centr jl library 
Christmas Steps 
Oty Museum ft Aft Gallery 
City of Bristol College 
Clifton Suspension Bridge 
Colston Mall 
Commonwealth Museum 
Com Enchange 

Council House 
CREATE Centre 
Crown Court 
Erptoreg) Bristol 
Galleries Shopping Centre 
Georgian House 
IMAX Theatre g> Bristol 
lot* Wesley s Chapel 
Magistrates’ Court 

HS 
B7 

M3 
GS K6 
M3 
IG 

Maritime Heritage Centre 
Police Station 
Red Lodge 
Register Office 
RWA Art Gallery 
Shopmobility 
ss Great Britain 
St George's Bristol 
St. Mary RedcGffe 

F7 
M3 
H4 
P3 EJ 
N4 K 
G4 
N7 

SL Nicholas Markets 
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Sandra Nicdcrsberg 

Information 

By teaching the simple facts of the shape, size and position 
of a country relative to all the others, the political map of the 
world has become intrinsic to our sense of national identity. 
When I was growing up, in Britain in the mid-1960s, our school 
maps portrayed the British Isles (we just called it ‘England’) 
sitting comfortably and naturally at the exact longitudinal 
centre of a flat world, north at the top and south at the bottom, 
the country subtly and significantly exaggerated in size by the 
Mercator projection and coloured prettily in pink. We learnt 
from the beginning that this was the natural way of things. 

A lot of the rest of the world was pink, too: 
these were the twilight years of the British Empire. The map 
was probably 20 years old by then and its representation 
of demi-global dominion in superabundant pinkness had 
already been made obsolete by national liberation movements 
across Africa, the Mediterranean, Arabia, India, East Asia 
and the Caribbean. But it wasn’t easy for a school geography 
department to keep up with the winds of change and so we 
clung to the fiction of empire. 

The real use of this map, like most maps, 
was “to possess and to claim, to legitimate and to name”J, 
in this case the assertion by the British state of sovereignty 
over itself and a large portion of the world, and the expression 
of the singular point of view that England lay at the centre 
of everything. 

In the 35 years since I was at junior school 
ideas about possession and sovereignty have altered, possibly 
faster than maps have. The political map of the world has been 
redrawn, of course, with the creation within the former Soviet 
and Yugoslav Republics of nineteen new nation states and the 
destruction of one (the GDR). These are the kinds of absolute 
changes that conventional maps excel at: the transformation 
of political boundaries - lines on the ground - or of names, 
or of regimes. Rights were being reasserted in eastern 
Europe and Russia, but elsewhere national boundaries were 
becoming confused. The more interesting and subtle changes 
- for society and for cartography - have been those arising 
out of the integration of world trade, communications, politics, 
culture and population, and the diminishing importance 
of national political boundaries. 

The inexorable progress of globalisation 
is a challenge to mapmakers. How do we define, in 
cartographic terms, contemporary political relations, or 
ideas about nearness and remoteness, relative size and 
wealth in a world where political alignment is multi-layered 
and distance is measured in air miles and bits per second. 
Harder still, how do we represent within a figurative 
geographical construct what it is to be British, Japanese, 
Nigerian or Turkish and how each nation fits within the 
world, when we each live, either in a literal orntretaphorical 
sense, everywhere? 

The inadequacy of the one-dimensional 
identity and the singular point of view described by a national 
boundary (and national colour, flag, anthem, bird...) should 
be self-evident, although like a school geography department 
we cling to old truths. Western topographical conventions are 
fixated on physical space, not just for the needs of navigation 
but also because they are rooted in asserting property 
relations - rights of ownership - and therefore the accurate 
description and allocation of territories (private or state) 
is paramount. Space, however, is increasingly distorted by 
the wealth or continuity of communications or by cultural 
influence and integration (who needs to be in California 
when Starbucks is round every corner?). Also, the assertion 
of absolute rights of ownership has relatively less meaning 
than access to goods and services (or to certain rights and 
privileges that in the modern world supersede citizenship: 
those accruing from educational qualifications, wealth or 
trading block membership). The possession of physical space 
and the representation of ‘real’ physical distance (and even 
navigation across it) has relatively less meaning than newer, 
more complex equations of proximity or privilege. 

How do we define, in cartographic terms, ideas about nearness and remoteness, relative size 

and wealth in a world where distance is measured in air miles and bits per second? 



lake Britain as an example of a vague, 
ambiguous and unresolved political state. There is a ghostly 
fragment of Empire in the Commonwealth and in dominion' 
over Northern Ireland and diminutive offshore redoubts like 
the Turks and Caicos islands. There is a degree of internal 
fragmentation expressed in its one ‘parliament’ - British - 
and three ‘assemblies’ - Scottish, Welsh and Northern Irish. 
Britain’s principal legal and economic policies are subject to 
those of the European Union, of which it is a leading member. 
However Britain remains outside the common currency 
Eurozone, and is semi-detached from the Schengen Agreement 
that defines border controls and police cooperation within the 
EU, dictating the all-important policy of who to let in and who 
to shut out. Other aspects of national sovereignty are 
influenced by membership of bodies such as Nato (defence 
policy) and the World Trade Organisation, (which defines tight 
parameters within which the economic and trade policies of 
its member states can flex). 

Now take into account Britain’s eclectic 
ethnic, cultural or linguistic traditions, or its central position 
within the global networked sub-economy in which a 
substantial minority of its citizens participate, in highly 
mobile supranational industries such as finance, media, 
software, oil and professional consulting. In the light of 
these multiple layers (and multiple maps?) what constitutes 
‘Britain’ and ‘Britishness’ evidently still matters but has 
lost its old crispness. 

^Remapping a world in which global and 
national space/time co-exist requires a radical new approach, 
that allows topographical and topological representations to 
co-exist. Showing the True’ proximity of one place to another 
in a jet-turbined, video-conferenced and internet-enabled 
world requires a similarly multi-dimensional understanding 
of space and time, logical and physical. For example, if we 
measured distance by the duration, availability and price of air 
travel between two locations, rather than miles or kilometres, 
London would be very much ‘nearer’ to New York thanto, 
say, Athens; or we could measure connectivity not by roads, 
railways or shipping lanes - as my mid-1980s atlas did - but 
by the number of Internet users and ISPs, or the price of voice 
telephony, the number of mobile users per population, the 
connection speed and miles of optical fibre, the number of 
television stations. 

Denis Wood, ibid. 

z'Obbis Terra rum, 

Ways of Worldmaking, 

cartography and 

{ Contemporary Art', 

ed. King and Brayer, 

Ludion Press, Ghent/ 

Amsterdam 2000 

Such a map of proximity and connectivity 
would reveal a chain of massively connected global cities 
girdling the earth: in Europe - London, Paris and Frankfurt; 
In the Middle East - Dubai; in the Far East - Kuala Lumpur, 
Singapore, Hong Kong, Shanghai, Tokyo, Sydney; in the 
Americas - Sao Paolo, San Francisco, New York. Huge 
swathes of the world - predominantly but not exclusively 
in Africa and Asia - would be seen to he almost entirely 
disconnected from this hyper-concentration of activities 
and resources. 

“The new networked sub-economy of 
the global city occupies a strategic geography that is partly 
deterritoriafised, cuts across borders, and connects a variety 
of points on the globe. It occupies only a fraction of its local 
setting, its boundaries are not those of the city where it is 
partly located, nor those of the ‘neighbourhood?’2 

Where are the boundaries located, in a 
world in which the power of a non-government organisation 
(say Greenpeace), a media network (CNN) and a global 
corporation (Shell) are as significant in shaping environmental 
policy as a national government? 

The boundaries lie in multiple dimensions, 
and not merely along national borders. They cross the 
routes of cross-border migration and encircle linguistic 
concentrations; they plot the activities of global corporations 
and their influence on our food, entertainment and health; 
they pinpoint the hotspots of international crime; they lie 
around trade zones and regions (or philosophies) of political 
alignment; they follow the contour lines of equal wealth, 
education, skills or connectivity; they are intersected and 
overlaid by specialised human activities (such as finance 
or media) or key nodal points of physical or digital exchange 
(Heathrow Airport, Wall Street, Dubai Internet City, the golf 
course at Palm Springs). 

Our sense of place and position, and our 
understanding of the relations between things, their 
dimensions and attributes (true or false), is forged and 
reinforced by their representation on the map. By making 
these new facts visible, and revealing the coincidence of 
logical and physical objects or the rapid oscillation and 
contradiction between global and local points of view, 
then we should have a better map. 
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This book, documenting the architectural projects found 

in The Hague, was designed by Dutch design consultancy 

Lust. The photography, by Guus Rijven, is careful to show 

colours. These colours are combined with an alphabetic 

'numbering' system, which runs from Ato J. Therefore, 

not only the facades and spaces of the buildings, but also 

the architecture in context - peopled by those who live 
and work in the buildings. 

comprised of the section letter and colour. On the 

inside of the dust jacket, several maps of The Hague are 

The design of the book is based on 
a classification system which helps to guide the reader 

through several layers of information throughout the 

book. The ten chapters, each covering a different genre 

of architectural planning, are represented by specific 

Thus a cluster of green numbers on the map reveals, in an 

intuitive way, that that part of the city is mainly residential. 
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[ to celebration of. Architecture-Day in KnUanfLaaet of maps whicfigi.ves.The matrix of each mapnTnrriqnc ‘minor 

were published to describe cycling tours of the special Zfingerprint'. The ‘fingerprint' of each matrix is then used 

architectural projects builtin the 'vinex' communities of as the cover panel for its respective map. All three 

The Hague [public lands set aside by the government fingerprints stacked on top of each other then form 
of the Netherlands for suburban growth], A matrix was the never for the whole piece 

designed as an index to help users quickly find either the 

streets where projects are located, or the architects who 

built them. The street names form the y-axis and the 

architects' names form the x-axis. Each architect is given 

a colour, thereby making it simple to spot an architect and 

their projects on the map. The colour scheme of the matrix 

is defined by the alphabetical order of the street names, 



Information and space 

122/123 
4 

Design Bibtiotheque 
Project Intersections 

Daljit Godber 

Richard Downs 
/ y 

Nico Altmann 

Heather Bat 

Frans Williams 

John Martin 

/ 
Chris Seymour 

Clive Vulkan Christoph Mye 

Intersections 

Allan Sands 
i / 

Andy Macdonald 

Austin Johansson 
David Singh 

Johnny Grinyer 

Peter Cr 

Jeremy Boninge 

/ Gillian Saville 
Richard Ellwood 
ster / Sarah Bishop 

John Germande 

■(. " Deyan Eisermann 

James Kester 

Jonathan GhochinovN 

. • Tim Richardsp 

Durrell Mavnard "• X 

iichard Sudjic 

David Woudhuysen 

lain Shed 

Vicky Brown 

1 l 
Ignacio Thackara 



The theme of the 2007 Intersection conference was :: in the conference are mixed up - Peter Saville and Gillian 
to explore what designers need to know for the future. Crampton-Smith become Peter Crampton-Smith and 
The conference featured over 30 speakers from the worlds . Gillian Saville. To highlight this, the mixed-up names are 
of product design, graphics, new media, industrial design, . displayed in green and blue with.a network of connecting 
education and the media, and the conference was keen lines, allowing the reader to navigate back to the correct 
to promote lively debate between these key speakers. first and last name. The poster acts as a map, showing 

The accompanying A5 [5% x 8%oin] potential routes of interaction that may take place 
leaflet, which unfolds to a large A1 (23% x 33’.'..in) poster during the event between different individuals, 
printed in green, blue and black on thin Bible paper, clearly 
conveys the ‘interaction’ message of the conference. On 
the poster side, the first and last names of the key speakers 
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London Connections - 



maps printed onto translucent paper allowing the 
different levels to be over-laid to show further associations. 
. . Each mapuses the geography 

of London as its framework, reduced to a symbolic 
representation of the river Ihatnes. tach person is 

represented by a dot and their name, the position of 
wh.ch. corresponds to where they live. All the co-ordinate 
dots appear on every map, but a person's name only 
appears if they have a connection on that particular 
map. Each map shows different statistics for different 
situations, such as living, home, work, institutions, school, 

jaeetlngpoints andmon. with colour coding used to 

.revealfurther levels of information: — 

people are connected to each other through a maximum 

nfslxlEEndEQrsiSQclaies^ssiiniliigi&aEsze^naeL: 

are enough for the six billion people living on the earth. 
_UaiogjaisJnformatioTi as arr 

11 luiu i uLwuoruuui y i i lajjjjuu ai iu ai laiyocu __ 

thsaaysbsmHdElnendsiOTda^ 

The research was exlei’.ded to ticlude interviews vv:th. . 

each contact which formed a book. With the information 

trEAX235antz 
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Project Metropolitan World Atlas 

oio publishers 

Tokyo-Yokohama Japar 

' ' ' * Ouij 

MET CNT OIL DRV PAX CRG TEL 

1 9+10 10+2517+255+30 5+23 6 

Elevation (m) 8 

Population 

Inhabitants 2000 
demojraobia.com 

Metropolitan development 

Vear 1065 
Total metropolitan inhabitants 21,017,000 
Inhabitants in metropolitan cote 8,893,000 
Coro share <42.3% 
Inhabitants in metropolitan periphery 12,124,000 
Periphery share 

Employment 

57.7% 
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Economy 

Average Income per capita CO 30,129 
Grow regional product per capita (O 35,052 
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Hospital beds per 100.000 Inhabitants 
Average life expectancy at birth 

Crime 
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Metropolitan density 
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Residential density 

Year 1985 
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Residential area {Irm’) 2,819 
Residential density (inhabltonts/km’) 9,022 
dorrragi.ypi-na.com 

2000 
33.190,000 

8.130,000 
24.5% 

25,060.000 
75.5% 

Change in density .1970-10901 
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Change in area ChmO 
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cbo traffic and transport 

222.4 Public transport market share 
4.2% Private vehicle market share 

7,975,000 Average commuting time (minutes) 
34.5% oubtcpuiocsc : .••■n. 1000. •imweekM 

35.859 

Road use • Average road speed (km,'hour) 
Vehicle density (vehicle km/km’) 
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2.664 
3,876 

49.0% 
51,0% 

24.5 
73,795 

Railway use 

Passenger density (passer.gur km/km) 143,292 
Rail vehicle density (vehicle km/km7) 1,021,163 
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Average January temperature CCI 
Average July temperature fC) 
wselbertrase com 

Pollution 

NOX (tonrves'km3) 45.9 
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The Metropolitan World Atlas documents a total of 101 

1 metropolises and analyses them through a combination 

of same-scale ground plans and statistics, with categories 

i ranging from population density and data traffic to air pollution. 

In o.-derfo: readers ;c understand the 
information intuitively, a system of orange dots was 

i introduced, varying in sizeito represent visually how a given 

1 city compares to others in any category. World data maps 

of these statistics offer additional visual comparisons. 

‘ The book is printed in five colours, including metallic 

I blue and Day-Glo orange, with a tinted varnish. 
t -- 

The world’s 50 largest cities 

Commuting time 
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l3 Map 

I3: FROM SCIENCE FICTION 



LEGEND 

71 

whether geographically or conceptually, 'lo map the 

represent,ng the world was used which was then 

deconstructed to reveal the existing and virtual 

connections of the corresponding-projects. Themap, 

.although certainly informative in nature, also reveals the 

'virtual' or 'experimental' aspect of each project. As well 

as hinting ante name of the programme, the choice of 

the cube was also a conceptual necessity since it afforded 

multiple geometries in which to visualise the connections. 

I his map was.designed by Lust for the Werkplaats 

Typografie, Arnhem, Holland. 
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Nick Bell Design: 

'Los! and Found' exhibit 



Met ranwftTanwirgtiiraiiKi . ,,uo iiukou u> u.c British Council to create a Koinan, Herr.ish and Dutch liver names all forinri in 

piece of work for an exhibition in Belgium, titled '1 ost and England and Wales are testament to a rich and varied 
^PDflE33adfisifln£clSffi5Di^-triornr ■ ~ri- --- —-1—*-— 

which uses typography to show the wettest and driest-that, “despit 

parts of England and Wales, and simultaneously explores ~ isolationists 
the influence of ..nvaders and immigrants on tire language 

Screenprii'tcd onto paper damask banqueting ••o'! Is a list 
of r.early all the rivers that drain off Britan to the north 

south, east and west. When the work w; 

in the gallery refectory); inviting visions to comment on 
what they had scon 
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To highlight Hoek van Holland [Hook of Holland) as the 

beach & water recreation area' of Rotterdam during 2001, 

the year the city was European cultural capital, a map was 

published which revealed the many facets of Hoek van 

Holland: historical, economic, industrial, residential, 

maritime, recreational, and so on. A two-metre-long [69/j6ft) 

sheet was needed to cover the broad range of information 

presented in the map. To keep the map convenient and 

easy to use despite its size, a useful folding system was 

devised that eliminated the trouble of having to continually 

fold and re-fold the map to see the necessary information. 

As a result, the map can actually be used as four maps, 

each giving a greater level of detail than the one that 

follows it: Hoek van Holland, the North Sea, Europe 

and the world. Each folded variant shows information 

pertaining to that specific area, as well as showing the 

relation to the bigger area around it. A special projection 

of the world was also designed that placed Hoek van 

Holland in the middle of the map. On the other side of the 

map, the tidal and lunar information of Hoek van Holland 

is given for a complete year. Full moon is represented by 

a solid blue, while the new moon is represented by a ten 

per cent shading of the same blue. The stages of the moon 

in between are shown by increasing the percentage of 

blue. Seen as a whole, the function system symbolises 
the ebb and flow of the tides. 

- The map also records the position of 
site-specific art installations created for Hoek van Holland, 

providing another point of contact between the user of the 
map and the area. 
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LOS ANGELES+9 

MEXICO CITY +25 

LONDON*6 

ISTANBUL+17 

CAIRO+23 
TOKYO *3 

. SHANGHAI +31 
MUMBAI +42 

SAO PAULO +25 
URBAN GROWTH: PEOPLE PER HOUR 



This exhibition was developed from a show at the Venice 

Architecture Biennale in 2006 by the Tate curatorial team, : 

in association with Professor Richard Burdett and his team 

at the London School of Economics (LSE), and with 

Pentagram providing art direction throughout. 

- size, speed, form, density and diversity - and their effects 

on 10 major urban centres: Cairo, Istanbul, Johannesburg, 

London, Los Angeles. Mexico City, Mumbai, Sao Paulo, 

Shanghai and Tokyo. The.exhibition places comparative 

socio-economic and geographic data alongside video 

and photography by 20 artists and architects and specially 

commissioned London-inspired work by Nigei Coates, 

Zaha Hadid and Patrick Schumacher, Fritz Haeg, 

Rem Koolhaas, Nils Norman and Richard Wentworth. 

Pentagram collaborated with 
academics from the LSE to produce the information 

graphics, which form the core of the ground floor of 

the exhibition, establishing an interchange between 

the LSE’s city data and the work of artists and architects. 

Bold typographic statements complement clear 

information graphics and restrained graphic language 

communicates key facts that add context to the artwork. 
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Projection .BvffiaxiDTiTO^ 

mathematician, designer and engineer Buckminster 

Fuller, tltis systein allows the map to he cut out and folded 

to form a three-dimensional globe. The MetaMap was 

developed by Mute magazine and is concerned with 

global surveillance and privacy. Various colour coded, 

informatimizones are set up around the edge oftherrmjr^ 

Publishers, Independent Media and Open Infrastructures. 

Each zone has a numbered list of locations with U RLs 

ztoBlBvanrweb sites amt brief tieficnpiinnscif each siterr 

The number and colour of each entry is also reproduced 

O!'. th.e map !o shew the global pcs.tiou. Pie :r.ap also::: 

contains information about radar listening stations 

_apd.satellites~.. " ~~ : 

DLY Education, Privacy and Free Speech Campaigning, 

{•Dimensions 
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Design Lust 

Project Kern DH Map 



Architecture 2000', shows a number of year rings' 

that represent the periods of important growth and 

development of the city of The Hague. It features a giant 

satellite photograph of the downtown area. The map. 

includes an extended index, showing the growth in 

'structure1 and 'mass' of every period, and covers in text 

and images the most interesting architectural projects 

and urban development. A colour scheme was designed 

which assisted in the mapping of these architectural 

projects in terms of location, the period of their 

development, and their relationship to the growth 
in structure and mass. 
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Design Spin 
Project::::: ~~ RecommenderfDaily IntakepnsTer 



20 designers and image makers were asked to design 

a poster based on the theme of Design makes me sick, 

design makes me wel;. des.gn makes ms complete', 
Dfgams^iQgJMDEmn^iirfordtre Rnv Castio t. mg ’ - 
Cancer Foundation. 

recommended daily intake’ of various vitamins and 
minerals, and charts the recommended m imhor nf 

miitigrams required. Printed in yellow and black, the 

poster graphically pulls out information from each of 

the food supplements in the mariner of a periodic 

<ing poster. 

'-H- 
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Studio Sinutype 

Design. Maik Stapelberg and Daniel Fritz 

Project. AM7/Die Deutsche FlugsicherungFrankfurst/Langen 

UNCOORDINR-ED 

REU SPB421 HR6 

EXP EJGSSP m 
0854 190 

EE3 

ERM 
04 

R710S 

Esa 

Informationen zum Radarbild: 

[A] [B] [CJ [F] [F] 

'DLH9765 POL ' RMB 

062 25 020 9 018 8 
[D] [E] 

RUY C FLOW 00 

9P51648 PSP 092? 200 R7521 [A] Positions-Marker des jeweiligen [D] Angabe der Flughohe in FuB. 
0LH2223 PSP 0926 20e A3627 Flugzeugs. 062 = 6200 ft/1360 m. 
0RL4262 PSP 092S 200 P362S 
PFRS615 RPKIS 0920 230 R5134 IB] ICAO-Code des luftfahrzeugs, tE] Angabe der Geschwindigkeit in 
0LH3327 PNORP 0S20 230 R2271 d h. DLH = Deutsche Lufthansa. Knoten. 25 = 250 kts/463 km/h. 
PFRS368 PBDKB 0919 170 P0646 
DL-3156 LONLI 0917 240 P0674 [C] Die Flugnummer wird fur jeden [F] Kurzel fur andere Luftfahrzeuge. 
DLH9154 LONLI 0915 230 P0685 Rug neu zugewiesen. POL = Polizei. AMB = Ambulanz. 

Deutsche Flugsicherung Frankfurt/Langen 

Control and Monitoring Display 

2D-Image of Air Traffic Situation 
CVVP 04 

Control and Monitoring Display 

Die Deutsche Flugsicherung 
Frankfurt/Langen Darstellung der Arbeitsoberflache des Radar- 

schirmes am Arbeitsplatz ernes Fluglotsen 

der Area Control. 

This Image should not be used for any 

navigational purposes. 
Dies ist kein Videospiel, sondern reales Gedrange am Himmel. 

Fluglotsen mussen abstrakte Daten in konkrete Anweisungen fur Piloten iibersetzen, 

Sehr oft unter Druck. Und Fehler konnen katastrophale Folgen nach sich ziehen. 

Fotografie 

Olaf Becker. am7 

lllustrationen 

am7 

0LH657? 

273 47 

BRU2177 

266 47 EWG3119 

150 30 

8RG1648 PSP 

DLM2223 PSP 

DPL4262 PSP 

AFR5615 RPKIS 

DLH3327 PBDKB 

AFR53S8 LOHLI 

0LH3166 LONLI 
DLH1848 

16S 35 

DLH9765 
062 25 

DLH3327 

241 45 
0LH9154 

J 124 33 

PFR3ei4 

278 46 

EUG370 

156 .38 

DLH4215 
040 20 

DLH3327 PBDKB 

PFRS368 LONLI 

DLH3166 LONLI 

-iSTR 
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Design . ~3eremydohTisT?rrr~ 
Project Demurs 

FAJtTONE® 101 c 
FANTONE® 102 C 
fMTOHE® •**»» C 
FAXT.ONE® ICO C 
fantcme® lot c 
faxtone© ice c 
PANTONE® 106 C 

FANTONE® 108 C 
faxtone® no c 
faxtone® in c 

FAXTONE® lit C 
fantone® ns c 
FAXTONE® 116 c 
FAXTONE® 117 C 
FAXTONE® 11 
faxtone® 119 c 
fantone® 120 c 

Yioo r«9 

FAXTONE® 1205 C 
faxtone® 121 sc 
FAXTONE® 1225 C 
FAXTONE® 1235 C 
FAXTCNE® 12*5 C 
PANTONE® 12S5 C 

Y82 KO 

FAXTONE® 11. . 
PANTONE® 127 C 
PANTONE® 128 c 
PANTONE® 129 c 
FAXTONE® 130 c 
fantone® 131 c 

FANTONE® 136 C 

..^ 137 C 
faxtone® 138 c 
FAXTCAtE® 138 c 

faxtone® 13*5 c 
1365 C 

FAXTCNE® 1365 C 

PANTONE® 1205 C 

® 143 C 
» 144 C 

paxtonE® 146 c 
»»xtcne® 146 c 
PANTONE® 147 C 
PANTONE® •« c 

PANTONE® 1» C 

FAXTONE® 1485 C 
FAXTONE® 1485 C 
FANTONE® 1305 C 
PANTONE® Oaro*C 
FAXTONE® 1S25C 
FAXTONE® 1535 C 
FANTONE® 1 545 C 

MS Y100 KO 

PANTONE* 186 C 
PANTONE® 187 C 
PANTONE® 188 C 
PANTONE® 180 C 
PANTONE® 190 C 
FANTONE® 191 C 

PANTONE® 2385 C 
PANTONE® 2306 C 
PANTONE® 2436 C 

KO FANTONE® 1485 C 
PANTONE® 155 C 
FANTONE® 136 C 
PANTONE® 157 C 
FANTONE® 138 C 
FANTONE® IS C 
PANT ONE® ir " 
FANTONE® 161 C 
RANT ONE® 1555 C 
FANTONE® 1365 C 

MS Y100 K6* 

FANTONE® 1575 C 
FANTONE® 1385 C 
FANTONE® 1S5 C 
FANTONE® 1005 C 
FANTONE® 1615 C 
FANTONE® IS C 
FANTONE® IS C 
FANTONE® 16* C 
FANTONE® 165 C 

M 46 Y 73 KO 

Y100 KO 
Y100 K9 
V ICO K30 
Y100 K36 

Y100 K1 
Y100 K23 
Y100 K54 

FANTONE® 166 C 
FANTONE® 167 C 
FANTONE® 1® C 
FANTONE® 1825 C 
FANTONE® 1S5C 
FANTONE® 16*5 C 
FANTONE® 1655 C 
FANTONE® 1865 C 
FANTONE® 1675 C 
FANTONE® 1685 C 
FANTONE® 1® C 
FANTONE® 1 70 C 
FANTONE® 1 71 C 
FANTONE® 172C 
FANTONE® 1 73C 
FANTONE® 1»*C 
PANTONE® 1 75C 
FANTONE® 1 75 C 
FANTONE® 1 77 C 
FANTONE® 1 78 C 
FANTONE® W»m> FM C 
FANTONE® 1 79 C 
FANTONE® 1® C 
FANTONE® 181 C 
FANTONE® 1 HA C 
FANTONE® 1 775 C 
FANTONE® 1 785 C 
FANTONE® 1 788 C 
FANTONE® 1 795 C 
FANTONE® 1805 C 

M 64 Y100 KO 

M31 Y37 KO 

Y100 
Y100 
Y100 

Y ICO K 33 

FANTONE® 1! 
FANTONE® 1 HI C 
FANTONE® 1 777 C 

M27 Y12 KO 

FANTONE® 1 787 C 
FANTONE® FMCQ2 C 
FANTONE® 1 797 C 

M® Y100 

PANTONE® 192 C 
PANTONE® 1®C 
PANTONE® 19* C 
PANTONE® 1®C 
PANTONE® 1885 C 
PANTONE® 1905 C 
PANTONE® 1915 C 
PANTONE® 1925 C 
PANTONE® 1935 C 
PANTONE® 19*5 C 
FANTONE® 1965 C 
PANTONE® 196 C 
PANTONE® 197 C 
FANTONE® 198 C 
PANTONE® 198 C 
PANTONE® 200 C 
FANTONE® 201 C 
FANTONE® 202 C 
PANTONE® 203 C 
PANTONE® 20* C 
PANTONE® 206 C 
PANTONE® 206 C 
FANTONE® 207 C 
FANTONE® 208 C 
FANTONE® 2(8 C 
FANTONE® 210 C 
FANTONE® 211 C 
FANTONE® 212 C 
FANTONE® 213 C 
FANTONE® 214 C 
FANTONE® 215 C 
FANTONE® 216 C 
FANTONE® 217 C 
FANTONE® 218 C 
PANTONE® 219 C 
PANTONE® Rifc.ftad C 
PANTONE® 220 C 
FANTONE® 221 C 
FANTONE® 222 C 
PANTONE® 223 C 
FANTONE® 22* C 
PANTONE® 225 C 
PANTONE® 226 C 
FANTONE® 227 C 
FANTONE® 228 C 
FANTONE® 229 C 
FANTONE® 230 C 
PANTONE® 231 C 
FANTONE® 232 C 
PANTONE® Ft tod Ftad C 
FANTONE® 233 C 
PANTONE® 23* C 
FANTONE® 236 C 
PANTONE® 236 C 
FANTONE® 237 C 
PANTONE® 238 C 
PANTONE® 238 C 
PANTONE® 240 C 
FANTONE® 241 C 
FANTONE® 242 C 
FANTONE® 2355 C 

FANTONE® 2415 C 
FANTONE® 2425 C 
PANTONE® 243 C 
PANTONE® 244 C 

FANTONE® 2706 C 
FANTONE® 2715 C 
FANTONE® 2725 C 

KS FANTONE® 3015 C Cl 00 M 30 YO 

K8 FANTONE® 2736 C 
K26 PANTONE® 27*5 C 
KO FANTONE® 2755 C 

Cl CO M96 

Y66 K13 FANTONE® 245 C 
M100 Y64 K33 PANTONE® 246 C 

PANTONE® 247 C 
PANTONE® 248 C 

C 38 M88 YO 

PANTONE® 254 C 
FANTONE® 255 C 
FANTONE® 256 C 

C 43 M95 YO 

FANTONE® 257 C 
FANTONE® 238 C 
FANTONE® 2S C 

C43 M76 YO 

FANTONE® 260 C 
FANTONE® 261 C 
FANTONE® 2S C 

M96 Y27 KO 

FANTONE® 23 
FANTONE® 2572 C 
FANTONE® 2582 C 
FANTONE® 2532 C 
FANTONE® 2602 C 
PANTONE® 2812 C 
PANTONE® 2622 C 
FANTONE® 2563 C 
PANTONE® 2573 C 
FANTONE® 2383 C 
FANTONE® 2533 C 
FANTONE® 2803 C 
FANTONE® 2613 C 
FANTONE® 2623 C 
FANTONE® 2567 C 
FANTONE® 2577 C 
PANTONE® 2587 C 
FANTONE® 2S7 C 
FANTONE® 2607 C 
FANTONE® 2617 C 
PANTONE® 2627 C 
PANTONE® 263 C 
FANTONE® 284 C 
PANTONE® 286 C 
FANTONE® 286 C 
FANTONE® 267 C 
PANTONE® 268 C 
PANTONE® 26B C 
FANTONE® 2635 C 
FANTONE® 2645 C 
PANTONE® 2655 C 
FANTONE® 2665 C 
FANTONE® VbM C 
PANTONE® 2605 C 
PANTONE® 2896 C 
PANTONE® 2X1 C 
FANTONE® 271 C 
PANTONE® 272 C 
PANTONE® 273 C 
FANTONE® 274 C 
FANTONE® 278 C 

C19 M 35 
C30 M47 Y0 

C60 M 90 Y0 

C22 M33 Y0 

CS M66 Y0 

C 54 M56 Y0 
C 79 M90 

C 78 8 100 Y0 

C 40 M 36 Y0 
C 54 M 49 Y0 
CS M60 Y0 

C91 M100 Y0 

K0 FANTONE® 2766 C 
K0 FANTONE® 2706 C 
K0 FANTONE® 2716 C 
K0 FANTONE® 2756 C 
K2 FANTONE® 2736 C 
K28 FANTONE® 2746 C 
K0 PANTONE® 2786 C 
K0 PANTONE® 2766 C 
K0 PANTONE® 2707 C 
K0 FANTONE® 2717 C 
K0 FANTONE® 2727 C 
K0 FANTONE® Bk* 072 C 
K2S FANTONE® 2747 C 
K0 FANTONE® 2757 C 
K0 FANTONE® 2767 C 
K0 FANTONE® 2708 C 
K15 FANTONE® 2718 C 
K26 FANTONE® 2728 C 
K40 FANTONE® 2730 C 
K55 FANTONE® 2743 C 
K0 FANTONE® 2788 C 
K0 FANTONE® 2768 C 
K0 FANTONE® 277 C 
K0 PANTONE® 278 C 
K3 PANTONE® 2n C 
K14 PANTONE® FW 8k* C 
K46 FANTONE® 280C 
K0 FANTONE® 281 C 
K0 FANTONE® 282 C 
K0 FANTONE® 283 C 
K0 PANTONE® 284 C 
K2 FANTONE® 235 C 
K15 FANTONE® 286 C 
K32 FANTONE® 287 C 
K0 FANTONE® 288 C 
K0 FANTONE® 288 C 
K0 FANTONE® 290 C 
K0 FANTONE® 291 C 
K7 FANTONE® 292 C 
K15 PANTONE® 293 C 
K31 FANTONE® 29* C 
K0 FANTONE® 296 C 
K0 FANTONE® 296 C 
K0 FANTONE® 2905 C 
K0 FANTONE® 2915 C 
K0 FANTONE® 2925 C 
K12 FANTONE® 2935 C 
K33 PANTONE® 29*5 C 
K0 FANTONE® 2956 C 
K0 PANTONE® 2966 C 
K0 PANTONE® 297PC 
K0 FANTONE® 298 C 
K0 FANTONE® 298 C 
K10 FANTONE® 3C0 C 
K49 PANTONE® 301 C 
K0 PANTONE® 302 C 
KO FANTONE® 303 C 
K0 FANTONE® 2975 C 
K8 FANTONE® 2986 C 
K28 PANTONE® 2986 C 
K43 FANTONE® 3006 C 

C45 M29 
C 79 M 66 Y0 
C1C0 M91 Y0 

Cl 7 M6 Y0 

C100 M 66 Y0 

C96 MS Y0 

C35 M9 Y0 

C100 M 66 

C33 M3 Y0 

C85 M2* Y0 
CIS M46 Y0 
C100 
C100 
C100 

CIS 
C100 
C100 

CIS M3* Y0 

FANTONE® 
FANTONE® 

K0 FANTONE® 
K10 FANTONE® 
K29 FANTONE® 
K47 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K5 FANTONE® 
K13 FANTONE® 
K30 FANTONE® 
K54 FANTONE® 
K0 FANTONE® 
KO FANTONE® 
K0 FANTONE® 
K2 FANTONE® 
K14 FANTONE® 
K26 FANTONE® 
K44 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K2 FANTONE® 
K18 FANTONE® 
KS PANTONE® 
KS4 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K2 FANTONE® 
K12 FANTONE® 
K23 FANTONE® 
KS FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K2 FANTONE® 
K21 FANTONE® 
K40 FANTONE® 
K X) FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K14 FANTONE® 
K37 FANTONE® 
K64 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K18 FANTONE® 
KS FANTONE® 
K 74 FANTONE® 
K0 FANTONE® 
K0 FANTONE® 
K0 PANTONE® 
K2 FANTONE® 

Y27 KS 

CIS M0 
CIS M0 
CIS M0 

C38 M0 Y1S K0 
CS2 M0 Y19 

CIS 
CIS 
CIS M0 Y 48 KS 

Y 49 K46 

C34 M0 Y19 K0 

C69 M0 Y37 K0 

Y67 K47 

FANTONE® 340 C 
FANTONE® 341 C 
FANTONE® 342 C 
FANTONE® 343 C 
FANTONE® 3375 C 
FANTONE® 3385 C 
FANTONE® 3385 C 
FANTONE® 3405 C 
PANTONE® 3415 C 
FANTONE® 3425 C 
FANTONE® 3435 C 
FANTONE® 344 C 
FANTONE® 345C 
FANTONE® 346C 
FANTONE® 347 C 
FANTONE® 348 C 
FANTONE® 349 C 
FANTONE® 3SC 
FANTONE® 351 C 
FANTONE® 3SC 
FANTONE® 353 C 
FANTONE® 354 C 
FANTONE® 355 C 
FANTONE® 336C 
PANTONE® 357C 
PANTONE® 393 C 
FANTONE® 393 C 
PANTONE® 3® C 
FANTONE® 361 C 
PANTONE® 3SC 
FANTONE® 3630 
FANTONE® 364 C 
FANTONE® 366 C 
FANTONE® 365 C 
PANTONE® 367 C 
FANTONE® 368 C 
FANTONE® 3SC 
FANTONE® 370C 
FANTONE® 371 C 
FANTONE® 372C 
PANTONE® 373C 
FANTONE® 374 C 
FANTONE® 375 C 
PANTONE® 376C 
FANTONE® 377C 
FANTONE® 37BC 
FANTONE® 379C 
FANTONE® 3SC 
FANTONE® 381 C 
FANTONE® 382 C 
FANTONE® 383 C 
FANTONE® 38* C 
FANTONE® 385 C 
FANTONE® 386 C 
FANTONE® 387 C 
FANTONE® 3SC 
PANTONE® 3SC 
PANTONE® 390 C 
FANTONE® 391 C 
PANTONE® 392 C 
FANTONE® 393 C 
FANTONE® 394 C 
FANTONE® 396 C 
FANTONE® 396 C 
FANTONE® 397 C 
FANTONE® 398 C 
FANTONE® 398C 
FANTONE® 3935 C 

C35 M0 Y25 K0 FANTONE® 3986 C 
FANTONE® 3896 C 
FANTONE® 400 C 

Y 81 K66 
C27 M0 Y23 K0 

FANTONE® 403 C 
FANTONE® 404 C 
FANTONE® 405 C 

CSS M0 Y47 K0 
CIS 
CIS 
CIS 

FANTONE® 8tK* C 
FANTONE® 406 C 
FANTONE® 407 C 
FANTONE® 408 C 
FANTONE® 409 C 
FANTONE® 410 C 
FANTONE® 41 
FANTONE® 412 C 
FANTONE® 413 C 

C80 M0 Y1S K56 

FANTONE® 41 
FANTONE® 415 C 
FANTONE® 416 C 
FANTONE® 417 C 

M0 Y12 K41 
M0 Y16 KS 

Y25 K66 
M0 Y31 K 78 

C 58 MO Y80 PANTONE® 420 C 
FANTONE® 421 C 
FANTONE® 422 C 

C12 M0 Y29 K0 

FANTONE® 423 C 
FANTONE® 424 C 
FANTONE® 425 C 

C32 M0 Y 59 K0 
FANTONE® 42. . 
FANTONE® 427 C 
FANTONE® 428 C 

CO 
C2 

C11 
C23 
C33 

FANTONE® 429 C 
PANTONE® 430 C 
FANTONE® 431 C 
FANTONE® 432 C 
FANTONE® 433 C 
FANTONE® 434 C 
FANTONE® 435 C 
FANTONE® 436 C 
FANTONE® 437 C 
FANTONE® 438 C 
FANTONE® 439 C 
FANTONE® 440 C 
FANTONE® 441 C 
FANTONE® 442 C 
FANTONE® 443 C 
FANTONE® 444 C 
FANTONE® 445 C 
PANTONE® 446 C 
FANTONE® 447C 
FANTONE® W»m>Gny1 C CO 
FANTONE® W»m>G«y2C CO 

M9 Y10 K0 
C13 M15 Y1S K0 
C24 M 24 Y26 K0 
C46 M 45 Y49 K0 

C80 
C82 M 76 

C12 

C21 Y23 K 75 FF 
Y31 KS Ft 

FANTONE® W»imGi»y3C CO 
FANTONE® Warm Gay 4 C CO 
FANTONE® W»imGf*y5C CO 
PANTONE® W»rmGray6C CO 
FANTONE® W»rmG»y7C CO 
PANTONE® W»rmGray8C CO 

M6 Y12 K31 

Mil Y20 K47 
M14 Y28 K5S 
M17 Y34 KS 



Produced as a self-initiated project, this Bl (27% x 39%in) 

purely as a set of four lines (cyan, magenta, yellow and 

black). The length of each line is determined by the volume 

of colour used in each Pantone equivalent. The mapping 

of this information helps the viewer to understand the 

quantities and frequencies of process colours used 
within special Pantone inks. 

<24 
<29 

sxsssst 

M0D Y100 

M08 Y100 

07 FANTONE® 484 C 
<43 FANTONE® 485C 
<51 FANTONE® 486 C 
<60 FANTONE® 487C 
<08 FANTONE® 488 C 
<87 FANTONE® <89 C 
<91 FANTONE® 490 C 
<89 FANTONE® <91 C 
<87 FANTONE® <92 C 
<100 FANTONE® <93 C 
<82 FANTONE® <9< C 
<35 FANTONE® 495C 
<28 FANTONE® 496C 
<22 FANTON6© 497C 
<0 FANTONE® 498C 
<0 FANTONE® 499 C 
<0 FANTONE® SMC 
<0 FANTONE® 301 C 
<09 FANTONE® 302C 
<46 FANTONE® ®3C 
<36 FANTONE® <973C 
<24 FANTONE® <985 C 
<17 FANTONE® 4993 C 
<11 FANTONE® 3005 C 
<6 FANTONE® 3015 C 
<65 FANTONE® 5723C 
<43 FANTONE® 3035C 
<28 FANTONE® 534 C 
<0 FANTONE® 005 C 
<0 FANTONE® 306C 
<0 FANTONE® 307C 
<0 FANTONE® 308 C 
<45 FANTONE® 309C 
<47 FANTONE® 510C 
<35 FANTONE® 511 C 
<0 FANTONE® 912C 
<0 FANTONE® 513C 
<0 FANTONE® 514 C 
<0 FANTONE® 315 C 
<79 FANTONE® 916C 
<44 FANTONBS 51 7 C 
<28 FANTONE® 5115C 
<18 FANTONE® 5123 C 
<10 FANTONE® 5135C 
<8 FANTONE® 5145C 
<4 FANTONE® 5155C 
<62 FANTONE® 3165C 
<33 FANTONE® 51 75C 
<18 FANTONE® 518C 
<0 FANTON6© 519 C 
<0 FANTONE® 320 C 
<0 FANTONBS- 521 C 
<0 FANTONE® 822 C 
<77 FANTONE® 523 C 
<49 FANTONE® 524 C 
<34 FANTONE® 5185C 
<25 FANTONE® 5195C 
<13 FANTONE® 3205C 
<10 FANTONE® 3215C 
<6 FANTONE® 522SC 
<45 FANTONE® 3235C 
<35 FANTONE® 8245C 
<30 FANTONE® 525C 
<0 FANTONE® 528 C 

M 74 Y100 <72 

M 29 Y33 <0 FANTONE® 527C 
M19 Y23 <0 FANTONE® 828 C 
Mil Y15 <0 FANTONE® 329C 
M 91 Y100 <60 FANTONE® 530 C 
M 95 Y100 <29 FANTONE® 531 C 
M 97 Y100 <0 FANTONE® 5255 C 
M 47 Y<1 <0 FANTONE® 5265C 

FANTONE® 5278C 
FANTONE® 5285C 
FANTONE® 5295 C 
FANTONE® 5305 C 
FANTONE® 5315 C 

wi «J too kjv FANTONE® 532C 
M 46 Y23 <5 FANTONE® 533C 
M 33 Y13 <0 FANTONE® 534 C 
M 24 Y11 <0 FANTONE® 535 C 
M16 Y9 <0 FANTONE® 536C 
M 70 Y100 <78 FANTONE® 537C 
M 64 Y100 <60 FANTONE® 538C 
M 38 Y100 <49 FANTONE® 539 C 
M 38 Y21 <11 FANTONE® 540C 
M 27 Y13 <13 FANTONE® 341 C 
M18 Y10 <1 FANTONE® 342C 
Mil Y8 <0 FANTONE® 543 C 
M 73 Y100 <80 FANTONE® 344 C 
M 39 Y 48 <48 FANTONE® 345 C 
M 48 Y36 <34 FANTONE® 5395 C 
M 38 Y27 <23 FANTONE® 3403 C 
M 25 Y1S <11 FANTONE® 5415 C 
M 18 Y12 <7 FANTONE® 5425 C 
M10 Y9 <3 FANTONE® 5435 C 
M 100 Y100 <35 FANTONE® 5445 C 
M 100 Y100 <25 FANTONE® 5453 C 
M 100 Y100 <13 FANTONE® 546 C 
M 45 Y22 <0 FANTONE® 547 C 
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Hochschule fur Gestaltung Schwabisch Ground 

Student project 

'Arbeitssuche im netz* 
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eben technischer Qualifikation gehb'ren 2u 

esem Beruf insbesondere gestalterische 

nd herstellungaorganisatoriache Qualifikationen 
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und ein Drittel der Ausbi Idung ein. 

Gestaltung 
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Ldsungen finden 
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Ubereinstimmung 

• Multimedia-Design 98% 

Arbeit im Bereich der Produktion Beratung der 

Programmitarbeiter bei der Gestaltung und Planung 

von Produktionen, Ausvuahl der notwendigen Gerate 

und Inbetriebnahme Mediengestalter/innen sind auf 

Grund ihrer breit angelegten Ausbildung fur die 

Zusammenarbeit im Produktionsteam qualifiziert. 
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Produced as a project by students at the Hochschule fur 

Gestaltung Schwabisch Gmund in Germany, ‘Arbeitssuche 

im netz' is a system to aid job-hunting on-line. The site is 

aimed at people whose knowledge and skills do not fit in 

with the traditional criteria set out on many such sites. 
The site visually illustrates skills mat raitnriKriTi uses a 
complex indexing system to direct the prospective 
candidate to the correct area. 
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Multimedia Design 

Allgemeintnformaiion 

Gestaltung/Design 

Der Bereich Gestaltung/Design umfasst im wesent- 

lichen zwei Studiengange: Industrial-Design 

(Produkt-Design) und Kommunikationsdesign 

(Visuelle Kommunikation). Zum Industrial-Design 

gehdren Gestaltungsaufgaben in der Konsumguter- 

und der InvestitionsguteIndustrie. Die Gestaltung 

des Produkts wuird bestimmt durch technisch- 

funktionale, marktwirtschaftliche und asthetische 

Gesichtspunkte. Kommunikation-Design umfasst 

Gestaltungsaufgaben im Bereich der 

Kommun ikationsmitteI. beispielaweise Zeitungen, 

Zeitschriften. Prospekte. Plakate. usw. 

Die Ausbildung erfolgt an Kunsthochschulen. 

Gesamthochschulen und Fachhoehschulen 

% 

Infcfilm —- 

S'iu d i e n g a n g M u I ti m e d i a 

ZI
'L

k 



formattonand space 

Design 

Project 

Hochschute fur Gestaltung Schwabisch Gmund 
Student project 
‘flh.d-x.' ~ 

include parameter 

© enter parameter 

exclude parameter prioritization quantity media selection date limit 

© enter parameter □ sound □ enter date from 
ZD m- =1 □ film □ enter date to 

ZD 
□ image 

□ text 



Produced as a project by students at the Hochschule fur 
Gssialmng SnllwahisCh G murid in r-tgrrmny 'f I mv is 

a visnaliy aided ir.vestiQatlor. instrument for the medical 
industry. The web site uses as its starting poin 
of fragmented information that is the Internet. ...ao.. ^ 

osfngfiiiridffidsjasimtl^tsaltQatingsqoamsrwhlcla: 
form an organic galaxy of information. The user can select 

areas and zoom in to focus on specific areas of research 
and infor:nat.or.. 

http //wwvrnedlinecom 

-.rf- 

M ■ 
■*> • 

| include parameter 

0 headache 

i 0 migraine 

[ Q) therapy 

1 (D diagnose 

(§) chronic 

exclude parameter 

CD inflammation 

' i' brain tumour 

f . i . n . d . [ x U 

media selection 

□ sound 

□ film 

□ image 

□ text 

□ 07/06/98 

□ 07/06/99 

http //www medline.com 

image 1085 

include parameter 

| (2) alternative 

.(T) medicine 

exclude parameter 

(7) enter parameter 

prioritisation 

1 rzrzn c 

2 c-~=3c 

f.i.n.d.CxD 

Blood diagnosis with Microscope 

Prof. Dr Hubei. Universitaet Zuerich 
modified 08/23/98 
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The reasons of anemia and the kinds of anemia are manifold. Extensive blood 
analysis is frequently necessary for clarification, information from the patient about 
complaints are helpful. A secure diagnosis and clarification or reasons is possible 
with microscopical finding. 

General complaints of anaemia 
-insufficient performance 

-paleness of (conjunctiva, skin, mucosa, nail bed) 
-palpitation 
-headache 
-sleep disorder 

-sensibility to cold 

-angina pectoris (functional cardiodynia) 

Which kinds of anaemia exists? 

Iron deficiency (most frequent reason of anaemia) 
-Reason; exhaustion of iron reserve 

-Specific symptoms, brittle nails, alopecia, skin dryness, teared. mouth corners 
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□ image 
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□ 07/06/99 



Information and space 

150/151 

Design : theAttik 

Project Ford 24/7 



concept cars of recent years. The car was designed by 

who conceived the idea of a multi-purpose vehicle that 

commissioned to create an information system that would 

also revolutionise the traditional car dashboard. The 

designers' solution was to strip back and remove every 

knob, button and switch and replace them with a clean 

curved panel that occupies the full width of the 

dashboard area. This touch-sensitive panel contains 

everything necessary for the car's on-board computer 

system. The information Is viewed as a more filmic 

experience than a conventional touch screen interface, 

with morphing colours and information.which changes 

according to the operator's requirements, in much the 
same as the car itself can be customised. 

MASSIVE ATTACK 
BLACK STEEL 
3.39 

• • DISCO LOUD 

VOL '■mmmmm • • • 

BASS mmmmm BALANCE L 
TREC E ommmmm FADER F 

EQUALIZER 

I I I I 1 
11111 

(8) CD 02 ■ 
TRACK 

l 07 J 

* 





JO 0417UI U4220 64230 842* 
14*30 040411 114060 041} 
mo QB07Qdt\MOM@Boo i -35120 

U55*0 BSB50 68000 
100000 05070 GfiOe 

00300 003901 

I 07230 I 10 07280( 
(MhO'ltrtlHO 0 7700' 

' 80120 00130 G8l4Jb1 

onosiuto «rio20 oc 
I 69440 00480 89^C 

30 70340 70390 7 
(177(1 70780 70791 
wraw 7iajk0'3i! 
'1080 71090 ijlimo 
72140 721Glt7*|B 

0 70750 7071 
(1200 71210 t 

l 7f8CHwW.7l 
o MwfaMro; 

bo 71030 
[min 72(ffli 

73480 73470 

100 74310 74! 

75200 75210 752; 
75620 r,r, in 

n 

70580 790(10 J(179Odd 79040 
110060 80070 80 



saw a man he wasn’t there 

CNN 
GUVNFRVN C 
NEH VORK TIMES 

+ PERFORMER 
+ THIRSTV HOF 
+ GRABBING Tl 

Essay by William Owen 

154/155 

MARK HENQE + BUZZ RLDRir 

FBI + THE NUMBER 

it started 
control, fl girC 
of whom met 
four gears af“ 

RNONVMOUS SOLiTriCRHS 

How do 1,400 
FMANJOO@WI SBREBFRFFRD 

JAMES MERU 
R.D. BRIDG 

other throuqff™ 
+ BLIND BLOW 

itbJESUS/'RERL 

Spin 

Twenty-four Hours 

188/189 

There is a class of maps that plot the things that are not 
there, that cannot be touched or won’t be captured in a 
single instance. These are maps of information, ideas and 
organisations; of logical systems of thought, science, business 
or design; and of change - the mapping of events or actions 
unfolding overtime. 

The attraction of mapping intangibles (as 
opposed to using words or tables to represent them) is that 
the map can make the relationships of things to one another 
real and create an intuitive understanding of their dimensions 
and properties - whether these are concrete, abstract or 
metaphorical. The graphic language of maps lends itself to 
representation of the whole of a thing and its parts in a single 
view, within which we can oscillate rapidly between different 
levels of detail. Maps allow patterns to emerge and become 
real, by showing what lies between the visible incidents, 
artefacts or moments we can otherwise see. 

(Information maps are not diagrams. 
Diagrams are graphic explanations: a map is a graphic 
representation, although it might explain by inference.) 

The importance of mapping intangibles has 
increased in proportion to the speed of technological and 
social change. The dematerialisation of products and services 
and an onrush of excess of choice, facts and demands for our 
attention results in a disordered and unfamiliar world. In many 
areas of life the speed of change has created a problem of 
understanding at the most basic level of what things are, what 
their value is, who they are for and how to use them. What is 
lacking is any kind of consensual systemic image of novel 
objects, organisations or networks. Customers are having 
difficulty understanding services or product offerings; 
businesses are changing so rapidly they cannot retain a 
complete picture of themselves, their operations or of their 
customers; citizens lack the consistent philosophies or 
world views that form a foundation for understanding, or the 
information needed to come to a decision. All of us have 
difficulty understanding the rate and extent of change itself. 

As an aside, it is interesting to note that the 
last period in which map-making became a popular medium 
for reorganising thought was in the 16th and 17th centuries. 
This was the highpoint of the Renaissance and the birth of the 
modem world, when scientists, alchemists and Rosicruceans 
attempted to resolve in maps and arcane tables the 
contradictions between the old world of faith and a new world 
of rational thought Their cabalistic maps sought to explain 
an alternative relationship between man and the universe. 
Our information maps are more prosaic but are just as much 
an attempt to extract order from the noise of everyday life. 

In commerce, it is difficult to move forward 
with confidence unless you know where you are today. 
The mapping of businesses as a precursor to strategic change 
has become a valuable activity in itself, practised by design 
companies, IT suppliers and management consultants. The 
map becomes ‘a moment in the process of decision making’, 
a means of possession and control over the enterprise, and a 
tool for persuasion - part of a business case. 

The need to map business has arisen from the 
rapidly changing boundaries of commerce and the speed of 
thinking and action required to shift a business back into a 
competitive position. The rate of change has been driven by 
a combination of technical development that has automated 
(or augmented) human activities, and the breakdown of 
traditional boundaries of business organisations, with looser 
arrangements of networks of partnerships and short term 
contractual arrangements replacing strong vertical integration 
and permanent employee/empioyer relationships. This 
looks like a comparatively messy situation, so we map it 
to find the pattern. 

Digital systems promise better business by 
placing a layer of technology over, or instead of, traditional 
business practices. Technology has spawned a blizzard of 
two- and three-letter acronyms - SCM (supply chain 
management), CM (channel management), KM (knowledge 
management), DSS (digital self service) CED (customer 
experience design) and CRM (customer relationship 
management) - each of which requires an understanding of 
the relationships, processes and dimensions that are affected. 
A sensible response is to map the existing and desired 
situation, and then to identify the gaps. 

Businesses are not landscapes, but they do 
have their own geographies. These are comprised of a host 
of customer, supplier, regulator, partner and interna! 
relationships; of processes with inputs and outputs, nodal 
points and directions of flow as well as a beginning and end; 
of numerous domains of competence of different sizes and 
characteristics, and diverse dimensions by which the nature 
and state of the business are monitored. 

There is a class of maps that plot things that are not there - logical systems of thought, science, 

business or design; and change - the mapping of events or actions unfolding over time. 
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The signs and metasigns devised to map 
physical geography apply themselves well enough to logical 
systems. Network diagrams illustrate flow and dependencies, 
matrices show boundaries and absolute size, distribution 
maps show positions of entities relative to one other - such 
as competitive position referenced against selected axes or 
dimensions, and nested signs can represent hierarchies. Maps 
are particularly useful in revealing how complex activities 
such as customer interactions work. Businesses touch their 
customers in many different ways: different parts of a business 
may be involved in a particular relationship or transaction 
which may be mediated over multiple channels - shop, phone, 
SMS, letter, advertisement, etc. It may be critical to a business 
to understand what is known about a customer at each 
touchpoint, what value is being exchanged, who the customer 
is and how they can be characterised usefully and accurately, 
what is the cost to serve the customer and what is the 
customer’s value over the lifetime of their relationship with the 
business. The problem is one to which mapping can be applied 
in order to understand complex patterns of communication 
and exchange - and to identify contradictory, unwelcome, 
inefficient or overpriced transactions of whatever kind. 

The importance of taxonomy in mapping 
logical systems, such as this, or when mapping knowledge, 
cannot be overstated. It is essential to arrive at useful and 
coherent classifications of things before they can be ordered 
into their proper place. Inconsistent taxonomy produces a 
useless map. This is the point, then, at which cartography 
merges with librarianship and design strategy, and where we 
arrive at alternatives to standard tabular classifications of 
books and look instead at pictorial representations of families 
of information to enable the extraction, viewing and contextual 
understanding of any kind of symbolic record. 

The Internet has created a new class of 
problem in mapping information. Digitally stored information 
resolves into a much finer grain than analogue information, 
reducing down from the book, magazine or journal to the 
chapter, the article, the image, even the phrase or word. 
Likewise it no longer has any physical host to provide any kind 
of ‘natural’ ordering. This has been highly beneficial, in so far 
as we can extract information much more quickly in a more 
convenient form, and we can make connections more quickly 
wherever a link has been inserted. What we lack, however, is 
a representation of the entire body of information or a means 
to rummage around it - with two important exceptions: the 
catalogue (e.g. Yahoo) and the search engine (e.g. Google). 
These are of course purely linguistic tools, strictly finite in 
their nature, smothering serendipity, and sometimes limited 
to the point of stupidity in understanding what it is we are 
really looking for. 

The alternative to linguistic search is a 
graphical interface that may allow for less exact but ultimately 
more successful investigations. A highly successful example 
is Smartmoney’s ‘Map of the Market’ (a chioropleth map of 
the market capitalisation of Fortune 500 companies that 
changes dynamically with the stock price). This is a graphical 
representation that gives a genuinely useful overview of states 
and trends combined! with detailed information, interrogated 
by a graphic interface. 

The Map of the Market succeeds because 
it layers information in two dimensions and uses a consistent 
taxonomy to divide the Sayers and a design strategy that reveals 
the dynamic quality of the activity it represents. Everything 
necessary to obtain an overview is visible simultaneously 
and in the correct proportion and state. 

This essay, however, ends with an 
acknowledgement of failure. Most designers who have 
attempted to represent Internet-based information have 
produced maps that show nothing but network flows or nested 
texts. These maps have failed to replicate, in even the most 
rudimentary way, the sensory representation (and the massive 
boost to the memory and the imagination) one receives on 
entering a library and seeing, smelling and feeling the books 
on the shelf. One of the reasons for this failure has been an 
obsession with 3D perspective within the computer-oriented 
section of the design community. The idea that a perspective! 
simulation of the physical world will help us understand digital 
information is a fallacy, because perspective limits viewpoint 
and imposes distance where none exists. For proof, visit 
Cyberatlas.com, where there are numerous representations 
of the Internet in three dimensions that tell us nothing at all 
about what is there. 
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Design UNA (Amsterdam) designers / UNA (London) designers 
Project Diary 
Photography Anthony Oliver 

sgenennegentig ninffity-ijUge ■ tweeduizend two thou^fid 



Dutch design consultancy UNA produced a double-year 

'“ 19 and 2000. as a way of connecting : 

\r. elaborate folding system was 

Hfnnaini 

aiii»]r»wa«raiftu 

andthe second cover entitled ‘nineteen ninety nine +T. 

at the turn of the century, the pages of the diary have to 

be turned back on themselves to reveal the new dates, 
and a fresh selection of photographs.::: 
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Many recipients of UNA's 2001 diary found i i*sirnws 

ttjrreRem— 
. ssMtepnmptexaptfi^^ 

and system behind the design. As stated on the back of the 
du 

in a combination of one of three different colours. On the 

page where January f. 2 and 3 appear, the complete 

aimsas gE^Bmiays of the veamjeifvittemntiTTr- 

months. each month naturally has a first a second, a third, 
afouih and sometimes a fifth Monday. 

fcllMIlIi 

nrsfstfsm 

2Q01 can be seen.. The pattern is.in faci mirror printed on 

the reverse side of the Japanese-foldedsheet. On the 

..yiowii iy [)H{]a,JaniTar\rrTfzE.and 7 the symbols have • 

moved three positions forward. I his twice weekly rhythm 

„ 522 d u,ryi"iesc partlCd'2r GaVs are co.ntrnues throughout the diary. Consequently the empty 

total of 35 different symbols. The symbols are constructed year 2001 gradually cTsappears.' 
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Project Diary 
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Design A.G. Fronzoni 
FToject 365 diary 



This, pocket-sized diary by the Italian designer A.G. 

Fronzoni only measures 3% x 3%iin (95 x 80mm), but with 

over 600 pages is 1 'Ain (38mm) thick. Unusually, the diary 

j v-— —.^ i juuuaiyjL\j_ 

365 (31 st of December). Every page works the digits into 

a different form and as the pages are printed Onto thin 

paper the preceding and following page numbers are 

just visible, which makes the diary even richer. The book 

is accompanied by a small 12-page concertina-folded 

leaflet with a month on each page, in which again, the 

365 days of the year are listed in one continuous line, 

with the day and date information running adjacent to it. 
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Design Tonne 
Project •felBJiTifelWW 



the designers have challenged the conventions of 

visualising calendar dates with the use of experimental 

typographic systems. Each edition uniquely illustrates 

ne corresponding calendar month, by referencing 

•pacific events you can jot down in your personal diary. 

Initially the project ran. from June 200 Ho IVlay 2002 

ereafter the 12 monthly editions will be archived and 

jblished in book format as a limited edition. 

ZZZAIthough each monthly interfans- 

works cf.fferently from the 'ast, the principle rema.rs that 

by interacting with the s.te via the mouse, specific diary 

information is revealed asra date is hit. Interaction plays 

a large part in the workings cf the site as Calendar52 ,s 

seen as a collective interactive environment where anyone 

car. up-load diary information onto the site, thereby 
mafgngiffiernmrhs:^. 
about specific events and personal data. 
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Design Train Glusker 
Project z   Phases of the Moon 2Q0Q; ...:.t.. .zz~ --: 

PHASES OF THE MOON 2000 
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Although not the first or only example of a lunar-related 

calendar, this example from the Museum of Modern Art 

in New York Is simple, beaut ^ul. effective, and clearly 

crescent of the moon shown for each day of the month 

The calendar is finely printed with: each moon crafted 

with a full circle in a spot UV varnish and the crescent 
tuiiiraaTOiiiftftTii 
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copyright 1999 The Museumof Modern Art, New York designed by irwin glusker 
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Design 
Project Calendars 1998-200T 

1998 

Januar — 2 
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Produced as an ongoing sc:‘ oitiated project to research 

the structure that lies behind the 365 days. 52 weeks 

23v'oin (84C x GOO.mmj and is reproduced in full colour. 

The calendar are always tyoog:aphic. working pu'-e'y with 
the given numerical data of the calendar. 
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Project 'Rokeby Venus' 

Time and space 
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Produced as a set of three A2 (i6’.Sx23/ ' irf! posters folded 

down to A4 (Ms x 11 (A.n) and enclosed in a clear plastic 

sleeve, the designers of this piece are exploring a theme 

introduced.by themselves in ’998, and continued each 

year since (the calendar shown is for 20010. The typography 

changes from year to year, as does the content. The 1998 

calendar utilised colour photographs of skyscrapers shot 

through the window of art aeroplane..Thair 199.9. version 

reduced the work to pure typography, set in a similar 

manner to the calendar shown. The 2000 calendar used 

a large, detailed line drawing of an urban landscape. 

I his calendar works as a fiptych 
in the classic sense. Entitled 'Rokeby Venus', the nude 

study is a self-portrait by Jemima Stehli set-up as a 

transcription of the famous painting by .Yeiaz.quez,. cl 6:42 
The only difference is that the cupid in the original has 

been replaced win pnotograpr c sti.de equipment. 

The calendar data works as follows: every two months 

run down a single column on ea.ch.Jong edge ofthe 

posters. A series of 13 vertical rules runs horizontally i 
across ha1* of each poste"; wth n these niles is : 

positioned the relevant month. 
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Design NB:Studio 

Project Knoll calendar - Twenty-First Century Classics 

24 

10 Jonathan Crinion 

Arm chair 

1 

17 Joseph & Linda Ricchio 

Arm chair with wood seat 

11 Jonathan Crinion 

Arm chair 

18 Joseph & Linda Ricchio 

Arm chair with wood seat 

Vignelli Design 

Harxfcerchief rattan arm chair 

12 Eero Saarinen 

Executive chair 

19 Ettore Sottsass 

Eastside arm chair 

OC Vignelli Design 

Handkerchiet rattan arm chair 26 Harry Bertoia 

High back arm chair 

a 
Hr 

b ■ T ■ 4 

13 Eero Saarinen 

Executive chair 

20 Ettore Sottsass 

Eastside arm chair 

27 Harry Bertoia 

High back ami chair 

14 Florence Knoll 

Oval table 

28 Ettore Sottsass 

Eastside three seat sofa 

15 Florence Knoll 

Oval table 

29 

Florence Knoll 

Oval table 



When the UK-based graphic design consultancy NB: 
Studio was commissioned by the furniture company K:io!! 
International to produce a promot.or.al calendar, the 

are set out in a conventional manner as.are the dates within 
each month. The names of days, however, are replaced 
with the names of furniture designers and the names of 
famous pieces of Knoll furniture. Above this information 
is a keylinedrawing of each classic piece of furniture. For 
weekends, a single sofa extends over the two-day period. 
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Design Proctor and Stevenson 

Project Calendar 



Kara ifewir<TftT« irreri i1 «k-» 

ach month, which was made up of two A3 pages, was 

jen to a different designer within the company, which 

sated a variety of responses within a single design piece. 

April (shown here] was designed 

vlngthe view out of every 
'indow in the building. Each image is credited with the 

ame of the designer who sits by the window it represents, 

nese photographs are positioned in rows according to 

: positions of the windows within the building - the top 

row is the third floor, the bottom row is the ground floor. 

A thin colour bar runs along one edge of each image to 

denote the orientation of the window - east is represented 

by a yellow strip on the right edge, south by an orange strip 

on the bottom edge, west by a green strip on the left edge. 

The second page of April contains 
the dates for the month with an aerial satellite photograph 

of the area the company's building is located within, 

together with a series of detailed images showing 

fragments of the surrounding environment. 

lUi Good Friday 

%day 

wed'esday Wednesday 

Thursday 

. i 
' ’.M 

iday' 

7th 

SaT** 

14th 
Sarday 

1st 

arday 
8th 
g+urday 

2nd 

unday unday unday unday unday 

NTER R 
NUMB 

CAVE 
STREET 

tiiiu 
Hill! 

1,35 

z ^ ■ 



Time and space 

176/177 

Design .Struktur Design 

Project 1998 Kalendar 

Design 

Project 

Struktur Design 
aaTOiUftPiaiiWii) 



Working with a given set of information - the days and 

dates of the year - Struktur tried to re-organise the data 

in an unconventional manner. For the 1998 calendar, an 

A2 (16'.4x 23%in) poster showing the entire year was 

chosen as the platform. Working with the principle that 

there are a maximum of 31 days in any given month, the 

hierarchy of the calender shifted (tom the prominence 

usually given to the months to the days of the month, from 

1 through to 31. The individual days of the year are listed 

in columns, with weekends printed white out of the 
background colour: 

. ' ■ ■ 

..■//■Try: 

i-T 1 
r r 
t . I 1 

—— ——— 
1 rr* 

1 ... 1 h 1 
■ "j i 

' 
□ 

_ r | i 

_ 
_ 

1_ 
j ■HI 1 

wmt BH 
1 I 11 1 

1 mm mam 
■ ..... 1 mm'mm 

seven days 
Struktur Design’s 1999 kaiendar 

The 1999 calendar took the form of 
a desk diary, and in a development from the previous year, 

the information was re-structured grouping all the 

Mondays on one page, followed by all the Tuesdays, and 

so on, thus creating a daily calendar. At the back of the 

calendar is a page featuring public holidays, a vacation 

page, which contains all the days of the year, so the used 

can highlight personal holiday times, and finally a page 

called ‘lunch', adding a time based element to the day. 

The grid system present on each page 
is a graphic chart of each day of the year: the first column is 

January, the second column is February. On each page, the 

given day is represented with a white box, so on Monday, 

the chart shows white boxes for every Monday throughout 

the year. The colourpalette uses the basic process colours 

- cyan, magenta, yellow and black - with each day using 

a combination of the two colours, working like a printer’s 

tint book, starting with the first of January in 3 per cent 

of each colour, going through to the 31 st of December 

printed in 100 per cent of each colour. 

The white keyline grid that separates 

each Of the boxes becomes increasingly thick as one 

journeys through the week until by Sunday, the white lines 

become thicker than the boxes, visually referring to the 
~enrTnfThRWeek ~~~ 
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Project Minutes diary 



Pve ccncctii'.a-fo'cJcd pages of this diary extend to almost 

197-sft (6 metres) in length. The year is broken down 

into its corsituent minutes, a" 525.6C0 o'them set at 1 0 

m;nute intervals, which are pnnted in fluorescent pink 

continuously over the pages. A line return is the only ;; 

indication of change within this sea of numbers. This small- 

scale data is overprinted with the days of the year, i 365 i 

in black. The weeks are high.' ghtcd in a warm grey, and 

finally the months are indicated much larger in a pale tint 

of grey. The rhythmic nature of the numerical sequence 

plays a key pail in the appearance of the work. 
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Design Accept & Proceed 

Project Light and Dark 2007 



This set of two limited-edition, silkscreen-printed Ai 

[23% x 33'/ioin] posters charts the number of hours of 

daylight and darkness in the United Kingdom in 2007. 

The black background paster charts the number of hours 

of daylight, while the white poster chads the periods of 

darkness. Each poster is over-printed with a glow in the 

dark luminous ink, allowing the posters to work in both 
light and dark conditions.: 

The daylight poster illustrates the 
year as a series of concentric circles, with each circle 

representing one week, and the seven markers around 

The hours of darkness poster treats 
the information as a series of horizontal lines. Again, each 
line represents a one-week period, which is divided into 
the seven days of the week. Both posters also feature the 
same information at the bottom of the poster, indicating the 
number of hours of light and dark for each day of the week. 

Hour* of dark 2007 

■ 

UQMCaMV 
By Aoo«a« PK*i—d kr ttC* 
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Accepts Proceed: 
Light and Dark 2008 



Ms set of two United Edition silkscrccn ported A1 

C23% x 33 in] posters charts the number of hours of 

daylight and darkness in the United Kingdom for 20C8. 

TfretoJaekfeckgro^ 
of daylight, while the white poster charts the periods of 

darkness. Each poster is over-printed with a glow in the 

dark luminous ink. allowing the posters to work in light 
and dark conditions:- 

Hour* of dark 2008 

By Afflux A ProcMU. M/07 
C 200# Ac©** * 



Design 
Project 

Time and space 
186/187 

IheAttik 
‘NoiseFoi I ■Rffl CSS rtwlKfl 

NoiseFour. 

No»seLab 
CultureLife 
RealityArchive. 

Second26 
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Latef200i. NkxseFour. is coming. Order your advance copy. 
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Urte2001. NoiseFour. is coming. Order your advance copy. 
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Sent oi it out as an e-mail attachment lo interested parties 
as a teaser for graphic design company The A 

loaded onto a computer, works as a three-dimensional 
clock showing seconds, minutes, hours, months, year 
miPBMaBiiTav/adK The user can 'spin' the co ordinates 

around by interacting with the clock using the mouse. 
causing the different time units to come to the fore. 

: further by dragging the time units forward which increases 
the .size of the type on screen. This allows the user to have 
great control over which units of time they wish to 

rlayed. 
asramwai 

wrtiMiiiraiiiiwtna* 
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Design Spin 
Project Twenty-four Hours1 

twenty four hours 
TIME ID CHANNEL SOURCE «i> CONTENT «i> 

— channel f our link established - - - - 
*■ channel three link established- 
-- channel two link established. 
-- channel one link established. 
— channel five initiated- 
-- channel four initiated. 
-- channel three initiated. 
-- channel two initiated- 
— channel one initiated. 

i 

channel amplification 
1 : JOURNAL ISM ■ 

100 
2 : SOCIETV/GOSSIP ■ 

0 
3 : COMMERCEARflDE ■ 

0 
4 : LOCATIONS 5: SCIENCE/CULTURE ■ 

0 

twenty four hours 
TIME ID CHANNEL «!► SOURCE «i» CONTENT «!► 

1510212002 

- 15:08:50 + PUTTING SPIN ON IT 

- 15:08:53 
+ THE MEMORABILIA OF MUSIC 

- 15:08:50 

- 15:08:50 

+ SEXCHART DEGREES OF SEPARATION 

+ SOUTHERN CALIFORNIANS BUV INTO THE LIFESTVLE 

- 15:08:50 - JOURNALISM 
+ ARTS ROLE ASSURED 

channel amplification 
1 :JOURNAL ISM ■ 

100 
2:SOCIETV/GOSSIP ■ 

0 

I 

3 : COMMERCE ARflOE ■ 

0 
4 : LOCATIONS ■ | 5 : SC IENCE/CULTURE ■ 

0 0 



Twonty-fci.r Hours' is a seif-i.Mt.atcC or. line project by 
Spin; a London based mulL-c 

! various 

and source, can be .amplified' to show the full news story. 

Different filters can be used to channel the source material 

to personalise the information. The project .has been built 

as a small homage to the millions of bits that make up 

the avalanche of information available on the web 24 
hours a day. .—-- 

twenty four hours 1510212002 
TIME ID CHANNEL «» SOURCE «l» CONTENT «» 

- 15:08:50 - JOURNALISM - CNN 

- 15:08:50 - LOCATIONS - GWYNFRYN C 

- 15:09:09 - JOURNALISM - NEU VORK TIMES 

15:0?j50 - COMMERCE/TRRDE ■ MARK HENDE 

* _ll5JPi5i8_-_S0CJETy/G0SSIP - FBI 

+ THIRSTS-' WORK 

15:09:18 - SOCIETY/GOSSIP - ANONVMOUS 

- 15:09:04 

- 15:08:50 
- 15:08:50 

- SOCIETV/GOSSIP 

- LOCATIONS 
- COMMERCE/TRADE 

- FMRNJOOeUI 

- JAMES MERH 
- R.D. BRIDG 

: 15:09:211 = COMMERCE/TAADE : NOBQBVlSBB 

+ PERFORMER ROLLS OFF OPERA STAGE STOPS SHOW 

+ THIRSTV WORK 

+ GRABBING TU AUDIENCES TWEEN 8 AND 14 

+ BUZZ ALDRIN TO LAUNCH MARTIAN CRUISE SERVICE 

J-_THE_NUriBER_pF HOMICIDES OF CHILDREN UNDER AGE 5 INCREASEDJDU_ 

it started out as a simple girl-meets-boy story, but it soon whirled dizzyingly out of 
control. A girl met a boy, and then she met another boy, and then several other boys, ail 
of whom met boys and girls of their own, who in turn met their own girls and boys. And 
four years after the first girl met the first boy, some 1,400 boys and girls had met and 

+ SOUTHERN CALIFORNIANS BUV INTO THE LIFESTYLE 

How do 1,' 0 hackers and crackers and Internet-lovers document their hook-ups? They 

+ SBREBHFFBOEGREES OF SEPARATION :: shows how each person is connected to the 
bedroom dalliances, a chart that has now grown titanic in scale. 

+ BLIND BLOW 
■h TURNING, MACS ON THIEUERY . , 
nctut e a kiddie eohnect~.rie-dut puzzle on which some sardonic 5-year-old has 

connected every dot to every other dot, and you might have an idea of what the 
Sexchart looks like. At 45 KB, filled with ASCII dots and dashes that are almost impossible 
to track, the Sexchart is a little underground Internet pro iect that tells uou two things 
tkJBEUS REALLY DREADING THUS NEXTBlRTHDAY-1,1. you might have guessed, and they're 
more obsessive than you'd ever imagined. 

ish Daelnar, a 23-year-old woman who has maintained the Sexchart for most of its life, was 
the girl from whom the initial girl-meets-boy piece of the Sexchart spun. Daelnar lives in 
Santa Cruz, California, and though she is not herself a geek, she seems to know their 

+ ! aSlllT»»®ljJ«HORSE IN DESERT RACE + 

"I had dated a lot of guys in the 'Internet scene,"' Daelnar said. "And the chart was 
started specifically to make fun of me — to show how many guys I dated." This was in 1997, 
when being in the so-called "Internet scene" actually meant something. It meant you knew 
about the Web, maybe had your own "home page," you looked askance at people on A0L, 
spent time chatting on IRC ... and various other stereotypes. 

I 

channel amplification 
1:JOURNAL ISM ■ I 2:SOCIETY/GOSS IP ■ 

100 0 
3 : COMMERCE ARADE 4 : LOCATIONS 5:SCIENCE/CULTURE ■ 

0 

twenty four hours 1510212002 
TIME ID CHANNEL «► SOURCE «fr CONTENT «» 

t 

- 15:08:43 - CONMEACE/TRADE - ANONVMOUS + INUISIBILITV ACHIEUED 

• 15:08:34 - SCIENCE/CULTURE - RONALD BUC + MILLIONS OF BUTTERFLIES KILLED BV FREAK STORM 

' 11 It' D HI I T CATEGORY 4 - INSURANCE 'SENS NET Uk * S£P CUTS TAVG-BALTICA SUBSIDIARY RflTINOS TO BB6+, ON HATCH D£U 
• 15:08:28 - LOCATIONS - BEER BUOvfc + BEER BUOYS 

1 i3J0:0?_-.LOCATIONS_^ HLISSAf SHKCOIIK_J-_RWKWRRp_N0MENJS_ 

+ 3&P CUTS TFlVG-BfiLTICR 
9*i@SIDIflRY RRWt$@«T0 BBB+, ON 
W85CH DEU. - LOCATIONS - LATESTNEW 

R grazier has found Australia's largest dinosaur fossil while mustering his sheep near 
Minton, in Queensland's "fossil triangle '. 

+ ONLY CANCERIANS MILL 00. 
Palaeontologists from the Queensland Museum have just returned from the site. They say 

+ AUSTRALIA'S LARGEST DINOSAUR FOSSIL UNEARTHED ' ° type'' “ 

- JOURNALISM - NEW YORK TIMES 

So far, the museum's Steve Salisbury and his colleagues have found parts of the 

+ WHEN fi SINK COULD BE ART FIT FOR ft KINO : . 

Salisbury says There are indications that Elliot is similar to previous finds, but we've 
already noticed a few differences”. Size is the roost obvious. 
Even a fragment of the femur is a heavy load Photo: Steve Salisbury, thanks to + 
Australian Geographic 

Without the tail and n£ck bones, Salisbury cannot say exactly horn big the beast was, but 
there are enough clues to say it stood about four metres high and was 16 to 21 metres in 
length. 

- - - Salisbury adds that the fossils vertebrae appear similar to existing saurq + 
Australia and worldwide, "But portions of the femur have a slightly different shape,” he 

; 15:10:18 ; SCIENCE/CULTURE ; MASON ♦ UMBRELLA CONSPIRACY dealing with an ervdemic group of sauropods, rather than what's 
found elsewhere in the world " 

- 15:10:02 COMMERCE/ TRADE 4- KILLER COMPUTER 

I I 

channel amplification 
1 :JOURNAL ISM ■ I 2:SOCIETY/00SSIP ■ 

36 36 
3 : COMMERCE ARADE I 

4 
4 : LOCATIONS I I 5 : SC IENCE/CULTURE ■ 

0 25 
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foundation; 33;::.. 

Numerical Time Based Sound Composition 

Daniel Eatockzzn 

Timothy Evans ZZI 



This is a personal project by Foundation 33, exploring the 

visual, or the point at which a visual composition becomes 

audible. The project moves into the realms of the concrete, 

where the visual is inseparable from the.audio, one is not 

complete without the other. The piece is 

Cn'/:3Xl6V>in) sheet of paper with th 

on it. together with the audio CD.mou 
pulp board. 

arfllTilliftriHfeTirililWt 

The explanatory text reads'as follows: 
'A digital time display counts to one hour using four units: 

seconds, tens of seconds, minutes, tens of minutes. 

A numerical sound composition has been constructed 

using the ten sequential digits: 0,1,2,3,.4, 5, 6, 7, 8, 9. 

Each digit has been assigned a tone. The.tones are 

mathematically selected from a range of 20Hz to 20,000Hz 

...-.the two extremes audible to the human ear. The tones 

ly divided between the ten digits providing 

hat produce a musical scale. Every 

alior. of four tones is defined 

Trar*T»raifimiirtfiii 

rtTiftiiriwrariraiifcii 

aMWMiwEBliiraraiiKiriTiiiiin 

Numerical Time Based Sound Composition 
Composer Daniel Eatock / Musician: Timothy Evans 

A digital time display counts to one hour 
using four units: seconds: tens of seconds: 
minutes; tens of minutes. 

A numerical sound composition has been 
constructed using the ten sequential digits: 
a 1.2.3.4.5.6.7,8.9. 

Each digit has been assigned a tone. 
The tones are mathematically selected from 
the range of 20Hz to 20.000Hz; the two 
extremes audible to the human ear. 

The tones are logarithmically divided 
between the ten digits providing tonal 
increments that produce a musical scale. 

Every second a different combination of 
four tones is defined by the time counter. 

Above is a diagram that represents the 
hour long composition. 

Copyright Eatock/Evans 2001 

Foundation 33 
33 Temple Street 
London 
E2 6QQ 

020 7739 9 903 
info@foundatlon33.com 
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Design :: Caitiidge Levene 
Project Canal Building. Brochure 



A clever brochure designed to promote a development 

of apartments in Islington, London, includes photographs 

of the raw, unmodernised interior shell of the building, 

as the brochure was produced prior to the start of the 

redevelopment, A large section of the lavish brochure is 

dedicated to a map of the.surrounding area, but unusually, 

the map is purely photographic, and no diagrams of streets 

and roads are included. The map is based on the walking 

times to various local amenities, but these routes are 

illustrated with more abstract images of tree bark, water 

and concrete. This mapping method is useful to people not 

familiar with the area, as it shows with a flick of the pages 

Towards the back oi hoe brochure are 

two further maps, one a conventional line drawing of the 

area, and the other an aerial photograph showing a larger 

area of London. This image is overlaid with a grid system 

. on a scale which equates to a three-minute walk for each 

square on the grid, A series of numbers is also printed 

on the image which relates to the: page number :of the 

photographic mapping system, allowing the twotviews: 
to be cross referenced. 

nil liilfiii 

; _ "g _ 2 0 2Z -S 
fllli ® f| 

wdxwwiSxiiir £ < 55 2 55 p au 
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— ~ -S '/> fr.vp i 
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Design Sagmeister Inc. 
Project 'Made You Look’ timeline 



Made You Look’ is a collection of the work of New 

York-based graphic designer Stefan Sag.T.eister. At the 

beginning of the book is a timeline. wh.ch extends over 

the course of eigfit pages. The timeline is jjstthat, a tine 

thatweaves its way back and forth across and'Dp and 

down the page m a clean and pure fashion. At the top 

of the first page a small cifcte is annotated with the words 

‘Big Bang'. Nothing further happens until the sixth page, 

where another annotated circle is flagged 'Earth sees light; 

of day'. The final two pages see a quicken.ng of pace,: 

towards the bottom of the pages ‘Green blue algae appear. 

Jellyfish evolve, Plants appear, Amphibians come alive, 

Marine reptiles appear, Dinosaurs start to flourish, Birds 

emerge1, and so on, until just before the end of the line, 

‘Neanderthals appear' and finally ‘The entire history 

of graphic design’,:. 

. A footnote reads as follows: 'The little 

circle representing the entire history of graphic.design is of 

course shown much too large here: In real i.fe and scale it 

is about 1/100 000 of an inch, which is a very, very small 

circle. Now. my whole working life: Too bitsy to think about. 

That Aerosmith job that went on forever? Oh boy.’ 
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Design Mark Diaper 
Artist Tony Oursler 
Project 'The Influence Machine' 

- 

TONY OURSLER TIMEETREFlMs I HATE THE DARK. I LOVE THE LIGHT. 

Religion / Mythology / Philosophy 

Physics / Mechanics / Electronics 

■ Optics / Still & Moving Images 

I Telecommunications 

Computers / The Internet 

I Quackery / The Occult / Spiritualism 



Tiraestream: 1 hate the dark. 1 love the light’ is a timeline starting in the 5th-2nd centuries BC with the Egyptian - 
developed by the artist lony Oursler and designed 

by Mark Diaper ‘or the Artangel/Public Art Fund book, 
god Seth and ending with the Endoscope pill camera 
in 2000 AD 

The Influence Machine'.The timeline, which extends over 

26 pages of the hook, is intended to chart the history of 

religion/mytho 1 ogy/phi 1 osophy,Xrptics/sti 11 and moving 

images, computers/the Internet, physics/mechanics/ 

The colour bars for each strand 
of information fade in and out and svve:ve up and down... 

to make space for the various entries. Interestingly the red 

bar used to represent religion/mythology/philosophy fades 
electronics,oeonmur.cations, quackery/the occult/ 

spiritualism. A specific colour is attributed to each of these 

broad categories and is plotted horizontally over the pages 

out around 1705 AD as the orange of physics/mechanics/ 

electronics becomes prominent. 
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Design Nina Naega! andA. Kanna 

Project : .Time/Emotions 

24 HOURS - TIME/BVianCNS *«*»««*««,* «**»> 
‘Time /Emotions’ is a new system to read the time. It's visualised by two combined patterns. The first pattern 

symbolises the actual time and there fore it's created by a rule which uses the figures of that time as a guide. 

The second pattern which shows the emotions is made out of many different shapes which were put down 

by a rule, determining the shape, size, colour, rotation of the shape and placement of the shapes on the grid 

As the grid to put down the second pattern we used the first pattern as the emotions hinge on that moment 

of time.The final pattern visualises the new system Time/Bmotions’. 

CO 

24 HOJRS (24 books in slip case) 

The systerrVTime/Emotions’ runs through 24 hours. Every hour has been analysed according 

to our emotions and has then been put through the two rules to visualise the system of reading the time. 
shown above> spreads of magazine accompanying exhibition 



‘Time/Emotions’ was developed by \';na Naegal and 
A. Ka.nna as a new method for reading time. The image 
is generated by the overlaying of two efferent patterns: 
the first is a gr.d system formed by a tjme sequence, this 

placed over the tine grid. iirtyaiirtnwiniUKnranfcfcir; 

made out of many different shapes which are placed by 
a rule, deierm.ning the contours, size, colour and rotation 
of the shape as well as the position of trie shapes on the 
am£9rid:.v_zz~—. .. 

Shown here are pages torn a 24 
•k which shows the various stages of emotion. 

\1 (23% X 33:ir.) poster related to 
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Artist 

Project Long Player 



c/
> 

c
p

 

architect Georgina Livingston. Artangcl co director 
Michael Morns, digital sound artist JoetRyan, architect 

Longplayer can be: heard at listening c Technology is embraced as a means 
oosts in the United Kingdom, witti plans to establish, other . to share an experience not only of music but also of a 
listening posts at diverse sites around the world. The first dream of time. There is no wish to send an ideological 
site was established in a disused.lighthouse at Trinity Buoy : monumentout into the future landscape, only the ambition 

to stream inreal time on the Internet. JtsraHgtsrttfeagiazmftuiBrp^^ 
The music is generated by a computer in such a way that its production is not restricted to just one 

playing six loops taken from a pre-recorded 20rminute, form of technology. The resilience of Longplayer will 
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Studio Myerscough 
Forest of infinity::': 



To celebrate the 25th anniversary of tie spccia' st furniture 

supplier Coexistence, graphic design consultancy Studio 

Myerscough designed both a commemorative book 

and an cxh.biticn held at the RIBA architecture gallery: 
irttondon;-.. — 

The exhibition was set out as a th.-ee- 

dimensional timeline showing classic pieces of furniture 

design which have been produced over the last 25 years. 

Each item was positioned:under a white lozenge-shaped 

lampshade, with the year printed or. which wassusoended 

from the netting: The captions explaining each exh ib it were 
printed next to the item on the floor. 

1987 G frost 
Designed by Cini Boeri 
and Tomu Kata\anagi 
Manufacture'/"by Fiam Italia, Italy 
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Design 
Project Web Wizards 



‘Webwizarda was an exhibition held at the Design 

innovative contemporary on-line art and design work. 

The exhibition, designed by Studio Myerscough, included 

alarge scale timeline chatting the histoiy of computers 

and the Internet from the 1960s to the present day. which 
was printed along an entire wall- 

z Exhibits were connected wit!' each: 
other via lines printed across floors and walls, which made 

the entire event interrelated, with objects treated like 







I would like to extend my deep thanks to all those who have helped 

in creating this book, whether by kindly submitting work or for help 

and advice. 

A special thank you should be extended to William Owen for his 

insight; Ben Tappenden for his great enthusiasm; Sanne, Tristan, 

Minnie and Monty for their constant support and understanding; 

Chris Foges, Laura Owen and all at RotoVision for their faith 

and patience. 

rf-t 



Roger Fawcett-Tang is founder and creative director 

of Struktur Design which has developed a reputation 

for clean understated typography, attention to detail 

and logical organisation of information and imagery. 

It has won various design awards, and has been 

featured in numerous design books and international 

magazines. Roger’s other books include Experimental 

Formats (RotoVision, 2001], New Book Design 

(Laurence King Publishing, 2004], Experimental 

Formats 2 (RotoVision, 2005], Print and Production 

Finishes for Brochures and Catalogs (RotoVision, 

2006], and New Typographic Design (Laurence 

King Publishing, 2007], 

William Owen is a writer and consultant in digital 

services and brand development for international 

corporations and institutions. He is the author of 

Magazine Design (Laurence King/Rizzoli, 1990], 

Unsteady States (in Digital Prints, ed. Adam Lowe, 

Permaprint, 1997] and of numerous articles and 

essays on design, culture and business for the 

European and American design press. He is a 

consulting editor to the international review of 

graphic design eye and a visiting tutor at the 

Royal College of Art. 

Also available from RotoVision: 

Grids 

Creative Solutions for Graphic Designers 

Lucienne Roberts 

The Information Design Handbook 

Jenn and Ken Visocky O’Grady 



Accept & Proceed 
Peter Anderson 
Atelier Works 
Attik 

Maps and charts are needed by both businesses and 
society in order to make complicated information and 
data comprehensible. The art of mapping has therefore 
become one of the core graphic design practices. 

Base 
Integral Ruedi Baur et Associes 
Nick Bell Design 
Bibliotheque 
Browns 
Build 
Biiro fur Gestaltung ® 
Cartlidge Levene 

City ID 

Mark Diaper 

Mark El-khatib 

Farrow Design 

Jem Finer 

Foundation 33 

A.G. Fronzoni 

Frost Design 

Irwin Glusker 

Joost Grootens 

Hochschule fur Gestaltung Schwabisch Gmund 

Imagination 

Damian Jaques 

Jeremy Johnson 

The Kitchen 

Willi Kunz Associates 

Lust 

Gail Mellows 
MetaDesign 
Studio Myerscough 
Nina Naegal 
NB: Studio 
Sandra Niedersberg 
Simon Patterson 
Pentagram 
Proctor and Stevenson 
Projekttriangle 
Sagmeister Inc. 
Sans+Baum 
Secondary Modern 
Sinutype 
Spin 
Struktur Design 
Nick Thornton-Jones and Warren Du Preez 

Tomato Interactive 

Tonne 

UNA designers 

t 

Mapping Graphic Navigational Systems offers a 
comprehensive study of all areas of cartography from 
exhibition guides to wayfinding systems, from websites 
to calendars. This essential guide reveals the visual 
language of location, direction, spatial and structural 
relationships, which are central to the information 
design discipline. Featuring in-depth essays as well 
as inspiring visuals and brand new case studies, this 
revised edition offers a timely update. 

ISBN 978-2-88893-036-5 
ISBN 2-88893-036-6 

RotoVision 


