
Grid Systems 
Kimberly Elam 

, ..... ..   ;—* ^ :--—  *-—-—•••:    ;  - 

Filled with an expansive range of twentieth-century 
examples of design, from Jan Tschichold's brochure 
for Die Neue Typographie to Bauhaus graphics to 
a Nike catalog. Grid Systems provides a rich, easy-to- 
understand overview of the grid and demonstrates 
a step-by-step approach to typographic composition. 
It reveals design strategies that transcend simple 
function and reductionist recipes to allow grids to 
become a means of truly dynamic communication. 



\ 



Grid Systems: Principles of Organizing Type 

\0 w \u , 

mi 

Kimberly Elam 

Princeton Architectural Press, New York 



DESIGN BRIEFS III III ESSENTIAL TEXTS ON DESIGN 

ALSO AVAILABLE IN THIS SERIES: 

Designing For Social Change, by Andrew Shea 

D.I.Y. Design It Yourself, by Ellen Lupton 

Elements of Design, by Gail Greet Hannah 

Form+Code, by Reas, McWilliams, and LUST 

Geometry of Design rev. ed., by Kimberly Elam 

Graphic Design Theory, by Helen Armstrong 

Graphic Design Thinking, by Ellen Lupton 

Published by 
Princeton Architectural Press 
37 East Seventh Street 
New York, New York 10003 

Visit our web site at www.papress.com. 

© 2004 Princeton Architectural Press 
All rights reserved 
Printed and bound in China 
14 13 13 12 11 

No part of this book may be used or reproduced in any manner 
without written permission from the publisher, except in the 
context of reviews. 

Every reasonable attempt has been made to identify 
owners of copyright. Errors or omissions will be corrected 
in subsequent editions. 

Indie Publishing, by Ellen Lupton 

Lettering & Type, by Bruce Widen and Nolen Strals 

Participate, by Helen Armstrong, Zvezdana Stojmirovic 

Thinking with Type rev. ed., by Ellen Lupton 

Typographic Systems, by Kimberly Elam 

Visual Grammar, by Christian Leborg 

The Wayfinding Handbook, by David Gibson 

Special thanks to: Nettie Aljian, Nicola Bednarek, Janet Behning, 
Megan Carey, Penny (Yuen Pik) Chu, Russell Fernandez, Jan 
Haux, Clare Jacobson, John King, Mark Lamster, Nancy Eklund 
Later, Katharine Myers, Jane Sheinman, Scott Tennent, Joseph 
Weston, and Deb Wood of Princeton Architectural Press 
—Kevin C. Lippert, publisher 

Library of Congress Cataloging-in-Publication Data 

Elam, Kimberly, 1951- 
Grid systems : principles of organizing type / Kimberly Elam. 

120 p. : ill (some col.) ; 22 cm. 
Includes index. 
ISBN 1-56898-465-0 (pbk. : alk. paper) 

1. Graphic design (Typography) 2. Type and type-founding. 
I. Title. 

Z246.E534 2003 
686.2'2—dc22 

2004001242 

Project Editors: Linda Lee and Jennifer N. Thompson 
Design: Kimberly Elam 
Cover Design: Deb Wood 



Grid Systems: Principles of Organizing Type 

Table of Contents 

5 Introduction 

7 Project Elements and Process 

8 Constraints and Options 

9 Proportion of Elements 

10 Grouping 

11 Negative Space and Grouping 

12 Perimeter Edge and Axial Relationships 

13 The Law of Thirds 

14 The Circle and Composition 

17 Horizontal Composition 

35 Brochure for Die Neue Typographie 
36 Cover Page and Text Page from The Isms of Art 
37 Spread from the Catalog of Bauhaus Products 

38 Theatre Am Hechtplatz Advertisement 

40 SamataMason Web Site 

42 Institute for Architecture and Urban Studies Graphic Program 
44 Sotheby's Graphic Program 

45 Table of Contents Spread for The New Urban Landscape 

46 Horizontal/Vertical Composition 

63 Zurcher Kunstler im Helmhaus Poster 

64 Nike ACG Pro Purchase Catalog 

66 Program for Zurich University's 150th Anniversary 

67 Best Swiss Posters of the Year 1992 
68 Festival d'ete (Summer Festival), Program Spread 

69 Columbia University, Graduate School of Architecture and 

Planning Posters 

71 Diagonal Composition 

89 Kandinsky Poster 

90 Page from Reklama Mechano 
90 Page from The Next Call 
91 National-Zeitung (Newspaper) Poster Series 

92 Titie Page Studies for the Freiburg Municipal Theatre 

94 Columbia University, Graduate School of Architecture and 

Planning, Lecture and Exhibition Posters 

97 Typographic Hierarchy 

104 Case Study: Identification of the AIDS Virus 

107 Case Study: The Beginning of Communism in Cuba 

112 Case Study: Levi's Become Fashion 

116 Case Study: "If the glove don't fit, you must acquit." 

118 Acknowledgments 

118 Image Credits 

118 Selected Bibliography 

119 Index 



V 



Introduction 

Architectonic Graphic Design 

January 7, 2003 

January 8, 2003 

January 9, 2003 

7:00 pm. Library 

Free Lecture Series 

Graphic Design Department 

• 

Ringling School of Art and Design 

Architectonic Graphic Design 

Graphic Design Department 

January 7, 2003 

January 8, 2003 

January 9,2003 

7:00 pm. Library 

Free Lecture Series 

Ringling School of Art and Design 

Typography is not only verbal information but also lines of tex¬ 

ture within a composition. These textures create rectangles of 

tone on the page, and the relationship of the positions of these 

rectangles is critical to the perception of order and unity within 

a composition. The duality of the two roles gives the designer 

responsibility for both communication and composition. 

This typography project enables the designer to focus and 

explore the role of composition within a system and a struc¬ 

ture. The structure is a simple three-column by three-row grid 

system. Although this is a modest system, there is enough 

flexibility for variation and thorough investigation. The 3X3 

grid system also corresponds to the law of thirds that suggests 

when a rectangle or square is divided into thirds vertically 

and horizontally, the four intersecting points within the 

composition are the points of optimal focus. The designer uses 

placement and proximity to determine which of these points 

is hierarchically the most important. 

The example at left is a simple composition of six rectangles 

and a small circle. The elements are in proportion to each 

other and are grouped and arranged in the grid so that each 

rectangular element aligns with at least one other element. The 

interior alignments, proportion of elements, and placement in 

the format result in a unified and visually satisfying composi¬ 

tion. In this example, the gray rectangles have been replaced 

by lines of text. There is an obvious hierarchy in the content of 

the message, via text size and placement, and an alignment 

axis at the left of the format. Analysis of these three samples 

shows that the compositional principles related to typographic 

messages are the same in all. An understanding of the composi¬ 

tions abstract elements of texture leads the designer to a deeper 

understanding of the role of the compositional principles and 

visual forces of design. This project is a case study of a method¬ 

ology used to teach these principles and visual forces. 

This book, and others in the series, is indebted to my students 

for all they have taught me and is intended to share with others 

approaches and methodology that may prove useful. Design 

education is a fluid process that constantly evolves. Designers 

and design educators are invited to share the results of their ex¬ 

periences with me for inclusion in later printings of this work. 

Kimberly Elam 

Ringling School of Art and Design 

Department of Graphic and Interactive Communication 

Sarasota, Florida 
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Project Elements and Process 

A three-column by three-row structure is the format for exploring 

texture and composition. This simple grid system provides a 

wide range of variation for exploration within a controlled system 

of organization. Because the format is a square, visual attention 

will focus on the interior composition rather than the shape and 

proportion of the format. 

Six gray rectangles, which will later correspond to the type 

sizes of the visual message, are the compositional elements. A 

small circle is also used to provide an element for balance, visual 

control of the composition, and contrast. 

The circle is the wild-card element in all of the compositions. 

Even though it is very small, it has a tremendous amount of 

visual power. This Is true of any circle, any size, in just about any 

composition. The human eye loves the circle and embraces it. 

The contrast in form to the rectangular elements provides visual 

interest, in addition to the inherent visual power of the circle 

itself. Its position in the composition is less prescribed than the 

other elements, and it can appear anywhere. 

The student explores the visual principles of composition, 

texture, and interrelationship through a series of exercises that 

become increasingly complex and dynamic. 

The grid system is three 

columns wide by three rows 

deep, yielding a total of nine 

visual fields. 

The compositional elements 

are six gray rectangles and a 

small circle. 

The compositional elements 

are arranged within the grid 

system. 

Lines of text replace the 

gray compositional elements 

(above) and yield a typographic 

composition (below). 

Architectonic Graphic Design 

7:00 pm. Library 

Free Lecture Series 

Graphic Design Department 

Ringling School of Art and Design 

January 7, 2003 
January 8, 2003 
January 9, 2003 
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Constraints and Options 

The format, rectangle elements, and a concise series of rules 

are given to the student: 

• In the horizontal series, all rectangle elements must remain on 

the horizontal. In the horizontal/vertical series, all rectangles 

must be either horizontal or vertical. In the diagonal series, all 

rectangles must be on the same or contrasting diagonal. 

• All rectangle elements must be used. 

• No rectangle element may extend outside the format. 

• Rectangle elements may almost touch but not overlap. 

Since this is a formal composition project, the constraints are 

important rules for creating a cohesive whole. Elements must 

remain on the horizontal in the first series and will occupy other 

positions in later series. It is important that all elements are 

used, as each bar corresponds to a line of text from a message 

that will later replace the rectangle elements. All elements 

are sized to fit in either one, two, or three visual fields and must 

fit, left to right, within the grid columns. 

Yes. All rectangle elements 

are on the horizontal and all 

elements are used. Elements 

do not extend beyond the 

format or overlap. The circle 

may be placed anywhere in 

the format but may not overlap 

other elements. 

No. Elements must remain 

on the horizontal for the first 

series. Later compositions will 

work with vertical and diagonal 

elements. 

No. Elements may never 

overlap or extend beyond the 

format perimeter. 

No. Elements must fit within 

the grid columns. 

The circle may occupy any 

position. It is a wild-card 

element in the composition 

and need not necessarily 

correspond to the grid lines. 

▲ 

▼ 

The largest rectangle must fit 

within the square format, left 

to right. It can take any position 

top to bottom. 

A 

The two second largest rect¬ 

angles must occupy either the 

two right columns or the two 

left columns. They can take 

any position top to bottom. 

A 
■A ■MUFlim— 

T 

T 

The three smallest rectangles 

may occupy any single column. 

They can take any position top 

to bottom. 
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Proportion of Elements 

This project is designed to present considerable potential for 

success. There are a number of reasons for this. First, the stu¬ 

dent is focused on selected issues throughout the project, and 

the decision-making process is directed toward these issues. 

Second, the square format serves to focus the student's attention 

on the elements and composition rather than on the proportion 

of a rectangular format. Third, a hierarchy of size exists and this 

hierarchy is present in the proportion of the elements. Since the 

grid is three columns wide, the length of all of the elements are 

in the proportion of 1:2:3. This proportion is pleasing and logical 

in a simple compositional structure, and is as important as all of 

the other visual theories in creating a cohesive composition. 

The circle, too, is in proportion to the rectangular elements. It is 

approximately one-fourth of a unit in diameter and this diameter 

is roughly equivalent to the width of the longest rectangle. 

. 
7:00 pm. Library 

Free Lecture Series 

January 7, 2003 
January 8,2003 
January 9,2003 

Graphic Desig 

Ringling School c 

n Department 

f Art and Design 

Architectc inic Graph lie Design 

NM 

-1 unit- - 2 units - - 3 units - 



Grouping 

Grouping of elements is important in visual messages. Grouping 

permits an element to have an immediate visual relationship 

with another element in close proximity. Both similar and dis¬ 

similar elements can be grouped to create rhythm and repetition 

as well as largerareas of texture. The composition is simplified 

by grouping, white space, or negative space, is enhanced, and 

a stronger sense of visual order is created. 

No Grouping 

Without grouping of elements, the 

viewer has seven individual elements 

to visually absorb. The format appears 

unorganized and the elements too 

complex. 

1 

• 

w 
Grouped Elements 

By grouping, the number of elements 

Is reduced, which simplifies the compo¬ 

sition and enhances the white space. 

Grouping of Similar Elements 

Rectangle elements of a similar width 

can be grouped. 

Grouping of Dissimilar Elements 

Rectangle elements of different widths 

can be grouped. 
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Negative Space and Grouping 

Negative space, or white space, is the space that is not occu¬ 

pied by the composition rectangles. The shape and composition 

of this space has a direct impact on how the composition will 

be perceived by the viewer. When elements are not grouped 

and each is surrounded by white space, the surrounding spaces 

are many and the composition appears chaotic and unorganized. 

As elements are grouped, the white spaces become fewer 

and larger, and a simplified, more cohesive perception of the 

composition is created. 

No Grouping: Complex Negative Spaces 

In this ungrouped composition there 

are at least ten rectangles of negative 

space, as shown by the outlines, mak¬ 

ing the composition appear chaotic and 

visually uninviting. 

Grouped: Simple Negative Spaces 

In this grouped composition there are six 

rectangles of negative space as shown 

by the outlines. These spaces are not 

only fewer in number but also larger and, 

therefore, more visually pleasing. 

No Grouping: Complex Negative Spaces 

Grouped: Simple Negative Spaces 
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Perimeter Edge and Axial Relationships 

Use of the perimeter edges of the format is critical in creating 

cohesive compositions. If none of the elements is near the top 

and bottom edges, as in the Perimeter Edge Relationships 

example below, the white space squeezes the elements, 

and the composition is ungrounded. When the elements of a 

composition move toward the top and bottom perimeter edges 

of a format, the white space is optimized, and the composition 

appears larger and more spacious by visual expansion. 

Placement of elements within the grid structure creates axial 

alignments. When an axis occurs in the interior of the composi¬ 

tion, strong visual relationships are formed that give the compo¬ 

sition a sense of visual order. Axes on the left and right edges 

help to bring order to the composition but are considerably 

weaker visually. A single element does not create an axis; two 

or more elements create an axis, and, in general, the larger the 

number of aligned elements the stronger the axis. 

Perimeter Edge Relationships 

Weak Perimeter Edge Relationship 

Since there are no elements touching the top or 

bottom edges, bars of inactivated white space 

squeeze the top and bottom of this composition. 

Stronger Perimeter Edge Relationship 

By allowing elements to touch all four sides of the 

format, all spaces are activated and the format 

expands visually. 

Axial Relationships 

Weak Axial Relationship 

The red line indicates the left edge axis in this 

composition. This relationship is weak because 

the interior alignments are minimal and the left 

edge position moves the eye off the page. 

Stronger Axial Relationship 

The interior axes in the center column are visually 

stronger because more elements align on each of 
these axes. 
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The Law of Thirds 

The 3X3 grid system corresponds to the rule of thirds that 

suggests when a rectangle or square is divided into thirds ver¬ 

tically and horizontally, the four intersecting points within the 

composition are the points of optimal focus. The designer uses 

placement and proximity to determine which of these points 

is hierarchically the most important. 

An awareness of the law of thirds enables the designer to focus 

attention where it will most naturally occur and to control the 

compositional space. Elements do not need to land directly 

on the intersecting point as close proximity draws attention 
to them. 

13 



The Circle and Composition 

As a wild-card element, the circle can be placed anywhere in 

the composition. As the circle nears lines of text it draws attention 

to them and modifies the lines. Placed in between lines of text, 

it separates and organizes the lines. Placed away from the text 

elements, it draws the eye and controls the visual flow during 

viewing, and has a tendency to balance the composition. Each 

different position changes the way the composition is viewed. 

In all compositions the circle becomes an accent and an element 

that contrasts the rectangles. It can be a pivot point, an element 

of tension, a starting or stopping point, or it can contribute to 

visual organization or balance, It is a tool for the designer with 

which to consciously control the desired visual response. 

Potential Circle Functions: 

• Space Activator 

• Pivot Point 

• Tension 

• Starting or Stopping Point 

• Organization 

• Balance 

Balance Placement and Pivot Point 

When the circle is placed in predictable 

alignment to the grid, a sense of visual balance 

is achieved. The circle is also a pivot point as 

the eye moves around the composition. 

Space Activator 

When the circle occupies a postion within a 

confined white space, the space becomes 

activated. A stronger sense of asymmetry is 

achieved in the composition as well as more 

visual interest. 

Tension 

When the circle is placed very close to the other 

elements a visual tension occurs. 

1 ■ 

■H 

|| 
i m 

jj: 

Tension 

Placement of the circle near a 90° corner 

intensifies the contrast of shape and tension. 
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On this page all of the compositions are similar with only the 

placement of the circle changing. The black color of the circle 

calls attention to its position because its placement very clearly 

changes the way in which the viewers eye moves throughout 

the composition. 

Placement of the circle near text often results in emphasis of 

that text. This emphasis changes the hierarchy as the circle 

becomes a starting point. Placement of the circle in between 

lines of text separates the lines and organizes them into indi¬ 

vidual groups, with a result of additional emphasis given to each 

line. Placing the circle so that it is surrounded by white space 

frequently causes the circle to become the pivot point. Trapping 

the circle tightly in between text and an edge results in both 

visual tension and an emphasis of the line of text. 

January 7, 2003 January 7, 2003 January 7, 2003 

January 8,2003 January 8, 2003 January 8,2003 

January 9, 2003 January 9,2003 January 9,2003 

^ Graphic Design Department Graphic Design Department Graphic Design Department 
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7:00 pm, Library 

7:00 pm, Library 7:00 pm, Library Free Lecture Series 
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Architectonic Graphic Design Architectonic Graphic Design 

Emphasis Placement and Emphasis Placement and Emphasis and Tension Placement 
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Horizontal Composition 

The first in the series of exercises is the most simple—hori¬ 

zontal composition. Compositions are first developed in a 

series of small thumbnails as the visual principles of grouping, 

edge relationships, axial alignment, and circle placement are 

investigated. It is during the thumbnail phase that the visual 

principles begin to emerge. 

A seemingly very simple task becomes more complex as the 

designer becomes increasingly aware of and sensitive to the 

nuances of composition. The initial compositions consist of 

the most obvious choices. Later evolutions of compositions 

are more interesting in that the designer begins to explore 

beyond the obvious. 

The strongest compositions are refined in large scale, and, 

finally, lines of text are substituted for the rectangle elements. 

Those compositions that are the most ordered and compelling 

in the abstract version are also, invariably, the most interesting in 

the typographic version. 

A visual hierarchy has already been built into this project by the 

assignment of each line of copy to the rectangles in the given 

grid structure. Further unity is achieved by employing a single 

face and weight of type for all lines in the composition. More 

than any other factor, the position of text and proximity of the 

circle will determine the hierarchy. 
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Horizontal Composition Organizing the Approach to the Project 

At the onset of the project, the student is inclined to create 

thumbnails rapidly and intuitively. This approach has its merits 

in that the most predictable solutions to visual organization 

are inevitably explored. However, there is a strong probability 

that one or more of the three approaches of top, bottom, and 

interior position of the longest rectangle will be overlooked. By 

organizing the project from the onset, attention can be knowingly 

focused on the three major approaches and to the key issues of 

composition within each approach. 

The longest element, the rectangle that spans all three visual 

fields, controls the composition. Therefore, the three major 

approaches include: Long Rectangle in Top Position, Long 

Rectangle in Bottom Position, and Long Rectangle in Interior 

Position. The thumbnail compositions are divided into these 

three groups. In addition, each set of thumbnails will focus on 

specific compositional aspects of the project. The change of 

focus of each of the first two series provides the student a 

limited range of visual ideas to master. The third and final series 

brings all of the compositional aspects together. 

Emphasis: 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

Horizontal Composition 

Series 1, Long Rectangle in Top Position 

Emphasis: • Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

The primary focus is on the 

basic aspects of composition. 

Series 2, Long Rectangle in Bottom Position 

Emphasis: • The Law of Thirds 

• Circle Placement 
• Leading 

The primary focus is on 

compositional control and 

enhancement. 

Series 3, Long Rectangle in Interior Position 

Emphasis: • Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 
• Leading 

This series brings all of 

the compositional aspects 

together. 
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Long Rectangle in Top Position 

Thumbnails 

The Long Rectangle in Top Position series of thumbnail compo¬ 

sitions will use the longest rectangle only in the top position, 

touching the top of the format perimeter, or very near the 

top. Compositional emphasis is on grouping, negative space, 

perimeter edge, and axial alignment. Experimentation is enco¬ 

uraged as the student begins to understand which, and why, 

specific compositions are the most pleasing. 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

19 



Horizontal Composition Long Rectangle in Top Position 

Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

1. Critique (see next page) 

2. Critique (see next page) 
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1. This work is less composi- 

tionally cohesive than many 

of the other thumbnails. There 

is trapped white space at the 

top that is inactivated, many 

elements are ungrouped caus¬ 

ing the composition to feel 

complex, and the bottom edge 

of the perimeter is unused. 

2. This work suffers from some 

of the same problems as the 

work above. Elements need 

to be grouped more tightly to 

simplify the composition, and 

the interior axial alignments 

need to be strengthened. 

Long Rectangle in Top Position 

Critique 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

The white space at the top 

edge is activated by placing 

one of the narrow rectangles 

above it. A second narrow 

rectangle is grouped with the 

first by placing it under the 

long rectangle. 

Finally, the two medium rect¬ 

angles are grouped and leaded 

more tightly, and the thick rect¬ 

angle is placed on the bottom 

edge to make the composition 

feel more spacious. 

The two midsize rectangles 

remain offset. However, they 

are more tightly leaded and are 

grouped with the two small 

rectangles. 

Finally, the thick rectangle is 

placed on the bottom edge of 

the perimeter to anchor the 

composition, and the circle is 

placed in the center to modify 

the strong axial alignments on 

the center column. 
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Horizontal Composition Long Rectangle in Top Position 

Type Replacement 

Text Adjustments 

Lines of text replace 

the gray rectangles in 

the strongest thumbnail 

compositions. Fine 

tuning adjustments are 

made to the text leading 

in the final compositions. 
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Long Rectangle Top Position 

Type Replacement 

Architect )nic Graph lie Design 
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Horizontal Composition Long Rectangle in Bottom Position 

Thumbnails 

The bottom position is the most stable compositional place¬ 
ment for the long rectangle and gives stability to all of the other 
elements. This is as if gravity was at work causing the longest 
or heaviest element to fall to the bottom. The other composi¬ 
tional elements can be moved freely in the space above because 
stability already exists below. 

• Grouping 
• Negative Space 
• Perimeter Edge 
• Axial Alignment 
• The Law of Thirds 

• Circle Placement 

• Leading 
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Long Rectangle in Bottom Position 

Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

1. Critique (see next page) 

2. Critique (see next page) 
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Horizontal Composition Long Rectangle in Bottom Position 

Critique 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

1. This work is fairly composi- 

tionally cohesive. The next two 

revisions consciously employ the 

law of thirds to investigate the 

possibility of a more cohesive 

composition. 

The law of thirds suggests that 

when a rectangle or square is 

divided into thirds vertically and 

horizontally the four intersecting 

points within the composition 

are the points of optimal focus. 

The two variations investigate 

the results of a change in leading 

and a change in placement of 

the circle. 

2. This work is also fairly 

compositionally cohesive. The 

next two revisions consciously 

employ variations in leading to 

investigate the possibility of a 

more cohesive composition. 

Tightening the leading creates 

two distinct groups of dissimilar 

elements. 

Moving the groups apart 

makes them more distinct. 

The breaking of the thick 

rectangle into three lines 

creates a different rhythm. 
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Long Rectangle in Bottom Position 

Type Replacement 
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Horizontal Composition Long Rectangle in Bottom Position 

Type Replacement 
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Long Rectangle in Interior Position 

Thumbnails 

The interior position is a precarious one for the long rectangle. 

Because it spans the width of the format, it divides the square 

into two smaller rectangles. If no elements are placed in one of 

the rectangular divisions, that space is inactivated and visually 

uncomfortable. The placement of at least one element in each 

of the rectangular divisions activates the total space. 

The placement of the longest rectangle in the interior creates 

an aesthetic disadvantage. This is the result of dividing a harmo¬ 

nious square format into-two less harmonious rectangles. Even 

with both spaces activated, the result is decidedly less pleasing 

than compositions that are not divided by the long rectangle. 
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Horizontal Composition 

2. Critique (see next page) 

Long Rectangle in Interior Position 

Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 
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Long Rectangle in Interior Position 

Critique 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

1. The composition has good 

interior alignment but the 

long rectangle has isolated an 

inactivated space at the top. 

This white space is awkward 

and makes the composition 

feel as if the elements are 

bottom heavy. 

Since the rhythm and repeti¬ 

tion of the small and medium 

rectangles are interesting, the 

small rectangles are moved up 

as space activators. 

A single element, such as 

a small rectangle, can also 

activate the space. As an 

isolated element, it will 

attract considerable attention. 

2. Similar to the work above, 

this composition has trapped 

inactivated white space. This 

white space is awkward and 

makes the composition feel 

as if the elements are floating 

toward the top. 

A single element, in this case 

the circle, is enough to activate 

the white space and anchor the 

composition. 

Multiple elements are activating 

the white space, and the circle 

creates tension and attracts 

attention. 
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Horizontal Composition Long Rectangle Interior Position 

Type Replacement 

January 7, 2003 

January 8, 2003 

January 9, 2003 

Graphic Design Department 

Architectonic Graphic Design 
Ringling School of Art and Design 

7:00 pm. Library 

Free Lecture Series 

Free Lecture Series 

Architectonic Graphic Design 
Graphic Design Department 

Ringling School of Art and Design 

7:00 pm. Library 

January 7, 2003 

January 8, 2003 

January 9, 2003 

Graphic Design Department 

Ringling School of Art and Design 

7:00 pm, Library 

January 7, 2003 

January 8, 2003 

January 9, 2003 

Architectonic Graphic Design 
Free Lecture Series 
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Long Rectangle Interior Position 

Type Replacement 

Graphic Desig n Department 

7:00 pm. Library 

January 7, 2003 
January 8, 2003 
January 9, 2003 

Architectonic Graphic Design 

Free Lecture Series 

Ringling School of Art and Design 

Free Lecture Series 

Architectonic Graphic Design 

Graphic Desig n Department 

7:00 pm. Library 

Ringling School of Art and Design 

January 7, 2003 
January 8, 2003 
January 9,2003 
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Brochure for Die NeueTypographie 

Jan Tschichold, at the young age of twenty-three, wrote a special 

issue of a printing trade journal entitled Elementare Typographie. 
Through this journal Tschichold introduced his philosophy and 

the work and ideas of El Lissitzky to the professional world. 

In 1928 the book Die Neue Typographie: The New Typography 
was published and became an influential milestone of com¬ 

munication design. This book analyzed typographic design, 

attempted to systematize the "new typography," and advocated 

asymmetric composition with negative space and leading as 

important elements to the underlying structure. 

The brochure for Die Neue Typographie, shown below, embodies 

the principles set forth by Tschichold and is a study in subtle 

contrast. The type is an unembellished sans serif set in a two- 

column overlapping grid. The columns are the same width as 

shown on the overlay and overlap to create a narrower right 

column with a shorter bold column near the bottom. 

VORZUGS-ANGEBOT 

lm VERIAG DES BIL0UNG3VERBANDES der Deutsche*! Buchdrucker, 

Berlin SW 61, Dreibundstr. 5, erscheintdemnachst: 

JAN TSCHICHOLD 
Lehrer an der Meisterschule fOr Deutschtands Buchdrucker in MDnchen 

DIE NEUE TYPOGRAPHIE 
Handbuch fOr die gesamte Fachweft 

und die drucksachenverbraMChendon Krelse 

Oas Problem der neuen gestaltenden Typographie hat eine lebhafte 

Diskussion bei alien Beteiligtenhervorgerufen. Wirglaubendem BedQrf- 

nis, die aufgeworfenen Fragen ausfUhrlich behandelt zu aehen, zu ent- 

sprechen, wenn wir Jetzt ein Handbuch der NEUEN TYPOGRAPHIE 

herausbringen. 

Es kam dem Verfasser, einem ihrer bekannteaten Vertreter, in diesem 

Buche zunSchst darauf an, den engen Zusammenhang der neuen 

Typographie mit dem Geaamtkomplex heutlgen Lebens aufzuzei- 

gen und zu beweisen, daB die neue Typographie ein ebenso notwendi- 

ger Ausdruck einer neuen Gesinnung ist wie die neue Baukunst und 

alles Neue, das mit unserer Zeitanbricht. Oiese geschichtliche Notwen- 

digkeit der neuen Typographie belegt weiterhin eine kritische Oar- 

stellung der alten Typographie. Die Entwicklung der neuen Male* 

rel, die f(lr alles Neue unserer Zeit geistig bahnbrechend gewesen ist, 

wird in einem reich illustrierten Aufsatz des Buches leicht faBlich dar- 

gestellt. Ein kurzer Abschnitt „Zur Geschichto der neuen Typogra¬ 

phie" leitet zudem wichtigsten Teile des Buches, den Grundbegriflen 

der neuen Typographie Uber. Diese werden klar herausgeschait, 

richtige und falsche Beispiele einander gegenUbergestellt. Zwei wei- 

tere Artikel behandeln „Photographie und Typographie" und 

„Neue Typographie und Norraung". 

INHALT DES BUCHES 

Werden und Wmm der nauen Typographic 
Da» nou« WoltbiW 
Dio alto Typogrophlo (ROokblick und KritiW) 
Die neue Kunat 
Zur Geschichto der neuen Typographie 
Die Grundbegriffo der neuen Typographie 
Photographio und Typographie 
NeueTypographie und Normung 

Typogrephleche Haaptfonaan 
Oaa Typoaignet 
Der GeschSftobrief 
Oer Halbbrief 
BriofbUllen ohne Pensler 
FensferbriefhOllen 
Die Poetkarte 
Die Poatkorle mit Klappe 
Die GeschXftakorte 
Die Be8uchskorte 
Werbeachen (Karten, BIHttor, Proapekte, Kalalogo) 
Daa Typoplakat 
Oaa Bildpiakat 
Schildformato, Tafeln und Rahman 
Inserate 
Die Zeitachrift 
Die Tageaieitung 
Die iliuatrierte Zoitung 
TabeHenaatz 
Oaa neue Buch 

Der Hauptwert des Buches fUr den Praktiker besteht in dem zweiten 

Teil ,,Typographlache Hauptformen" (siehe das nebenstehende 

Inhaltsverzeichnis). Esfehlte bisheran einem Werke, das wie dieses Buch 

die schon bei einfachen Satzaufgaben auftauchenden gestalterischen 

Fragen in gebUhrender AusfOhrlichkeit behandelte. Jeder Teilabschnitt 

enthait neben allgemeinen typographlschen Regain vorallem die 

Abbildungen alter in Betracht kommenden Normblafter des Deutschen 

Normenausschus8e8, aile andern (z. B. postalischen) Vorschrlften und 

zahlreiche Beispiele, Gegenbeispiele und Schemen. 

BlbDograpMs 
Verxelchnla der AbbiWuagan 
Register 

FOr Jeden Buchdrucker, insbesondere jeden Akzidenzsetzer, wird „Die H 2 

neue Typographie" ein unentbehrliches Handbuch sein. Von nicht I ; 

geringererBedeutung ist es fOr Reklamefachleute, Gebrauchsgraphiker, H | 

Kaufleute, Photographen, Architekten, Ingenieure und Schriftsteller, H “ 

also fUr alle, die mit dem Buchdruck in BerQhrung kommen. H 

Das Buch enthait fiber 125 Abbildungen, von 

denen etwa ein Vlertel zweifarbig gedruckt 1st, 

und umfaBt gegen 200 Selten aul gutem Kunst- 

druckpapier. Es erscheint lm Format DIN A5(148X 

210 mm) und Ist blegsam In Ganzleinen gebunden. 

Prels bei Vorbesteliung bis 1. Juni 1928: 5.00 RM 

durch den Buchhandel nur zum Preise von 6.50 RM 

Besteltscheln umstehend 

Jan Tschichold, 1928 



Title Page and Text Page from The Isms of Art 

El Lissitzky was closely tied to the Bauhaus and the Bauhaus 

masters, including Jan Tschichold, Laszlo Moholy-Nagy, and 

Theo van Doesburg. He was a prolific writer, lectured widely, 

and is credited with inspiring a generation of typographic experi¬ 

mentation. He pioneered the experimental exploitation of the 

letterpress type case by using rules, space bars, and ornaments 

as elements of composition and images. 

t 

The pages from The Isms of Art represent an approach to a 

complex communication problem of designing a book in three 

languages. Lissitzky chose to use a highly structured grid 

system of columns and heavy rules, which function as elements 

of organization and emphasis. In addition, the rules were true 

to the constructivist and the suprematist movements in art 

and design that focused on nonrepresentational geometry and 

primary color as pure communication. The horizontal versus 

vertical stress of the heavy rules becomes the unifying device 

that organizes the information. 

tty 

III 

DIE KUNSTISMEN 

1924 
1923 
1922 
1921 
1920 
1919 
1918 

HERAUSGEGEBEN VON EL LISSITZKY 1916 

UNO HANS ARP 1914 

LES ISMES DE L’ART 

1924 
1923 
1922 
1921 
1920 
1919 
1918 

1917 
PUBLICS PAR EL LISSITZKY 1916 

ET HANS ARP 1914 

THE ISMS OF ART 
1924 
1923 
1922 
1921 
1920 
1919 
1918 
1917 

PUBLISHED BY EL LISSITZKY 1916' 

AND HANS ARP 1914 

EUGEN RENTSCH VERLAG 
yp erlensach-zGf 

1026 

ICH, MONCHEN UNO LEIPZIG 

Title Page (above) 

The organizational system on the title page is a 

horizontal system'that divides the page into three 

visual fields, and the visual stress is horizontal. 

Text Page (right) 

Conversely, the organizational system on the text 

page is a vertical system that divides the page 

into three vertical columns. The horizontal divi¬ 

sions still exist; the page is horizontally divided 

to separate the introduction by Malewitsch, and 

sections on cubism, futurism, and expressionism. 

VI 1 

t.VJTTLTT.T.LV.'L'VJ.'.T'T 'T!T* ,ho r.*! ch.n e*b'«cht, In ■ wlr On- 

t6m. d. I'unltA. MALEWITSCH. 
ty- MALEWITSCH. 

KUBISMUS 

Das, was den Kubismus von 

der Hlteren Malerei unter- 

scheldet, 1st dieses: er 1st 

nlcht elne Kunst der Nach- 

ahmung. sondern elne Kon* 

zeptlon, welche strebt sich 

zur Sch6pfung herauszu- 1 
heben. Apollinaire. 

Stattderimpresslonlstlschen 

Raumllluslon, die sich auf 

Luftperspektlve und Farben- 

naturalismus grUndet, gibt 

der Kubismus die schlichten, 

abstrahierten Formen in kla- 

ren Wesens-und MaSverhfilt- 

nissen zueinander. allaro. 

CUBISME 

Ce qui distingue le cubisme 

de la pelnture prfecAdente 

c ast qu'il n'est pas un art 

de I'imitation, mals une con¬ 

ception qui lend a s'6lever 

en creation. apollinaire. 

Au lieu de I'lllusion Impr6s- 

sloniste de I'espace bas6e 

sur la perspective de 1‘air et 

le naturalisme des couleurs, 

le cubisme donne les formes 

simples et abstraites en leurs 

relations precises de carac- 

tereetdemesures. allaro. 

CUBISM 

What distinguishes cubism 

from precedent painture is 

this: not to be an art of Imi¬ 

tation but a conception that 

tends torlse Itself ascreatlon. 

APOLLINAIRE. 

Instead of the impressionist 

illusion of space based on 

the perspective of air and 

the naturalism of colour, cu¬ 

bism offers the slmpel and 

abstracted forms in their pre¬ 

cise relations of character 

and measure. allard. 

FUTURISMUS FUTURISME FUTURISM 

DleFuturistenhabendieRuhe 

und Statik demoliert und das 

Bewegte, Dynamlsche ge- 

zelgt. Sle haben die neue 

Raumauftassung durch die 

GegenUberstellung des In- 

neren und AuBeren doku- 

mentiert. 

Die Geste 1st fUr uns nlcht 

mehr ein festgehaltener Au- 

genblick der universalen Be- 

wegtheit: sie ist entschieden 

die dynamische Sensation 

selbst und als solche ver- 

ewigt. boccioni. 

Les futuristes ont demoll la 

quietude et la statlque et d6- 

montr6 le mouvement, la dy- 

namlque. lift ont documente 

la nouvelle conception de 

I'espace par la confrontation 

de I'interieur et de I'exterieur. 

Le geste pour nous ne sera 

plus un moment fix6 du dy- 

namisme universel: il sera 

decid6ment la sensation dy- ; 

namique eternisee commt 

*e,,e- BOCCIONI. 

Futurists have abolished 

quietness and statism and 

have demonstrated move¬ 

ment, dynamism. They have 

documentated the new con¬ 

ception of space by confron¬ 

tation of interiorand exterior. 

For us gesture will not any 

more be a fixed moment of 

universal dynamism: It will 

decidedly be the dynamic sen 

sation eternalised as such. 
BOCCIONI. 

EXPRESSIONISM US EXPRESSIONISME EXPRESSIONISM 

Aus Kubismus und Futuris- 

mus wurde der falsche Hase, 

das metaphysische deutsche 

Beefsteak, der Expression^- 

mus gehackt. 

C'est du cubisme et du fu- 

turlsme que fQt fabrique le 

hachis. le mystique beefsteak 

allemand: I’expresslonisme. 

From cubism and futurism 

has been chopped the min¬ 

ced meat, the mystic german 

beefsteak: expressionism. 

El Lissitzky, 1923 
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Spread from the Catalog of Bauhaus Products 

Herbert Bayer was a student at the original Bauhaus in Thuringia, 

Germany, in 1921, where he studied under Wassily Kandinsky 

and, later, under Laszlo Moholy-Nagy. By 1925, along with for¬ 

mer students Marcel Breuer, Joost Schmidt, and Joseph Albers, 

he was appointed a teacher at the new Bauhaus in Dessau. 

Strongly influenced by the "isms" of the time, he was even more 

inspired by the functional and rational approach to typography 

of the Bauhaus. 

Bayer's design for the Bauhaus catalog reveals a sensitive 

approach to the use of nonobjective elements. The change 

in weight of the rules from extremely heavy to hairlines is a 

beautiful contrast. Rhythm and repetition play an important role 

as shapes are repeated to create both a visual organization of 

the text groups and a strong vertical stress that carries the eye 

down the page. Each page of the spread shown below ends 

with a heavy nonobjective element—a heavy horizontal rule on 

the left and a circle on the right. 

Das Bauhaus In Dessau 
fOhrt in folgenden Abtellungen 
nach elgenen Entwdrfen 
Modellarbelten aus: 

Tischlerei 1 Elnzelmobel 
und ganze Zlmmoreinrichtungen t Prelse @ verstehen slch ab Dessau ohne Verpackung 

Mefallwerkstatt 1 Mausgerate aus Metal) (Beleuchtungs- 
kSrper, TeegerSte, Tafelgeschlrr usw.) IV

) _ . . ^ so we It nicht anderes verelnbart wlrd, eln Drlttel An- 
a ung V xahlung, Restbetrag nach Erhaft der Ware 

Weberei 
Mdbel- und Vorhangstoffe 
Decken, Klssen, Teppiche 
textile Ausstattung von Innenriumen 3 Versand & erfolgt nur auf Kosten und Gefahr des EmpfAngers 

1 
Wandmalerei 

farblge Ausgestaltung 
von R&umen und Gebduden 
Reklame- und PlakatentwQrfe 4 Verslcherung 9 erfolgt nur auf besonderen Wunsch des Bestellera 

i Druckerei 
Satz und Druck von Drucksachen aifer Art 

Herstellung von Matern 

U) Gerlchtstand fOr alle Streltigkelten 1st Dessau 

vervielfAltigung und vertrieb 
• 

nach diesen Musfern durch die 

BAUHAUS GmbH 

Herbert Bayer, 1925 
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Theatre Am Hechtplatz Advertisement 

Below is the "before" version of the Theatre Am Hechtplatz 

patron list. On this page each patron has a small advertisement 

with a logo and descriptive text, resulting in a confusing, over¬ 

whelming page. On the "after" page (opposite page) a design 

system has been created that consolidates the information 

typographically. Each advertisement is separated and organized 

by a rule, and the descriptive text is organized through a common 

font and systemized placement of text. 

The structure is defined as eight columns by twelve square 

visual fields. This structure is divided into one-third and 

two-thirds, with the top third holding the title and text and the 

bottom two-thirds holding the patron advertisements. The very 

top row of visual fields is reserved for the title. Each patron has 

either a four-column by four-visual-field space or a four-column 

by eight-visual-field space. 

THEATER AM HECHTPLATZ 

OTTO GAMMA ZURICH 38 
Kommonditgesellschoft 

EUGEN SCOTONI AG 

BESTUHLUNG 1 

m MALERARBEITEN 

VA N N I N I KNUCHEL « KAHL. ZURICH 

Patro 
Descriptive 
nformation 

i Nar ne 
Doscflpttvo 

This is the original page before 

the redesign by Christof Gassner 

(opposite). 

38 







Theater am Hechtplatz 
Sic hat 00 Zc 

Ichcn cut 10 Zentlm 

der halofctt 

kxtdenxgrotesk ccht 

jwel Pur kt durchschoasen. Sic hat 
grotcsk ccht Punkt, hlor mlt t*«l Punkt 
Akzldcnzgrotcsk ccht Punkt, hior mlt zwcl 
xehn Zcntlmctar. Dies 1st die helbfette 
echoes*n. Sic het 00 Zdehen cut xehn 
mil xwd Punkt durchcchosscn. Sic het 60 
dcr Akzidenzgroiesk ccht Punkt. hlar mlt 
Olcs 1st cln Schrittmustcr dcr hdbfetlen 
Sic hst 60 Zdehen cut 10 Zcntlmctar. 
8 Punkt, hlor mlt xwel Punkt durch 
cln Schnttmustcr dcr rulbfettan Akzidenx 
het 60 Zeichan cut xehn Zcntlmeter. Dies 
Punkt. hlar mlt zwd Punkt durchcchosscn. 
1st cln Schrittmustcr dcr Akxidenigrotesk 
60 Zelcncn cut zehn Zcntlmctar. Olcs 
mlt rural Punkt durchcchosscn. Sic he* 60 

dcr hslbtettcn Akzld Die* !i n Schrittmustcr dcr hclbfcttcr 

Akzidcn 
iehn Zentrmctcr. ! 

SIC het 60 Zelch 

Sic het 60 Zetc hen euf 10 Zentimeler. Ole 
8 Punkt. hlar mlt turd Punkt durch 
cln Schrlftmoster dcr helbfaUan Akxldanz 
het 00 Zdehen cut zehn Zcntlmctar. 
Punkt, hlar mlt zwcl Punkt durchschocscn. 
1st dn Schrittmustcr dcr Akzldenxgrotssk 
60 Zdehen cut zehn Zcntlmctar. Dice 1st 
mil zwcl Punkt durchcchosscn. Sic het 
dcr helbfattan Akzldcnzgrotcsk ccht Punkt 
cut zehn Zcntlmctar. Olcs let cln Schrittmv 

cut zehn Zcntlmctar. Olcs 1st dn Schrltt 
zwd Punkt durchschocscn. Sic he* 
groteek echi Punkt, hlar mlt twd Punkt 
Akzldcnzgrotcsk ccht Punkt. hlar mlt rad 
zehn Zcntlmctar. Olcs 1st die halbfatta 
echos sen. Sic hat 60 Zdehen cut zehn 
mlt zwd Punkt durchechoeeen. Sic het 60 
dcr Akzldcnzgrotcsk echi Punkt, hler mlt 
Oiee 1st cln Schrlftmueter dcr helbtctlcn 
Sic hat 60 Zdehen aul 10 Zcntlmeter. 
6 Punkt, hler mil zwcl Punkt durch 
cln Schrittmustcr dcr hslbtettcn Akzldenx 
het 60 Zelchcn out zehn Zentimater. Olee 
Punkt, hler mlt zwd Punkt durchechoeeen. 
1st cln Schrittmustcr dor Akzldenzgrolctk 
60 Zdehen sut zehn Zcntlmctar. Dice 1st 
mlt zwcl Punkt durchschocscn. Sic het 
dcr hclbtcttcn Akzldcnzgrolcsk ccht Punkt 
aul zehn Zantimetar. Dies let eln Schrltt 
zwd Punkt durchechoeeen. Sic het 
grotesh echi Punkt. hler mlt zwcl Punkt 
Akzidonxgrolesk eeht Punkt, hler mil twd 
xehn Zcntlmeter. Ole* let die helbleUe 
echosccn. Sic het 60 Zelchcn cut zehn 
mlt xwd Punkt durchschocscn. Sic het 60 
dcr Akxldenxgroteek ccht Punkl, hler mlt 
Die* 1st dn Schrittmustcr dcr hclbtcttcn 

cm Schrittmustcr dcr hclbtcttcn Akxldanz 
het 60 Zdehen cut zehn Zcntlmeter. Diet 
Punkt, hler mlt twd Punkt durehschosscn. 
ist sin Schrlttmuctsr dcr Akzldcnzgrotcsk 
60 Zdehen cut zehn Zcntlmeter. Dies 1st 
mlt zwcl Punkt durchechoeeen. Sic het 60 
dcr heibfnttcn Akzldcnzgrotcsk ccht Punkt 
auf zehn Zcntlmeter. Olcs 1st dn Schrltt 
zwcl Punkt durchcchosscn. Sic het 
grotcsk ccht Punkt, hler mlt zwd Punkl 
Akzldcnzgrotcsk ccht Punkt, hler mlt zwd 
zehn Zcntlmctar. Dice let die heibfette 
schosscn. Sic hst 60 Zdehen swf zehn 
mlt zwcl Punkt durchschosccn. Sic het 60 
dcr Akzldcnzgrotcsk ccht Punkt, hler mlt 
Olcs 1st cln Schrittmustcr dcr hslbtettcn 
sic het 60 Zdehen cut 10 Zcntlmeter. Ole 
0 Punkt. hler mlt zwcl Punkt durch 
cln Schrlftmueter dcr hclbtcttcn Akxldanz 
hel 60 Zdehen cut xehn Zcntlmeter. Dies 
Punkt, hler mlt zwcl Punkt durchschosccn. 
1st dn Schrtttmuster dcr Akzldcnzgrotcsk 
60 Zelchcn cut zehn Zcntlmeter. Dice 1st 
mlt zwcl Punkt durehschosscn. 61c het 60 

Eugen Scotoni AG 
le het cochxlg 8 Punkt. hler ml 
k ccht Punkt hler cln Schrittmustcr de 

hat 60 Ze 

J.&A.Kuster 
Zdehen cut Dies 1st dn Sc 

S.e h 
8 Punkt. hler mit 

Kowner 
zgrotesk 8 cln Schrlttm Olcs let cln Schr 
In Schrlftmustc het 60 Zelchcn Sic hat 6 

8 Punkt, hler mlt 

Knuchel & Kahl 
zehn Zcntlmeter. Ol Punkt. hler mlt mlt zwd Punkt 

1st «l der hslb 
60 Zdehen aul ze 

Eugen HechlerSohn 
hclbtcttcn Akzld eut zehn Zentime 

zwd Punkt dutch 

Vannini 

Otto Gamma 
grotesk Punkt, hler mlt zwcl 
Akzldcnzgrolcsk 1st dn S 

60 Zdehen cut x 

hrlftmustcr de 8 Punkt. hler ml 
dn Schr 
het 60 Zdehen a 

Ernst Wyss & Co. 

Akxldsnzg lltmustcr dcr beiWe 

Lehmann & Cie. AG 

Sessler & Co. 
Punkl. hler mit zwcl 60 Zdehen Punkt. hler mlt zwe mlt xwd Punkt dur 
1st dn Schri mil zwcl Punk 1st cln dcr hel Wet ten Ak 

60 Zdehen euf xc 

mlt zwd 8 Punkt, hler ml 
dcr hclbtcttcn dn Schr 

het 60 Zdehen cd 

Meynadier & Cie. AG 
der hclbtc zwcl Punkt durche 
cut zehn Zen groteek ach 

Akxldenxgroteek a 

ER ESS Mobel 

Prodecor AG 
dor Akxldenxgrote zehn Zcntlmeter 

Sic het 60 Zelch mil zwd Punkt dur 

durcheeho* 1st dn Schrittmustcr •'Punkt 
60 Zelchcn cut dn Schrlftmueter 
mit xwd Punkt dur 

Christof Gassner, 

c. 1960 
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SamataMason Web Site 

The SamataMason Web Site structure is extremely flexible and 
permits a wide range of variety. Central to the structure is a hori¬ 
zontal axis that holds the text, icon, and the firm's motto, "We 
do good work for good people." In addition, this axis holds the 
user's navigational controls for viewing supplementary images. 
Images and text can appear above or below the axis in either a 
square or rectangular format. 

The warm-gray background allows text and images to be high¬ 
lighted in either white or black, again giving flexibility in content 
organization and the way the site is read. This gives order to 
the space and directs the user's attention where intended. The 
images are splashes of color that attract the viewer's eye. 

Design Firm 

SamataMason, Dundee, Illinois 

Art Directors and Designers 

Dave Mason, Kevin Krueger, 

2001 

Army Brands 2001 Annual Report 

Swiss Army Brands e the exclusive distributor in 
the US, Canada and the Caribbean of the 
Victorinox Original Svsss Army Knife. Swiss Tool 
and Swiss Card The company abo designs, 
manufactures and distrlrute* its own fares of 
Swfcs Army Brand watches, luggage, sunglasses 
and other consumer products. 

SamataMason honored in Graphs* 03 National Design Awards 

103 SamataMason Ino. All Rights Reserved. Last updated: 06_15_03. 
We value your opinion Please use the icon in the lower right coiner to provide your feedback. Thanks 

M 
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Institute for Architecture and Urban Studies Graphic Program 

These are two of a series of posters for the Institute for Architec¬ 

ture and Urban Studies (IAUS). The posters promote changing 

lectures and exhibitions on a variety of topics. Since the topics 

changed dramatically, the design system became an identity 

for the IAUS during 1979 and 1980 and allowed for variations 

within the structure. 

The structure consists of four main columns subdivided to create 

eight vertical columns and eight horizontal square visual fields. 

The rows of visual fields are separated by a black rule about the 

same width as the column gutter. The top two visual fields are 

reserved forthe heavy black rule, name and address, and a large 

red title of the newest exhibition. The next row of visual fields 

contains the main information in red text above and below a black 

separation rule. The row of visual fields just above the center 

is reserved for a horizontal band of images. The four rows of visual 

fields below the center contain descriptive text with the option 

of an image, as in the Austrian Architecture poster below. 

Vignelli and Associates, 1979-80 

42 





arnel/l 
aasifobA 

snorlqalaT 

filin' nieM 

a9llildu2 

IXfiT 

aelliT figeml 

aagern! 



The posters use an economy of means by employing only two 

ink colors, red and black, that appear all the richer by the use of 

a duotone in the images. Economy is also present in the design 

system that enables the viewer to fluidly move from titles to 

text to images and readily access information. 

Thr InittluU- for Arrhitomirr and I'riwn .Studii-s. 

K</f; %«•*: Ftxtxlh SunSrw V«A. N Y llfciln 
TVk-pW.c: -’1J :(!>> fH7i 

A NEW WAVE OF JAPANESE ARCHITECTURE 
IAUS NalsrinA ArvSnli-rHar September & to .Vni-nitnT jt Fvvt- iipon--*- .VrchfUrto im TiwioTrm Amwair OMB; 

Taki-fumi AidaTV imiunfH My Work 
Ham: Ant-i-Tradj'Jujtxj 

ifcoen: Fqjfl About My M»<b»l 

MfHxtaix Septoriar 25 v> Ortdbwr 3S 
Wcdnrfdn.iN Sej*teml><r 27 VGrtobar ST. 
Tbur^tyiv Sr-jiVcnbcr 2* to Tirtribfr 3fc 
FrxUyy. S(jamilter 2&U. Ortnfaw 2.' 

TbnradayN.'Ortdbcrii U> VwtanWTS 
Honda r,. October Jl to NflMBtriber ij 
Wryliv-^layv <Vi<4h5 13 U> !< 
Frtttajv IVunber JS to XsvenitRT iC 

('leSiiK'r 46 V: November 3}t 

San Fnenasca'Culdnenm 
Ja* Arutek->. Oalifunu* 

Texas 
Miami. Florida 
Wudunstcn. J*.C 
New York Ne*- ¥at 
Marunqiriis. M 
Salt Emm? (Sty. Utah 
N*tllr. Wjishmpinn 

TV lecturers u.it S'- »M«rtjwronj hr, ia cvhSdirm 
of catdeut! drawine* mxl phi*. <n«>bs of lie work 
cdTakefuau Asia. Himnn Fips. Hiroshi Ham. 
Anna ViEuki Tkkcyam*. TSafon Andu 
Tt&v Itn MnnU Mama*. O-strw bthpama. and 
Mrtr'Tn 

TVs exhV’.vm or "A New Wave ej Jfopartvsr- 
\rrtutertirr' * iLxumrtited to * calsi^ut - <i«t<-<1 

by Kr-nnfth Fnanptoa. »«h an fownducfcori in 
Ftimifcdko Mtdti and \naa bntala. 

S4KXS1fine biMrxai’aj* inefodr Hnmtor. Onpi: 
Sw: Fhmswa: TVUaii-rrwtjerffhananc The Orataer, F.xindidji* Int <he Art* 1 «M«tj (f Wasficur-on 
The IWiTMty of CMtmn BcrVk-v 
Western Addnxxi and OR CnNft- B»A- 

limvrsftraf Odkfcma. Ix* Aeasrii-s 
Uatwratyof SisitTH-rn ( jiUrvnsa 
fhfcfnma Seale PntyinVsr laorer-aty. (\cfxau 
SoMlberv CuWrama Institute «jtf AjchAeclun- 
Snitforra I'xlfom 01 OtMptvr A1A 

Xliarra 
The Vchaertuml Odti of Miami 
VbmAlA 
W*liDCl « SIX'. 
Fritnv-ma.y of Mxr.Wv , 
N«n Vnci: 
Tix- InAiUfle Inr Aniouvsian- mi Urtwir. SSadr* 
Hjt j^fiac Surety 

Minnrafvib- 
Utevre-dtl of 
TV Walk.- An Gcoser 
MiRnenp.-il* Snarti of the AlA 
Sat IjikeUVn* 
TV i.Vnf-r-ati of lhah 
Uu*t AL\ 

Thr iapar, Amenraa Soeiny 

Ths is «w component nflhr No 
.JUTtlitorturv F**ancc.» prnRtwn of The InsUtwte 
for Arch-'j-rtun sne Urban Studies Frr inidl* 

Urle-u, VWXaic. Pmemm Met , -ur 

Tlx- jmcraiD !> moor with fund-, tr-on 
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Sotheby's Graphic Program 

Sotheby's is one of the largest auction houses in the world, 

with two New York City galleries on Madison Avenue and York 

Avenue. The Sotheby's advertisement system needed to be 

flexible and highly informative because the wide variety of auc¬ 

tion merchandise changed weekly. With the design system in 

place, templates could be used to quickly change the information 

while retaining the systemized look of the advertisements. 

The distinct and beautifully controlled hierarchy of information 

allows the viewer to see, at a glance, what will be auctioned 

that week at both galleries. The system fluidly moves from the 

most general information, the auction title and image, to the 

most specific, when and where the auction is held. The bold 

black horizontal rules emphasize the title, Sotheby's, and clearly 

separate and organize the categories of merchandise. 

Madison Avenue Galleries 
980 Madison Avenue. 
New York 10021 
(212)472-3400 

York Avenue Galleries 
1334 York Avenue. 
New York 10021 
(212)472-3400 

Exhibition Galleries op 
iv through Saturday 10 galleries and may be ordered 
undavs I to 5. Tuesday by mail Request by sale 
Igs until 7:30. All number and enclose check 

Sotheby’s. Dept. NYC. 980 
Madison Avenue. New York 
10021. For further 
information, please contact 
the Subscription Dcparlment 
(212)472-3414. 

Fine Jewelry 

Old Master Paintings 

18 m 2 pm. 

Exhibition: Saturday. 
Monday, and Tuesday. Match 
14,16 and 17 from iflantto 
4:45 pm und Wednesday. 
March 18 from 10 am to 
12 noon 
(Note: No Sunday or Tuesday 
evening exhibitions.) 

Illustrated catalogue SS.S10 
by maiL Order by vale 
00.4566M. 

Shown: Pair of eighteen- 
karat gold and enamel 
earclips, signed Webb. 
(kx 115) 

Shown: Richard Cosway. 
R A, Pori rail«/ a Genllcman 
in a l.anJicape, oval, oil on 
canvas. 29Vj x 24V: inches. 
(lot 154) 

Decorative Works of 
Art. Furniture and 
Rugs 

Auction: Thursday, March 19 
at 10:15 am (continuing all 
dnyl and Friday. March 20 at 
10:15 am and 2 pm. 

F.xhiblllon: Saturday, March 
14 through noon on day prior 

1 ecture: Sunday, March 15 at 
2 pm in conjunction with this 

Catalogue S4.S5 by mail. 
Order by sale no. 4S68Y. 

Shown: Le verrc francais 
cameo glass vase, etched 
signature,height 13 inches, 
(lot 1051 

Decorative Works 
of Art 

Auction: Thursday. March 26 
at 10:15 am (continuing 
all day) 

F.vhiliition: Saturday. March 
21 through noon Wednesday. 
March 25. 

Catalogue S4.S5 by mail 
Order by sale no. 4569Y. 

Shown: Chinese porcelain 
bottle-form vase, height 15Vj 
inches, (lot 543) 

Highly Important 
Jewelry 

Auction: Tuesday, March 31 
at 1:30 pm and 7; 30 pm. 

Exhibition: Friday. March 27 
through Sunday,March 29 
from noon to 5 pm each day. 

Illustrated catalogue S7, S9 
by mail. Order by sale no. 301 
with check enclosed to 
Sotheby’s Los Angeles. 7660 
Beverly Blvd. Los A ngcles. 
Califiknu 90036. Catalogues 
also available at our New 
York Galleries. 

Inquiries: Mr. Joseph Gill, 
(213)937-5130.ext. 31. 

Show n: Russian cighlccn- 
karal yellow gold enamel and 
diamond prcscnialion box. 
Hot 3151 

Vignelli and Associates, 

1981-82 

Fine Art Auctioneers 

SOTHEBY’S 
Madison Avenue Galleries 

j 980 Madison Avenue. 
| New York 10021 
1(212)472-3400 

! York Avenue Galleries 
11331 York Avenue. 
| New York 10021 
(212)472.3400 

Decorative Works of 
Art, Judaica, 
Furniture & Rugs 

Japanese Prints 

Victorian 
International 

including Silver. Objects of 
Vertu, Glass, Pottery and 
Porcelain, Bronzes and 
Decorations, Furniture, Rugs 
and Tapestries. 

Exhibition Galleries open 
Monday through Saturday 10 
to 5. Sundays 1 to 5. Tuesday 
evenings until 7:30. All 
property on view until 3 pm 
the day prior to sale. No 
Jewelry, Stamp or Coin 
exhibitions on Sundays or 
Tbesday evenings. 

Auction: Friday, January 16 at 
10:15 am (continuing all day). 

Auction: Saturday, January 17 
at 10:15 am and 2 pm. 

(American and 
European Paintings, 
Drawings, Prints, 
and Sculpture 

Catalogues available at both 
galleries or by mail. Request 
by sale number and enclose 
check to Sotheby's. Dept. 
NYC, 980Madison Avenue. 
New York 10021. For further 
information, please contact 
the Subscription Department 
(212)472.3414. 

York Avenue Galleries 

Illustrated catalogueS4.S5 by 
mail. Order by sale no. 4523Y. 

Exhibition: Friday, January 16. 

Illustrated catalogues6.S7 by 
mail. Order by sale no. 4524Y. 

York Avenue Galleries 

Auction: Friday and Saturday. 
January 23& 24 at 10:15 am 
and 2 pm each day. 

E xhibition: Saturday, January 
17 through Thursday, 
J anuary 22. 

Lecture: Sunday, January 18 at 
2 pm in conjunction with this 
exhibition (open to the public). 

Illustrated catalogue S10. 
S12 by mail. Order by sale 
no. 4526Y. 

Shown: Pair of Vienna vases 
and covers, late 19th century. 
Got 166) 

Madison Avenue Galleries 

Auction: Friday, January 23 
at 10:15 am. 

Exhibition: Saturday, 
January 17 through 
Thursday, January 22. 

Illustrated catalogue S4.S5 by 
mail. Order by sale no.4527M. 

Shown:ChariotteE. Babb, 
Them, signed and dated 1878, 
watercolor on paper. 14 x 13 
inches, (lot 228) 
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Table of Contents Spread for The New Urban Landscape 

The contrast in texture of this spread by Drenttel Doyle Partners 

is immediately attractive. The title of the work is The New Urban 
Landscape, and the use of the entire spread for the table of 

contents speaks beautifully of the idea of the landscape. 

The series of narrow columns of light text that move across the 

spread (shown on the overlay in black outline) create a rhythm 

and repetition in the composition that give it a sense of order. 

The darker texture created by the bold text of the right page 

flows from top to bottom and is interrupted by long lines of text 

that span both pages. These long horizontal lines (shown on the 

overlay in light gray) serve both to communicate content and to 

unify the two pages as a single composition. 

Thu rvhibilrnn awt 

Participating ArtUU 6 

Acknonlodcmont* 8 

Introduction 10 By Anita Contlnl 

Tlta Now Urban landacapa: Spectator* In a Vlalonary City 18 By Rtcbord Martin 

TNo Nan Urban Landacapn: Public Art for Prtvata CyaaT 24 8y Nancy Princantftal 

A Photo*rapnic Caiay 26 8y David McOtynn 

CITY TAKES: TEN ESSAYS ON THE NEW URBAN LANDSCAPE 35 

Douglas Blau 36 Rosetta Brooks 48 

Bruco Ferguson 40 Adam Gopnlk 42 

TABLE of CONTENTS 
Elizabeth Hardwick 44 Oavo Hlckay 45 

Vanford Kwlntor 46 Horbort Muschamp 48 

' - - |o. Kr-iri-rtrl Mii.i. 11 , Mark J. Plotkln 50 Mark Richard 52 DimuriiMkrawm 

THE EXHIBITION: TWENTY EIOHT WORKS ABOUT THE NEW UNBAN LANDSCAPE 55 

Vito Acconci 56 Dennis Adams/Androa 

i - ft- - Blum 58 Kim Adams 60 Judith Barry 62 «*iuni Mir tin 

Alan Belcher 64 Dan Graham 66 Susan 

Hiller 68 Hodgetts a Fung 70 Henry 

• .. Joslonka 72 Kristin Jonos and Andrew 

Glnzel 74 Michael Kalll 76 Kawamata 78 

Thu mlrtlogur liontinctih- tlu exhibition The New Urban Lin<lsr:ip£ tyrlti at The WM/i/•1n(tncinT(f*ntn> JUttiety Ihsrto <Jt\, Avir 
Jon Kessler 80 Kunst Brothers 82 

Justen Ladda 84 Morphosls 86 Matt 

Mulllcan 88 Jean Nouvel 90 

from Ortohft' H through tfurnifm 11, IVNti, sfiomrrml hx Oltmftiu & York Com/mum (i '.S.A.i. 
Joel Otterson 92 Nam June Palk 94 

iK i /- .... •-1 .-nn/Ar . v- - i ri \ t. A0Uz Phillips 96 Robert Price 98 Martha 

Schwartz 100 Halm Stelnbach 102 

» fniri of (hr fnogimn lo ftitbmte (hr often mg oj (hr (hr fiuhhr \ftons at I hr World Ijtnmuinl CnUft 

O’"! Mlorlo Ladorman Ukolos 104 Jacques 

i ."/■»!r-, rc-1, ii v.t i „~;ihn,titir*y)iri,.i<ii~T. vioillo 106 Richard Wentworth 108 

/-**«»* n/t'-vpm f..u*wr ,v„-fcr sviMUtt Stophon Wlllats 110 MICA-TV 112 

ISHS 09624*1*03 EcpUnatory Not** 114 By Pblllp Yonawln* 

OltlnimOilly /.ktvrfnncJ/VM. oi. -i. /» Sovon Pboto<r»pb* 118 By ElUoboth ZoocMn 

VrrfWMrm/SnUk, .W >'■**. .W J'crf 101)10 Contributor* Blo(r*pbl** 124 

Unul ( hiH< 

FrrriL Cchr* 

Drenttel Doyle Partners, 1988 
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Horizontal/Vertical Composition 

The second in the series of exercises is the more complex, 

horizontal/vertical composition. The thumbnails for this set of 

compositions involve all of the visual theory mentioned previ¬ 

ously and considerably more decisions regarding the choice or 

horizontal or vertical placement for each element. 

The same visual principles of grouping, edge and axial align¬ 

ment, and the law of thirds apply in this series. The resulting 

compositions are livelier due to the contrast in direction of the 

elements and variations in white space. Eye flow becomes 

an important consideration as text takes the place of the rect¬ 

angle elements. 

When substituting text for the rectangle elements, the ques¬ 

tion arises as to whether the text should read from top to 

bottom or bottom to top. The direction of reading depends on 

the composition and the way that the eye moves around it. Often 

the circle becomes a pivot point for the eye as it revolves around 

the composition. It should be noted that when surveying the 

spines of books in a library, there is an overwhelming number 

of books whose spine titles read top to bottom. 
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Organizing the Approach to the Project 

Because the first series of exercises were organized to guide 

the student through a thorough investigation of project variables, 

the organization of the second series occurs more naturally. 

The student has been sensitized to the nuances of composition, 

and it is not necessary to focus on specific compositional theory 

during the phases. The complexity of the project increases as 

each of the elements are used either horizontally or vertically. 

Again, the longest element, the rectangle that spans all three 

visual fields, controls the composition. The major approaches 

still include top, bottom, and interior positions as well as 

the vertical positions of left, right, and interior. Compositional 

stability is most readily achieved with the longest rectangle 

placed near a perimeter edge: top, bottom, left, or right. When 

the longest rectangle is in this position it anchors the compo¬ 

sition to the format and gives a sense of stability. Likewise, 

when the longest rectangle rests in the interior of the composi¬ 

tion, either horizontal or vertical, the composition is less stable 

and more asymmetric. 

Emphasis: 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

Horizontal/Vertical Composition 

Rotation of Composition 

Each composition can be rotated to produce three additional compositions. 

Series 1, 2, 3, 4 

Emphasis: • Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

All compositional aspects are 

emphasized with the addition 

of reading direction. Reading 

direction is determined by the 

composition as a whole. 

Series 1, Long Rectangle in Top Position 

Series 2, Long Rectangle in Bottom Position 

Series 3, Long Rectangle in Left or Right Position 

Series 4, Long Rectangle in Interior Position 
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Horizontal/Vertical Composition Rotation of Composition 

Because the gray rectangle compositions are made with nonob¬ 

jective elements, they can easily be rotated. This rotation exercise 

is interesting in determining where the visual weight of the longest 

line is the most comfortable and in seeing how the hierarchical 

order shifts with changes in position. Lines of text that are upside 

down after rotation are changed to read right side up. 

Architectonic Graphic Design 

7 ^ 
2 o January 7, 2003 
® o January 8, 2003 

1 3 
3 r; 
CO Fj- 
cd 
2. O) 
CD *■» 

January 9, 2003 

• 

Ringling School of Art and Design 

Graphic Design Department 

1. Original Composition 2. Second Composition 

Rotated clockwise, 90° from original 

composition. Lines of text that are upside 

down are turned right side up. 

Ringling School of Art and Design 

Graphic Design Department 

HI 7 **J 

January 7, 2003 

® o 
cd" -D 

1 3 
3 i— 

January 8, 2003 CO 0- 
<D —t 

January 9, 2003 CD -t 
V> < 

Architectonic Graphic Design 

3. Third Composition 

Rotated clockwise, 90° from second 

|composition. Lines of text that are upside 

down are turned right side up. 

4. Fourth Composition 

Rotated clockwise, 90° from third composition 

Lines of text that are upside down are turned 
right side up. 
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Reading Direction 

Decisions regarding the direction of text, whether it will read 

top to bottom or bottom to top, should be made to be in concert 

with the other elements. In the top example, the vertical text 

reads bottom to top, which creates a comfortable clockwise 

reading order. In the lower example, the vertical text guides 

the eye off the page; there is a struggle to return to the top of 

the page and read the remainder of the message. 

C 
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!E 
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a) 
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!E 
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Graphic Design Department 

Ringling School of Art and Design 

Free Lecture Series 

co co co 
o o o 
o © <=> 
CN CSJ CM 

K 00 O) 
> > > L. h. u. 
(0 CO CO 
3 3 3 
c c c 
(0 CTJ flj 

Clockwise Reading Direction 

Vertical lines of text are oriented 

so that all elements read in a 

clockwise direction. This is visually 

comfortable for the reader. 

^ Graphic Design Department 

Ringling School of Art and Design 

Free Lecture Series 
re 
o 

3 
o' 

O 

a> 
TJ 

o 

D 
CD 
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<5‘ 
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3 3 3 
C C C 
0} 0 0) 
•<•<•< 
u> _oo .-a 
rv) to K 
o o g 
o o ® 
oo to w 

Contrasting Reading Direction 

Vertical lines of text are oriented 

to be in contrast with one another. 

This is visually uncomfortable for 

the reader as the eye struggles to 

move from one direction of text 

to the other. However, due to the 

brevity of the visual message, 

contrasting reading directions are 

not so uncomfortable that they 

should be disregarded. 
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Horizontal/Vertical Composition Long Rectangle in Top Position 

Thumbnails 

With the long rectangle in the top position as a horizontal 

starting point, any or all of the other elements can be placed verti¬ 

cally. Since the two medium-sized rectangles, two units wide, 

are the next largest elements, attention is given to formulating 

their role in the composition by splitting their placement: one 

horizontal and one vertical, both horizontal, and both vertical. 

The same goals of compositional cohesiveness that were 

present in the first series of compositions—grouping, negative 

space, perimeter edge, axial alignment, the law of thirds, circle 

placement, and leading—are also present in this series. 

Medium Rectangles, 

One Horizontal, One Vertical 

Because the rectangles are 

arranged in contrasting direc¬ 

tions, the negative spaces are 

more complex, and grouping 

and interior alignment become 

very important. 
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Long Rectangle in Top Position 

Thumbnails 

Grouping 

Negative Space 

Perimeter Edge 

Axial Alignment 

The Law of Thirds 

Circle Placement 

Leading 

Reading Direction 

Medium Rectangles, 

Both Vertical 

A pleasing compositional 

arrangement is more difficult to 

achieve because the eye moves 

off of the bottom of the page 

where the vertical rectangles 

touch the bottom edge of the 

format. When this occurs the 

placement of the circle and the 

small one-unit rectangles can 

be arranged to lead the eye back 

into the composition. 
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Horizontal/Vertical Composition Long Rectangle in Top Position 

Type Replacement 

Architectonic Graphic Design 

7:00 pm. Library 

Free Lecture Series 

January 7, 2003 

January 8, 2003 

January 9, 2003 

Ringling School of Art and Design 

O 
T 
Q) 

T3 

O 
fD 
(/> 
cd‘ 
3 

o 
<t> 

~o 
a> 
3. 
3 
(D 
3 
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Long Rectangle in Bottom Position 

Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

Medium Rectangles, 

One Horizontal, One Vertical 

When contrasting directions 

are used for similar elements, 

grouping and interior alignment 

become very important. Each 

thumbnail example on the left 

is followed by two variations 

on that composition. 

Medium Rectangles, 

Both Horizontal 

Because both rectangles are 

arranged in the same direction, 

the negative spaces are fewer 

and simpler. 
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Horizontal/Vertical Composition Long Rectangle in Bottom Position 

Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

Medium Rectangles, 

Both Vertical 

A pleasing composition is 

more difficult to achieve in this 

arrangement, and, frequently, 

the small one-unit rectangles 

must be placed in the same 

direction, all vertical or all 

horizontal, for unity. 
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Long Rectangle in Bottom Position 

Type Replacement 

3 

o 
It 

■o 
B) 

January 7, 2003 5 

January 8, 2003 <n 

January 9, 2003 S 

Ringling School of Art and Design 

Architectonic Graphic Design 

c §, January 7, 2003 

1 1 
January 8, 2003 

£ o January 9, 2003 

| = Q. (Q 

<S 5 
& ° 

m 2 
<u o 
Q o 
O 

1 I 
(Z O) 
J- c 

C5 ir 

7:00 pm. Library 

A 
Free Lecture Series 

Architectonic Graphic Design 

Ringling School of Art and Design 

Graphic Design Department 

7:00 pm, Library 

Januaryl 2003 

January 8, 2003 

January 9, 2003 

Architectonic Graphic Design 

55 



Horizontal/Vertical Composition Long Rectangle in Left or Right Position 

Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

Medium Rectangles, 

Both Horizontal 

Because both rectangles are 

arranged in the same direction, 

the negative spaces are fewer, 

simpler, and compositional 

unity is readily achieved. 
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Long Rectangle in Left or Right Position 

Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

Medium Rectangles, 

Both Vertical 

Because both rectangles are 

arranged in the same direction, 

the negative spaces are fewer 

and simpler. 

Medium Rectangles, 

One Horizontal, One Vertical 

The simplest composition is 

achieved with the medium 

rectangles arranged against 

the right and bottom edges. 

When the medium rectangles 

occupy space in the interior of 

the composition, the result is 

more complex. 
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Horizontal/Vertical Composition Long Rectangle in Left or Right Position 

Type Replacement 

Graphic Design Department > 
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7:00 pm. Library 
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January 7, 2003 

January 8, 2003 
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Free Lecture Series 
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Long Rectangle in Interior Position 

Thumbnails 

The least comfortable position for the longest rectangle is in 

the exact center of the format. This position divides the space 

equally and is less interesting than the asymmetric arrange¬ 

ments. Shifting this interior position creates a more interesting 

proportion. 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

Medium Rectangles, 

Both Horizontal 

Because both rectangles are 

arranged in the same direction, 

the negative spaces are fewer, 

simpler, and compositional 

unity is readily achieved. 

59 



Horizontal/Vertical Composition Long Rectangle in Interior Position 
Thumbnails 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

Medium Rectangles, 

Both Vertical 

Because both rectangles are 

arranged in the same direction, 

the negative spaces are fewer 

and simpler. 

Medium Rectangles, 

One Horizontal, One Vertical 

The simplest composition is 

achieved with the medium 

rectangles arranged against 

the edges. When the medium 

rectangles occupy space in 

the interior of the composition, 

the result is more complex. 
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Long Rectangle in Interior Position 

Type Replacement 

Ringling School of Art and Design 

Graphic Design Department 
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Ziircher Kiinstler im Helmhaus Poster 

Both the color and design are striking in Richard P. Lohse's 

Ziircher Kiinstler im Helmhaus poster. The colors are a play on 

the complimentary contrast of red and green. Instead of a 

primary green, a pastel green is activated with a saturated bright 

red. The vertical text rests in a background window created with 

a white rectangle and is repeated horizontally in the foreground. 

The heavy red rule acts as a frame for the foreground text and 

marries the two text blocks together. 

Richard P. Lohse, 1950 

(/) 
s- =3 
0 0 

Geoffnet von 10-12 und 14-18 Uhr 
Samstag und Sonntag bis 17 Uhr, 
Montag geschlossen. 
Eintritt 55 Rp, illustrierte 
Ausstellungszeitung inbegriffen. 
Mittwoch nachmittags, abends 
und Sonntag vormittags frei. 

Jeden Mittwoch 20.15 Uhr 
Diskussionsabend: 
Sie fragen - wir antwortenl 

0 Ziircher Kiinstler 
o im 

::3 Helmhaus 
Unter dem Patronat des Stadtrates von Zurich 
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Nike ACG Pro Purchase Catalog 

These are pages from a catalog of seasonal products for 

outdoor-industry professionals and athletes. The typography 

appears on the vertical in a band that spans the spread. The 

band is punctuated by solid vertical rules that change color and 

reverse out the product name. The descriptive text follows the 

vertical rule, with size and pricing information in bold. The rules 

and text have the option to flow across the gutter from the left 

page onto the right page. The images float in between bands 
of text as vignettes. 

Design Firm 
Nike Inc., Beaverton, Oregon 

Creative Director 
Michael Verdine 

Designer 
Angelo Colletti, 2002 

64 







65 



Program for Zurich University's 150th Anniversary 

Siegfried Odermatt and Rosmarie Tissi, Odermatt & Tissi, use 

classical structures of typographic organization in fresh and 

innovative ways. The color is bright and eye catching and the 

compositions always cohesive. The poster for the 150th Anni¬ 

versary of Zurich University is only two colors, blue and black, 

printed on white paper but seems rich and more lively—irregular 

shapes that are tailored around the typography pop out of the 

page. The extreme thicks and thins of the vertical Bodoni type 

contrast the blunt shapes. The vertical type creates the grid 

lines that determine the flush-right alignment of the white 

shapes and flush-left alignment of the horizontal black text. 

The placement of the umlauts next to the A and inside the U is 

a delightful detail. 
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Best Swiss Posters of the Year 1992 

Besten Schweizer Plakate des Jahres 1992 

The Best of Swiss Posters of the Year 1992, also by Odermatt 

& Tissi, has some delightful and subtle nuances. The Swiss 

cross in white aligns with the arc at top and bottom as well 

as the left edge of the text at the top of the poster. The diameter 

of the circle is one-half the height of the poster. The thin repeti¬ 

tive rules at the top and the heavier white rules at the left create 

■' \ 

rhythms as the eye moves down the page and returns to the 

top by the arc. Compositional unity is achieved as the eye moves 

horizontally, vertically, and in a circle with the Swiss cross 

as a pivot point, The function of the Swiss cross is similar to 

the circle in the previous compositional exercises. 

67 



Festival d'ete (Summer Festival), Program Spread 

This spread, although complex in direction, nonobjective ele¬ 

ments, and text, reads quite clearly. The pages are separate, 

yet are part of a whole. The compositional unity is due to the 

use of a similar grid on both pages and the alignment of ele¬ 

ments from page to page. The four columns of text have a similar 

line length and a common top horizon. The rules align on both 

pages and the vertical text is set inside a series of rhythmical 
rules that connotate a musical staff. 

Philippe Apeloig, 1990 
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Columbia University, Graduate School of Architecture 

and Planning Posters 

This poster is by Willi Kunz for Columbia University's Graduate 

School of Architecture and Planning. The poster announces 

a new graduate-degree program in historic preservation. 

The square photograph of an architectural detail occupies 

the foreground and is in contrast to the rectangular format. The 

nonobjective elements, the circles and wavy lines, echo the 
details found in the photo. 

The aesthetic is architectonic and appropriate for a school of 

architecture. The vertical lines of type act as columns in contrast 

to the square photograph and the green graphic field. These 

lines of text align with the horizontal shadow of the photograph 

and with the three vertical hairlines in the top black rule. There 

is a purposefulness to each compositional element and a 

direct relationship to other elements within the poster. 
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Diagonal Composition 

The most dynamic and the most complex compositional 

direction is the diagonal. The three-column by three-row grid 

structure does not easily accommodate the diagonal direction 

because of the scale of the elements. Reducing the scale of 

the elements by 15 percent allows the elements to fit within 

the format and have more compositional flexibility. 

The reduced 3X3 diagonal grid is placed in the format but, as 

the designer begins to compose, the alignment of edges and 

corners takes precedence over a formal fixed structure. While 

the structure is still used for organization and alignment, it is 

less important than in the previous compositions. 

There is an opportunity in this composition to place elements 

at 45° angles or at 30760° angles. In addition, the rotation of 

elements can be in a clockwise direction or a counter-clock¬ 

wise direction, and, therefore, the decision-making process is 

more complex. 

The focus is on creating an alignment for each element that 

has a direct relationship with another element. The most visually 

cohesive compositions have multiple alignments of elements 

and, as with the previous compositions, no element is without 

a partner. The exception to this is the use of an anomaly or an 

element whose position and/or rotation is in direct contrast to 

the other elements—diversity within unity. 

Rotating 45° 

When the composition 

elements are reduced in scale 

by 15 percent (far right) and the 

positions are readjusted, they 

fit more comfortably in 

the format. 

► 
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Diagonal Composition Direction and Contrast 

45° Diagonal 

Elements may be placed at a 

45° diagonal rotated clockwise 

or counter clockwise. 

30760° Diagonal 

Elements may be placed at a 

30° diagonal or 60° diagonal. 
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Organizing the Approach to the Project 

The diagonal compositions are the most complex of the series. 

Elements can be composed in a single direction or contrasting 

directions, and the negative spaces that are created are trian¬ 

gles. Placement of the 3X3 grid structure in the square format is 

a variable, and the opportunity exists to create tensions with 

the perimeter of the format. 

Compositions with elements strictly in one direction, such as 

the 45° diagonal and the 30° diagonal below, have a sense of 

harmony because all of the elements read in a single direction. 

Compositions with elements that have an opposing diagonal 

have heightened visual interest because of the contrast in 

direction, such as the 45745° diagonal and the 307 60° diagonal. 

Emphasis: 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

• Edge Tension 

Diagonal Composition 

Grid Placement 

Each composition can be placed near a format edge to create tension. 

Series 1, 2, 3, 4 

Emphasis: • Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

• Edge Tension 

All compositional aspects are 

emphasized with the addition 

of edge tension. Edge tensions 

may be created by placing 

elements near the edges. 

Series 1, Single Direction 

45° 

Series 2, Contrasting Directions 

45745° 

A 
Series 3, Single Direction 

30° or 60° 

Series 4, Contrasting Directions 

30760° 
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Diagonal Composition Grid Placement 

Since the grid and elements are reduced to 85 percent and 

placed on an angle, there are options as to where the grid and 

elements are placed inside the square format. Tensions may 

be created by placing elements near the edges and by the 
positioning of the circle. 

Because of the dynamic qualities of the diagonal, when placed 

close to an edge, there is movement in the composition. The 

circle can enhance this dynamic quality by becoming either a 
stopping or starting point. 

No Tension 

Composition is placed in a square format and is 

floating, with white space at all four edges. 
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Grid Placement 
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Diagonal Composition Single Direction 45' 
Thumbnails 

The rectangle elements of a 45° composition point toward the 
corners of the format, and the resulting negative spaces are pri¬ 
marily symmetrical 45°-90°-45° triangles (example below). These 
triangles are anchored to the format because their sides rest on the 
perimeter edges. The resulting compositions are harmonious due 
to the repetition of the triangle and the anchoring to the format. 

When the rectangles are arranged on a 45° diagonal, the first 
decision is whether the rectangles will be rotated In a clock¬ 

wise or counter-clockwise direction. There is no compositional 
advantage to either choice and both directions yield equally valid 
results. However, different reading directions occur when lines 
of text are substituted for the gray rectangles. Lines that are rotated 
45° clockwise read from upper left to lower right (opposite page 
top row). Lines that are rotated 45° counter clockwise read from 
lower left to upper right (opposite page center row). Because most 
reading begins in the upper left corner of the page, it is slightly 
easier to read compositions that are rotated clockwise. 
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Single Direction 45' 

Type Replacement 
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Diagonal Composition Single Direction 45' 

Type Replacement 
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Contrasting Directions 45°/45° 

Thumbnails 

Contrasting direction compositions combine rectangles that are 

rotated clockwise and counter clockwise. The compositions 

are more complex, interesting, and livelier because the nega¬ 

tive spaces are divided by elements moving in two directions. 

Negative spaces consist of implied triangles and rectangles 

that frequently intersect. 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

• Edge Tension 
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Diagonal Composition Contrasting Directions 45745' 

Type Replacement 
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Contrasting Directions 45°/45' 

Type Replacement 
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Diagonal Composition Single Direction 30° or 60° 

Thumbnails 

Instead of the symmetrical triangles of negative space found 

in the 45° compositions, the triangles created in the 30° 

and 60° compositions are 30°-60°-90° right triangles. These 

right triangles are more dynamic because the vertex angle is 
narrower and they are asymmetric. 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

• Edge Tension 
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Single Direction 30° or 60' 

Type Replacement 
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Diagonal Composition Single Direction 30° or 60' 

Type Replacement 
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Contrasting Directions 30°/60' 

Thumbnails 

Contrasting direction compositions combine rectangles that 

are rotated 30° or 60° clockwise and counter clockwise. Similar 

to the 45° compositions, the results are often more complex, 

interesting, and livelier because the negative spaces are 

divided by elements moving in two directions at two different 

angles. Negative spaces consist of implied triangles and rect¬ 

angles that frequently intersect or overlap. 

• Grouping 

• Negative Space 

• Perimeter Edge 

• Axial Alignment 

• The Law of Thirds 

• Circle Placement 

• Leading 

• Reading Direction 

• Edge Tension 
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Diagonal Composition Contrasting Directions 30760' 

Type Replacement 
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Contrasting Directions 30760' 

Type Replacement 
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Kandinsky Poster 

Herbert Bayer was a student of Wassily Kandinsky at the Bauhaus 

and produced this poster for an exhibition of Kandinsky's paint¬ 

ings on his sixtieth birthday. 

Since the poster was almost certainly produced with letter- 

press, it must have been composed horizontally. Through digital 

image manipulation, the poster was rotated to the horizontal and 

appears below the original. While the horizontal version is still 

appealing, the dynamic character of the original diagonal poster 

is heightened with the comparison. 

Herbert Bayer, 1926 

The use of primary color, sans serif typography, and rectan¬ 

gular red rules as devices of organization and emphasis are in 

keeping with constructivist principles. The use of the diagonal 

makes this poster unique and outstanding. Since the poster 

was produced by letterpress with a photo engraving, the work 

was probably composed in the horizontal/vertical letterpress 

lock-up system and rotated 7.5° when printed. 

ANHALT SCHER 
KUNSTVEREIN 

KANDINSKY 
Horizontal Version 

The original Kandinsky poster 

(above) has been digitally 

manipulated to a horizontal 

format for comparison 

purposes. 

I 
GEMALDE AQUARELLE 
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Page from Reklama Mechano 

Page from The Next Call 

Henryk Berlewi was a Polish designer who was profoundly 

influenced by a lecture series given by El Lissitzky in Warsaw 

in 1922. He moved to Berlin and began working on a series 

of typographic experiments that employed geometry, and 

primary colors, and were composed with "mechanical construc¬ 

tivism." Reklama Mechano is a page from a booklet of works 

from Berlewi's advertising agency of the same name. The 

pages were two-dimensional works that meshed geometric, 

mathematical compositions with informational text. 

H. N. Werkman was also fascinated by printing and typography 

because "printing offers more possibilities than painting. It 

enables me to express myself more freely, and also more 

directly." This resulted in fine art experiments more akin to 

painting than to the functional communication that was influential 
at that time and today. 
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National-Zeitung Poster Series 

The stark simplicity of Karl Gerstner's National-Zeitung poster 

is an excellent example of the Swiss international style. This 

style, begun in the 1950s, is similar to earlier Bauhaus works in 

that it focused on asymmetry, functional sans serif typography, 

a high level of visual organization, and an absence of decorative 

imagery. 

Gerstner's poster for the newspaper, National-Zeitung, clearly 

and simply states the range of news from local, national, and 

international sources. The diagonal grid is sharpened by turning 

the word "Zeitung" ninety degrees and allowing the N to also 

function as a Z. Repetition and alignment of the letter forms 

in the words create a pattern. The alignment of the letter "I" 

at the end of the four words forms a long rule that enhances 

the diagonal. The first I in the word "lokal" and the letter "i" in 

the interior of the other three words also align and enhance the 

crisp organization. Finally, the dot on the first i of "international" 

is near the left edge of the poster and creates visual tension. 
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Title Page Studies for the Freiburg Municipal Theatre 

These variations in diagonal grid design by Emil Ruder appear 

in his book Typography. Ruder taught typography at the Allege- 

meine Gewerbeschule in Basel, Switzerland, and advocated 

functional readability and systematic typography structures in 

his courses. The examples show some of the variations possible 
within a harmonious diagonal grid. 

Similar to the exercises in this book, the study is limited to com¬ 

municating the same message with one type face, one weight, 

and one size of type. The variations occur in composition and 

all compositions are organized on the same 20° diagonal. 

Because of the rectangular format, there is flexibility in the length 

of the lines in the compositions. The groups of text can be near 

any edge and tensions between the text and edges are readily 

created. The lines are broken into one, two, or three words, and 
the reading direction is carefully controlled. 
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Columbia University, Graduate School of Architecture and Planning 
Lecture and Exhibition Posters 

Willi Kunz was born and educated in Switzerland and, since 

1970, has made the United States his home. In his book Typog¬ 
raphy: Macro + Micro Aesthetics, he chronicles his own work 

and approach to typographic composition as well as his approach 

to teaching typography. Kunz writes, "Typographic design is 

realized on two aesthetic scales: macro (explicit and obvious) 

and micro (subtle, sophisticated, perhaps only subconsciously 
perceptible)." 

Columbia 
Architecture 
Planning 
Preservation 

Although complex, this poster communicates very clearly. 

The first visual analysis of this poster does not seem to bring 

much coherence into the design structure because of the varia¬ 

tion in forms, angles, and color. However, reducing the poster 

to three levels, as Kunz does with another poster in Typography, 
begins to reveal insight into the structure. 

The first layer holds a texture of multiple fine rules that are 

shaped at the top and bottom with a pattern of obtuse triangles 

down the middle. This layer serves as the compositional glue 

that connects the other layers. Each layer of the poster is a 

cohesive composition on its own and, when combined, the 
layers support and unify each other. 

The second layer consists of the brightest solid orange ele¬ 

ments, the rectangles and a circle. The horizontal rectangles 

flow down the page with changes in angles and an increase in 

length. The two long, narrow orange rectangles at each edge 

stabilize the composition. The two parallel vertical rectangles 

are echoed in a smaller version near the bottom. 

The third layer consists of the typographic information. Facts 

are grouped according to content and, even with the changes 

in the angle, are easy to read. Each group has a distinct texture, 

with the more important information in bold. The four groups 

of text containing the lecturer's name, date of presentation, 

and biographical information are arranged in the same manner. 

This system allows the information to be easily read and 

understood. It is this diversity within unity that makes the com¬ 

position so harmonious. 
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Wednesday Monday 

Daniel Libeskind 

Architect Beilin, Los Angeles 

Professor of Architecture. 
UCLA 

'Against the Current' 

Mike Davis 

Professor of Urban Theory 

Southern Californio Institute 

of Architecture 

Group Systemization 

Each group of names is organized 

with a common system of size, 

weight, and color. 
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Willi Kunz, 1995 
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Typographic Hierarchy 

All visual messages have a hierarchal order to the information 

presented, that is, an order of reading the information accord¬ 

ing to importance. It is essential for the designer to determine 

a logical hierarchal order for all elements within a message 

before beginning design. Knowledge and understanding of the 

content of the message is essential for this process. Once the 

content has been organized, the designer can rationally make 

visual decisions that support that order. 

Title 

Day 

Year 

Text 

In this series of projects, students select a historic date and 

develop a title and paragraph of descriptive copy. Each selection 

must have a title, day, year, and description paragraph. Using 

only one type face, size, weight, slope, and color, the student 

explores the variability of text element position in relationship to 

hierarchy by consciously ordering the content of the message. 

Visual Message Content 

Identification of the AIDS Virus 

April 23 

1984 

Identification of a virus thought to cause Acquired 

Immunodeficiency Syndrome (AIDS) was announced 

by federal researchers on April 23, 1984. The disease 

destroys the body's natural immune system and 

is considered to be ultimately fatal. By the date of 

discovery, AIDS was estimated to have killed 4,000 

Americans. 

Kathy Azada, 1996 
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Typographic Hierarchy Leading 

As the variables of the history project are investigated, the 

essential elements of managing text blocks are discovered. 

Initially, an auto lead at 20 percent of the type size, the default 

leading mode on the computer, is the only variation in leading 

employed. Through repetition and experimentation, the visual 

variety of texture and the subsequent changes in meaning and 

readability through texture change is apparent. 

Sans serif faces such as Helvetica and Univers 65, which is 

used in the examples below, require leading for readability due 

to their very large x-height. The large x-height diminishes the 

space between lines making the text more tightly leaded and 

more difficult to read. The same is true of very widely leaded 

sans serif faces—the space becomes so generous that the eye 
needs to focus on the text more carefully. 

Identification of a virus 
thought to cause Acquired 
Immunodeficiency Syndrome 
(AIDS) was announced by 
federal researchers on April 
23,1984. The disease destroys 
the body's natural immune 
system and is considered to 
be ultimately fatal. By the 
date of discovery, AIDS was 
estimated to have killed 4,000 
Americans. 

■ 

8/9.6 Auto Leading 

Identification of a virus 
thought to cause Acquired 
Immunodeficiency Syndrome 
(AIDS) was announced by 
federal researchers on April 
23,1984. The disease destroys 
the body's natural immune 
system and is considered to 
be ultimately fatal. By the 
date of discovery, AIDS was 
estimated tn have killed a. nnn 
Americans. 

- ■ ” -T/VWV 

T~~ - T 
8/7.5 Negative Leading 

Negative leading yields a very dense texture and 
readability is diminished. 

Identification of a virus 

thought to cause Acquired 

Immunodeficiency Syndrome 

(AIDS) was announced by 

federal researchers on April 

23,1984. The disease destroys 

the body's natural immune 

system and is considered to 

be ultimately fatal. By the 

date of discovery, AIDS was 

estimated to have killed 4,000 

Americans. 
1 I 

8/12 Wide Leading 

Identi 

thougf 

fication of a virus 

it to cause Acquired 

Immunodeficiency Syndrome 

(AIDS) was announced by 

federal researchers on April 

23,1984. The disease destroys 

the body's natural immune 

system and is considered to 

be ulti 

date of 

mately fatal. By the 

discovery, AIDS was 

estimated to have killed 4,000 

Americans. 

8/15 Extra Wide Leading 

Wide leading yields a very airy texture. 
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Alignment 

The designer can choose the standard paragraph alignments 

such as flush left, flush right, centered, or justified that are a 

part of every text processing software. The designer can also 

combine alignments or choose a variation within an alignment. 

Flush left, rag right alignment is often thought to be the most 

readable form of alignment. This alignment provides the 

reader with proportional spacing throughout the text lines and 

avoids the changes of spacing that can occur in justified text. 

The reader also has a vertical left edge to return to on the next 

line of type, which enhances the rhythm of reading. 

Justified text makes for a firm rectangular texture of type that is 

texturally pleasing to the eye. The computer attempts to justify 

each line and when a word cannot be broken by hyphenation 

the result is uneven word spacing (below right). 

Identification of a virus 

thought to cause Acquired 

Immunodeficiency Syndrome 

(AIDS) was announced by fed¬ 

eral researchers on April 23, 

1984. The disease destroys 

the body's natural immune 

system and is considered to 

be ultimately fatal. By the 

date of discovery, AIDS was 

estimated to have killed 4,000 

Americans. 

Flush Left Alignment 

Identification of a virus 

thought to cause Acquired 

Immunodeficiency Syndrome 

(AIDS) was announced by fed¬ 

eral researchers on April 23, 

1984. The disease destroys 

the body's natural immune 

be ultimately fatal. By the 

date of discovery, AIDS was 

estimated to have killed 4,000 

Americans. 

Flush Right Alignment 

Identification of a virus 

thought to cause Acquired 

Immunodeficiency Syndrome 

(AIDS) was announced by fed¬ 

eral researchers on April 23, 

1984. The disease destroys 

the body's natural immune 

system and is considered to 

be ultimately fatal. By the 

date of discovery, AIDS was 

estimated to have killed 4,000 

Americans. 

Identificatio i o a virus 

thought to cause Acquired 

Immunodeficiency Syndrome 

(AIDS) was announced by 

federal researchers on April 

23,1984. The disease destroys 

the body's natural immune 

system and is considered to 

be ultimately fatal. By the 

date of discovery, AIDS was 

estimated to have killed 4,000 

Americans. 

Centered Alignment Justified Alignment 
The light red rectangles are the width of normal word 

spacing and show the uneven and excessive word 

spacing caused by justification. 
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Typographic Hierarchy Compositions 

Constraints: 

• One Type Face 
• One Size 
• One Weight 
• Flush Left or Flush 

Right or Justified 

Variables: 

• Position 
• Leading 
• Word Space 
• Letter Space 
• Alignment 

Identification 

of the 
ain.c t/:*..* 

April 23 

1984 

Identification of a virus thought to 

cause Acquired Immunodeficiency 

Syndrome (AIDS) was announced by 

federal researchers on April 23, 1984. 

The disease destroys the body's natural 

immune system and is considered to be 

ultimately fatal. By the date of discov¬ 

ery, AIDS was estimated to have killed 

4,000 Americans. 

Variation 1, Hierarchy 

1st Order: Title 

2nd Order: Day 

3rd Order: Year 

4th Order: Text 

Identifi cation 

of the AIDS Virus 

Identification of a virus thought to cause Ac¬ 

quired Immunodeficiency Syndrome (AIDS) was 

announced by federal researchers on April 23, 

1984. The disease destroys the body's natural 

immune system and is considered to be ulti¬ 

mately fatal. By the date of discovery, AIDS was 

estimated to have killed 4,000 Americans. 

April 23, 1984 

Variation 3, Hierarchy 

1st Order: Title 

2nd Order: Text 

3rd Order: Day 

4th Order: Year 

Identification of the AIDS Virus 

April 23 

Identification of a virus thought to 

cause Acquired Immunodeficiency 

Syndrome (AIDS) was announced by 

federal researchers on April 23, 1984. 

The disease destroys the body's natural 

immune system and is considered to be 

ultimately fatal. By the date of discov¬ 

ery, AIDS was estimated to have killed 

4,000 Americans. 

Variation 2, Hierarchy 

1st Order: Title 

2nd Order: Day 

3rd Order: Year 

4th Order: Text 

Identification of a vi¬ 

rus thought to cause 

Acquired Immuno- 

Identification 
deficiency Syndrome 

(AIDS) was announced 

by federal researchers 

AIDS 

on April 23, 1984. The 

disease destroys the 

body's natural immune 
Virus 

system and is consid¬ 

ered to be ultimately 

fatal. By the date of 
April 23 discovery, AIDS was 

estimated to have killed 

4,000 Americans. 
1984 

Variation 4, Hierarchy 

1st Order: Title 

2nd Order: Day 

3rd Order: Year 

4th Order: Text 
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Compositions 

19 8 4 

Identification 

of the 

AIDS Virus 

April 23 

Identification of a virus thought 

to cause Acquired Immunodefi- 

ciency Syndrome (AIDS) was an¬ 

nounced by federal researchers 

on April 23, 1984. The disease 

destroys the body's natural im¬ 

mune system and is considered 

to be ultimately fatal. By the 

date of discovery, AIDS was 

estimated to have killed 4,000 

Americans. 

Variation 5, Hierarchy 

1st Order: Year 

2nd Order: Title 

3rd Order: Day 

4th Order: Text 

Identification of a virus 

to cause Acquired Imn 

ficiency Syndrome (All 

announced by federal re 

ers on April 23, 1984. 

thought 

lunode- 

DS) was 

»search- 

The dis- 
April 23 

1984 
ease destroys the body 's 

Identificat ion o the AIDS l/irus 

natural immune system and 

is considered to be ultimately 

fatal. By the date of discovery. 

AIDS was estimated 

killed 4,000 Americans 

to have 

Variation 6, Hierarchy 

1st Order: Day 

2nd Order: Year 

3rd Order: Text 

4th Order: Title 

1 9 8 4 

Identification of a virus 

thought to cause Acquired 

Immunodeficiency Syndrome 

(AIDS) was announced by 

federal researchers on April 

23,1984. The disease destroys 

the body's natural immune 

system and is considered to be 

ultimately fatal. By the date of 

discovery, AIDS was estimated 

to have killed 4,000 Americans. 

t i o n 1 d e n i fi c a 

of t h e A 1 D S Virus 

April 23 

Identification of a virus thought 

to cause Acquired Immuno¬ 

deficiency Syndrome (AIDS) 

was announced by federal re¬ 

searchers on April 23, 1984. The 

disease destroys the body's 

natural immune system and 

is considered to be ultimately 

fatal. By the date of discovery, 

AIDS was estimated to have 

killed 4,000 Americans. 

April 23, 1984 

Identification of the AIDS Virus 

Variation 7, Hierarchy Variation 8, Hierarchy 

1st Order: Year 1st Order: Text 

2nd Order: Text 2nd Order: Day 

3rd Order: Title 3rd Order: Year 

4th Order: Day 4th Order: Title 
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Typographic Hierarchy Rules and IMonobjective Elements 

Just as type elements must make sense in terms of hierar¬ 

chy— position, font, spacing, and column width—so, too, must 

nonobjective elements. Nonobjective elements are usually 

geometric shapes without meaning, such as the rectangular 

lines, called rules, shown in the examples below. There are 

three reasons to use nonobjective elements: 1. emphasis, 2. 

organization, or 3. balance. When nonobjective elements are 

used functionally, they enhance and support the meaning of 

the typographic message. When nonobjective elements do not 

have a function, they become decorative elements and attract 

attention away from the meaning of the typographic message. 

When rules are used as nonobjective elements, consid¬ 

eration is given to the compositional structure. In the 

examples, the rule length is determined by the line length. 

Variation in rule width is used to emphasize hierarchy, and 

the change from thick to thin creates rhythm and enhances 
eye flow through the page. 

Contemporary American Photographers 

The Museum of Modern Art 

June 12-15, 2001 

Contemporary American Photographers 

The Museum of Modern Art 

June 12-15, 2001 

Contemporary American Photographers 

The Museum of Modem Art 

June 12-15, 2001 

Contemporary American Photographers 

The Museum of Modern Art 

June 12-15, 2001 

Contemporary American Photographers 

The Museum of Modern Art 

June 12-15, 2001 

Contemporary American Photographers 

The Museum of Modern Art 

June 12-15, 2001 
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Rules and Nonobjective Elements 

The circle is the most visually powerful geometric shape and 

the eye is inexorably attracted to it. Even very small circles 

command considerable attention and must be used sparingly 

and with care so as not to overpower the composition. Similar 

to rules, the changes in circle size and repetition create rhythm 

and directs eye flow. Larger circles can divert attention to a part 

of a word or to the entire word. 

• Contemporary American Photographers 

• The Museum of Modern Art 

• June 12-15,2001 

• Contemporary American Photographers 

• The Museum of Modern Art 

• June 12-15, 2001 

Contemporary American (Photographers 

The Museum of Modern Art 

June 12-15, 2001 
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Typographic Hierarchy Case Study: 
Identification of the AIDS Virus 

After the hierarchy exercises, an acute awareness of the order 

of importance of each element in the composition develops. 

The next phase of learning looks at the development of contrast 

within the composition. At this point there are many more op¬ 

tions than constraints. The complexity of composition increases 
but so, too, does the dynamic vitality of the work. 

The final phase of the project involves the combination of words 
and images. Found images are used to enhance and emphasize 

meaning with the focus, again, on maintaining a hierarchy within 
the composition. 

Identification of a virus thought to 
cause Acquired Immunodeficiency f ft 

Syndrome (AIDS) was announced by 
federal researchers on April 23, 1984. L2 

The disease destroys the body's natural "72 

■2£ 

V) immune system and is considered to be 
ultimately fatal. By the date of 

3m. discovery, AIDS was estimated to have 
killed 4,000 Americans. 

2 3, 

-— 

'  ... 

-----— 

jjfftjj 
Identificati 

Acquired 

(AIC 

nof a virus the 

mmunodeficie 

S) was annour 

esearchers on 

ught to cause 

icy Syndrome 

ced by federal 

April 23, 1984. 

!:T 

1 A_p r i 1 ? 3 

84 L 
immune syste 

ultimately fate 

AIDS was psti 

Americans. 

n and is consic 

By the date o 

nated to hava 1 

ered to be 

discovery, 

,nod *,000 

_ 

Identification of a virus thought to cause 
Acquired Immunodeficiency Syndrome (AIDS) 

was announced by federal researchers on April 
23, 1984. The disease destroys the body's natural 

immune system and is considered to be 
ultimately fatal. By the date of discovery, AIDS 
was estimated to have killed 4,000 Americans. 

Identification 

oo 

CP 

00 

CM 

AIDS 

£L 

< 
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Case Study: 
Identification of the AIDS Virus 

Identification of a virus thought to cause 
Acquired Immunodeficiency Syndrome (AIDS) 

was announced by federal researchers on April 
23, 1984. The disease destroys the body's 

Identification 

fatal. By the date of discov¬ 
ery, AIDS was estimated to 
have killed 4,000 Americans. 

April 23 

Identification 
of the AIDS Virus 

Identification of a virus thought to cause 
Acquired Immunodeficiency Syndrome 

(AIDS) was announced by federal re¬ 
searchers on April 23,1984. The disease 

destroys the body's natural 
immune system and is consid¬ 
ered to be ultimately fatal. By 

the date of discovery, AIDS 
was estimated to have killed 

4,000 Americans. 

Identification of a virus thought to cause Acquired 
Immunodeficiency Syndrome (AIDS) was announced by 

federal researchers on April 23, 1984. The disease destroys 
the body's natural immune system and is considered to be 

ultimately fatal. By the date of discovery, AIDS was 
estimated to have killed 4,000 Americans. 

Identification of the 
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Typographic Hierarchy Case Study: 
Identification of the AIDS Virus 

Identification of a virus thought to 

cause Acquired Immunodeficiency 

Syndrome (AIDS) was announced by 

federal researchers on April 23,198j 

The disease destroys the body's 

natural immune system and is con¬ 

sidered to be ultimately fatal. By the 

date of discovery, AIDS was esti¬ 

mated to have killed 4,000 Americans. 
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Case Study: 
The Beginning of Communism in Cuba 

Visual Message Content 

Title The Beginning of Communism in Cuba 

Day January 1 

Year 1959 

Text Fidel Castro started the Cuban Revolution on January 

1, 1959. On this day, he reached the Sierra Maestra 

Mountains in the eastern part of Cuba. From these 

mountains he began to lead the harassment of the 

Batista regime. This was the beginning of Castro's 

underground movement to overthrow the government. 

Pedro Perez, 1996 

January 1 , 

Fidel Castro started the 

Cuban Revolution on 

January 1, 1959. On this 

day, he reached the 

Sierra Maestra Mountains 

in the eastern part of 

Cuba. From these 

mountains he began to 

lead the harassment of 

the Batista regime. This 

was the beginning of 

Castro's underground 

movement to overthrow 

the government. 

CD 

01 

C0 

Cuban 
Revolution 
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Typographic Hierarchy Case Study: 
The Beginning of Communism in Cuba 

January 1, 

C 
_o 
’p 
3 

Fidel Castro started 

O the Cuban Revolution 

> on January 1, 1959. 

0) On this day, he 

cc reached the Sierra 

c 
Maestra Mountains in 
the eastern part of 

<G Cuba. From these 

ja mountains he began 

3 to lead the harass- 

o ment of the Batista 

1 9 

regime. This was the 
beginning of Castro's 
underground move¬ 
ment to overthrow 
the government. 

5 9 

Fidel Castro started the Cuban 

Revolution on January 1, 1959. On this 

day, he reached the Sierra Maestra 

Mountains in the eastern part of Cuba. 

From these mountains he began to 

lead the harassment of the Batista 

regime. This was the beginning of 

Castro's underground movement to 

overthrow the government. 

uban 
ution 

Fidel Castro started the Cuban Revolution on January 1, 

1959. On this day, he reached the Sierra Maestra 

Mountains in the eastern part of Cuba. From these 

mountains he began to lead the harassment of the 

Batista regime. This was the beginning of Castro's 

underground movement to overthrow the government 

CD 

108 



Case Study: 
The Beginning of Communism in Cuba 

Fidel Castro started the 

Cuban Revolution on 

January 1,1959. On this 

day, he reached the Si¬ 

erra Maestra Moun¬ 

tains in the eastern part 

of Cuba. From these 

mountains he began to 

lead the harassment of 

the Batista regime. This 

was the beginning of 

Castro's underground 

movement to overthrow 

the government. 

> 

CD 

CC 

j 
Fidel Castro started the 
Cuban Revolution on 
January 1. 1959. On this 
day, he reached the Sierra 
Maestra Mountains in the 
eastern part of Cuba. From 
these mountains he began 
to lead the harassment of 
the Batista regime. This 
was the beginning of 
Castro's underground 
movement to overthrow 
the government. 

m 
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Typographic Hierarchy Case Study: 
The Beginning of Communism in Cuba 
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Case Study: 
The Beginning of Communism in Cuba 

959 

cr 
CD 
to 
o' 
o 
o’ 

CO 

o 
o 
3 
3 
O 
o 

o 
o 
£Z 
cr 
03 

Fidel Castro started the Cuban Revolution on January 1, 1959. 
On this day, he reached the Sierra Maestra Mountains in the 

eastern part of Cuba. From these mountains he began to 
lead the harassment of the Batista regime. This was the 

beginning of Castro's underground movement to 
overthrow the government. 

ill 



Typographic Hierarchy Case Study: 
Levi's Become Fashion 

Visual Message Content 

Title Levi's Become Fashion 

Day September 16 

Year 1946 

Text After Levi Strauss introduced rough canvas pants for 

miners during the gold rush, jeans became the trou¬ 

sers for tough work. During World War I, the demand 

increased, since people were looking fora sturdy, 

comfortable garment. In 1946 Levi's introduced 

jeans in the retail market that were characterized by 

a red label on the rear right-side pocket. 

Christina Archila, 1997 

(£> 
Levi's Become Fashion 

19 4 6 
u. After Levi Strauss introduced rough 

0) 
.Q 

gold rush, jeans became the trousers 

for tough work. During World War 1, 

the demand increased, since people 

e 
m

 

were looking for a sturdy, comfortable 

garment. In 1946 the Levi Strauss Co. 

introduced jeans in the retail market 

P
 

t that were characterized by a red label 

on the rear right-side pocket. 

S
 

e 

19 4 6 
Sep t e m b e r 1 6 After Lev 

introduc 

canvas p 

Strauss 

d rough 

ants for 

C/3 

uH 

gold rus 

)ecame th 

or tough 

rrrmrttre- 

h, jeans 

3 trousers 

vork. Dur- 

om
e 

~ 

fng~ World 

demand i 

since pec 

ooking fo 

War l; Ttre 
lereased, 

pie were 

’ a sturdy. 

s 
B

ee
 com forte 

ment. In 1 

ntroduc 

n the ret 

t)TB tJUT"' 
946 Levi's 

3d jeans 

lil market 

L
ev

i' trrarwsre 

zed by a r< 

the rear i 

pocket. 

iharacter-" 

d label on 

ight-side 

112 



Case Study: 
Levi's Become Fashion 

19 4 6 

Become /ashion 
S e p l e m t> e r 1 i 

After Levi Strauss introduced rough canvas pants 

for miners during the gold rush, jeans became the 

trousers for tough work. During World War I, the de¬ 

mand increased, since people were looking for a 

sturdy, comfortable garment. In 1946 Levi's intro¬ 

duced jeans in the retail market that were charac¬ 

terized by a red label on the rear right-side pocket. 

Lev» Strauss intro 

miners during the gold rush, jeans became 

trousers ten tough work. During World War I, the 

demand increased, since people were looking for a 

sturdy, comfortable garment. In 1946 Levi's intioduced 

jeans in the retail market that were characterized -• - 

LEVI'S BECOME 
fashion 

IS 

After Levi Strauss introduced rough 

canvas pants lor miners during the 

gold rush, jeans became the trousers 

lor tough work. During World War I. 

the demand increased, since people 

Were looking lor a sturdy, comfortable 

garment. In 1946 Levi's introduced 

jeans in the retail market that were 

characterized by a red label on the 

rear right-side pocket. 19 4 6 

b 

After Levi Strauss introduced 

rough canvas pants for miners 

during the gold rush, jeans be¬ 

came the trousers for tough 

work. During World War I, the 

demand increased, since peo¬ 

ple were looking for a sturdy, 

comfortable garment. In 1946 

Levi's introduced jeans in the 

retail market that were charac- 

E terized by a red label on the 

s rear right-side pocket. 

S 
9 4 6 
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Typographic Hierarchy Case Study: 
Levi's Become Fashion 

L E V IIS 
B.£-C o m e Fashion 

Allor Levi Strauss Introduced rough canvas pants for 
minors during the gold rush, Joans bocamo tho trousers 
for tough work. During World War I, the demand In¬ 
creased, since people wore looking for a sturdy, com¬ 
fortable garment. In 1946 Levi's introduced jeans in the 
retail market that were characterized by a red label on 
the rear right-side pocket. 

SEPTEMBER IS _ 1946 

After Levi Strauss Intro¬ 
duced rough canvas 
pants for miners during 
the gold rush, Jeans bo- 

tough work. Ouring 
World War I. tho de¬ 
mand increased, since 
people wore looking for 
a sturdy, comfortable 
garment In 1946 Levi's 
Introduced jeans in the 
retail market that were 
characterized by e red 
label on the rear right- 
sldo pocket. 
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Case Study: 
Levi's Become Fashion 

After Levi Strauss introduced 

rough canvas pants for miners 

during the gold rush, jeans be¬ 

came the trousers for tough 

work. During World War I, the 

demand increased, since peo¬ 

ple were looking for a sturdy, 

comfortable garment. In 1946 

Levi's introduced jeans in the 

retail market that were charac¬ 

terized by a red label on the 

rear right-side pocket. 

. n 
After Levi Strauss introduced 

rough canvas pants for miners 

during the gold rush, jeans be¬ 

came the trousers for tough work. 

During World War I, the demand 

increased, since people were look¬ 

ing for a sturdy, comfortable gar¬ 

ment. In 1946 Levi's introduced 

jeans in the retail market that 

were characterized by a red label 

on the rear right-side pocket. 
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Typographic Hierarchy Case Study: 
"If the glove don't fit, you must acquit. 

Visual Message Content 

Title "If the glove don't fit, you must acquit." 

Day October 3 

Year 1995 

Text The media circus labeled it "the trial of the 

century," and it mesmerized the nation. 

On October 3, 1995, 0. J. Simpson was 

acquitted in the slayings of his ex-wife, Nicole 

Brown, and Ronald Goldman. As a result of 

all of the surrounding hype, there were book 

deals, a glove, "court TV," catch phrases, a 

racist Mark Fuhrman, and, often forgotten, 

two victims. The acquittal ended a 372-day 

trial of murder, domestic violence, and allega¬ 
tions of police misconduct. 

John Pietrafesa, 1998 

The media circus labeled it "the trial of the 
century," and it mesmerized the nation. On 
October 3, 1995, 0. J. Simpson was acquit¬ 
ted in the slayings of his ex-wife. Nicole 
Brown, and Ronald Goldman. As a result of 
all of the surrounding hype, there were 
book deals, a glove, "court TV," catch 
phrases, a racist Mark Fuhrman, and, often 
forgotten, two victims. The acquittal ended 
a 372-day trial of murder, domestic violence, 

"If the glove don't fit, and allegations of police misconduct. 

you must acquit." 

October 3, 19 9 5 

"If the glove don't fit 

you must acquit." 

Nineteen Ninety-Five 

The media circus labeled it "the 
trial of the century," and it mes¬ 
merized the nation. On October 3. 
1995, 0. J. Simpson was acquitted 
in the slayings of his ex-wife, Nic¬ 

ole Brown, and Ronald Goldman. 
As a result of all of the surround¬ 
ing hype, there were book deals, a 

glove,1 "court TV," catch phrases, a 
racist Mark Fuhrman, and, often 
forgotten, two victjms. The acquit¬ 
tal ended a 372-day trial of murder, 

domestic violence, and allegations 
of police misconduct. 

O c t o b 3, 19 9 5 

"If the glove don't fit, you must acquit." 

The media circus labeled it "the trial of the century," and it mesmerized the nation. On October 

3, 1995, 0. J. Simpson was acquitted in the slayings of his ex-wife. Nicole Brown, and Ronald 

Goldman. As a result of all of the surrounding hype, there were book deals, a glove, "court TV," 

catch phrases, a racist Mark Fuhrman, and, often forgotten, two victims. The acquittal ended a 

372-day trial of murder, domestic violence, and allegations of police misconduct. 
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Case Study: 
"If the glove don't fit, you must acquit. 

\ 

October _3_ 
n e t y 

The media circus labeled it "the trial of the 

century," and it mesmerized the nation. On 

October 3. 1995, 0. J. Simpson was acquit¬ 

ted in the slayings of his ex-wife, Nicole 

Brown, and Ronald Goldman. As a result of 

all of the surrounding hype, there were 

book deals, a glove, "court TV," catch 

phrases, a racist Mark Fuhrman, and, often 

forgotten, two victims. The acquittal ended 

a 372-day trial of murder, domestic vio¬ 

lence, and allegations of police misconduct, 

Reasonable Doubt 
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Index 

A 

alignment, 99 

Apeloig, Philippe 

Festival d'ete, 68 

Archila, Christina, 112-15 

axial alignment, 18-21, 24-26, 29-31, 47, 

50-51, 53-54, 56-57, 59-60, 73, 79, 

82, 85 

axial relationships, 12 

Azada, Kathy, 97, 104-6 

B 

balance, circle, 14-15 

Bauhaus products, catalog of, 37 

Bayer, Herbert 

Bauhaus products, catalog of, 37 

Kandinsky poster, 89 

Beginning of Communism in Cuba, 107-11 

Berlewi, Henryk 

The Next Call, 90 

Reklama Mechano, 90 

The Best Swiss Posters of the Year 1992, 67 

C 

case study 

Beginning of Communism in Cuba, 

107-11 

Identification of the AIDS Virus, 97, 

104-6 

"If the glove don't fit, you must 

acquit," 116-17 

Levi's Become Fashion, 112-15 

circle and composition, 14-15 

circle placement, 18-21, 24-26, 29-31 

Colletti, Angelo 

Nike ACG Pro Purchase catalog, 64-65 

Columbia University, Graduate School of 

Architecture and Planning, 69, 94-95 

Columbia University, Graduate School of 

Architecture and Planning, lecture 

and exhibition posters, 94-95 

Columbia University, Graduate School of 

Architecture and Planning posters, 69 

constraints and options, 8 

D 
diagonal composition, 71-87 

direction and contrast, 72 

grid placement, 74-75 

organizing the approach to the project, 73 

thumbnails 

contrasting directions 30s/602, 85 

contrasting directions 452/452, 79 

single direction 309 or 60s, 82 

single direction 452, 76 

type replacement 

contrasting directions 302/602, 

86-87 

contrasting directions 452/452, 80-81 

single direction 302 or 602, 83-84 

single direction 45e, 77-78 

Die Neue Typographie, 35 

Drenttel Doyle Partners 

The New Urban Landscape, 45 

E 

edge tension, 73, 79, 85 

F 

Festival d'ete, 68 

Freiburg Municipal Theatre, 92-93 

G 

Gassner, Christof 

Theatre Am Hechtplatz, 38-39 

Gerstner, Karl 

National-Zeitung, 91 

grouping, 10-11, 18-21, 29-31, 47, 50-51, 

53-54, 56-57, 59-60, 73, 79, 82, 85 

hierarchy 

proportion, 9 

hierarchy, typographic, 97-117 

alignment, 99 

compositions, 100-1 

leading, 98 

rules and nonobjective elements, 

102-3 

horizontal composition, 17-33 

critique 

long rectangle in bottom position, 26 

long rectangle in interior position, 31 

long rectangle in top position, 21 

organizing the approach to the project, 18 

thumbnails 

long rectangle in bottom position, 

24-25 

long rectangle in interior position, 

29-30 

long rectangle in top position, 19-20 

type replacement 

long rectangle in bottom position, 

27-28 

long rectangle in interior position, 

32-33 

long rectangle in top position, 22-23 

horizontal/vertical composition, 46-61 

organizing the approach to the 

project, 47 

reading direction, 49 

rotation of composition, 48 

thumbnails 

long rectangle in bottom position, 

53-54 

long rectangle in interior position, 

59-60 

long rectangle in left or right 
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position, 56-57 

long rectangle in top position, 50-51 
type replacement 

long rectangle in interior position, 61 

long rectangle in left or right 
position, 58 

long rectangle in top or bottom 
position, 56 

long rectangle in top position, 52 

I 

Identification of the AIDS Virus, 97-101 
104-6 

If the glove don't fit, you must acquit " 
116-17 

Institute for Architecture and Urban Studies 

Graphic Program, 42-43 
The Isms of Art, 36 

K 

Kandinsky poster, 89 

Krueger, Kevin 

SamataMason, 40 
Kunz, Willi 

Columbia University, Graduate School of 

Architecture and Planning, 69, 94-95 

L 

law of thirds, 5, 13, 18-21, 24-26, 29-31, 

47, 50-51, 53-54, 56-57, 59-60, 73 79 
82, 85 

leading, 18-21, 24-26, 29-31, 47, 50-51, 

53-54, 56-57, 59-60, 73, 79, 82, 85 
98, 100 

Levi's Become Fashion, 112-15 
Lissitzky, El 

The Isms of Art, 36 

Lohse, Richard P. 

Zurcher Kunstler im Helmhaus poster, 63 

M 
Mason, Dave 

SamataMason, 40-41 

N 

National-Zeitung, 91 

negative space, 11, 18-21, 24-26, 29-31, 47, 

50-51,53-54,56-57,59-60,73 79 
82, 85 

negative space and grouping, 11 

The New Urban Landscape, 45 
The Next Call, 90 

Nike ACG Pro Purchase catalog, 64-65 

nonobjective elements, 102-3 

O 
Odermatt & Tissi 

The Best Swiss Posters of the Year 1992 
67 

program for Zurich University 150th 
anniversary, 66 

organization, circle, 14-15 

P 

Perez, Pedro, 107-11 

perimeter edge, 12, 18-21, 24-26, 29-31, 47, 

50-51,53-54,56-57,59-60,73 79 
82, 85 

axial relationships, 12 

Pietrafesa, John, 116-17 

pivot point, circle, 14-15 

project elements and process, 7 

proportion of elements, 9 

R 

reading direction, 47, 49, 76, 92 

Reklama Mechano, 90 

rotation of composition, 48 
Ruder, Emil 

Freiburg Municipal Theatre, 92-93 

rules and nonobjective elements, 102-3 

S 

SamataMason Web Site, 40-41 

Sotheby's Graphic Program, 44 

space activator, circle, 14-15 

starting or stopping point, circle, 14-15 

T 

tension, circle, 14-15 

Theatre Am Hechtplatz, 38-39 
Tschichold, Jan 

Die Neue Typographie, 35 

typographic hierarchy, 97-117 

V 

Verdine, Michael 

Nike ACG Pro Purchase catalog, 64-65 
Vignelli and Associates 
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