























Preface

Typography is the art of designing letters and composing

text so that they may be read easily, efficiently, enjoyably.
Certain fundamental principles underlie all good
typography - be it in newspapers, magazines or books;

on posters, packaging or computer screens. First
established with Gutenberg’s moveable type, then devel-
oped by Modernism’s visual revolutions, these same
principles will still be valid in the dawning age of elec-
tronic media: hypertext, Internet - whatever fora the future
may bring.

This book sets out the enduring principles of typography,

explains how to apply them, and illustrates their power
and versatility with examples drawn from my twenty-
five years of professional experience. By demonstrating
how theory actually is put into practice, Typography:
Macro- and Microaesthetics provides artistic and technical
instruction for typographic designers, architects,

and professionals in allied creative fields. In addition, by
analyzing the role graphic design plays in today’s
media-dominated culture, it facilitates a more critical
appreciation not only of the mediated foreground,

but also of the unscripted background and of the various
relationships between one and the other.

Most books on typography only show the end product;

they tell nothing about either the process of designing or
the principles of design. Design annuals and glossy
magazines are no better: the one is but vanity portfolio;
the other but shootings of stars and trends fated to
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fade out by the next issue. In circular fashion, students
imitate stars, designers follow trends, clients survey
markets, and the public drowns in a great graphic “sea”
without ever learning how to look for and at good
typography. This book provides sextant and compass

for charting a new course in today’s inundation of
information.

Information Age has arrived. And though with it the death
of print media has - yet again - been predicted, paper
proliferates. In the 1930s and 1950s it was said, “This will
kill that;” but first radio and then television did not

kill newspapers, magazines, books. Nor in the 1980s did
the wired office create the paperless office. To the
contrary, at home, at work, commuting in between, we all
are expected to process more and more information
printed on paper. Consequently, we not only have less and
less time to peruse each item; also, concomitantly,

we are less and less willing to labor over material that’s
poorly presented. Small wonder so much printed matter
is discarded - the unread flotsam and jetsam of our
civilization.

If printed paper is the problem, then are electronic media

the solution? Yes and no. Books and computers

each serve different purposes, one better than the other.
Computers are the superior medium for searching

out small pieces of information in sources which are very
large, constantly changing, or highly individual: data
bases, market quotes, and “bulletin boards,” for example.
They also have the added advantage that discards
become ether, not landfill. Computers are the inferior
medium, however, for reading long, involved text;



rather than studying a screen for hours on end, most
people will print out and work on hard copy: they will, in
effect, “publish” a page, a chapter, an individually
edited book.

Books are a familiar format. They're simple to use and

easy to transport; they work without complicated software
or costly hardware. Books supplement the literary
pleasures of a text with sensual satisfactions - with the
visual, tactile and aesthetic qualities of paper, typography,
printing and binding. Books, moreover, have an “aura;”
on a shelf in a library they impart a sense of intellectual
community and historic continuity that CD’s in a rack

just don’t possess; can’t finesse.

While books will always be the ultimate exemplars of

print typography, electronic media also display words and
images whose design must be coherent and convincing

to the passive viewer. Interactive media require in addition
that design be comprehensible and convenient for

the active user. Hypertext is the extreme case in which the
design of the original must be so comprehensively
structured that it can accommodate any and all decon-
structions, reassemblies, and idiosyncrasies of innumer-
able individual “authors.” Ironically, that structure can
only come from those fundamental principles of typogra-
phy first formulated in the Gutenberg Bible of 1455.

Today, it is important to make a distinction between
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fundamental visual principles and traditional technical
standards. Many of the latter arose when design

and typesetting were separate professions and coordina-
tion between them required exact specification of type
face and size, line length, etc. Inevitably, those specifica-
tions became not only means of communication but

also ends in themselves — impersonal, technical criteria
according to which typography could be designed

and evaluated.

facility of computer graphics software has both folded
the role of typesetter into that of designer and eliminated
the need for traditional technical standards. Typography
is now created according to more personal, visual

criteria. Criteria, nevertheless, remain crucial; without
them - without fundamental principles - typography could
no more communicate visually than could language
without grammar and vocabulary communicate verbally.
Typography: Macro- and Microaesthetics elaborates

those principles. Specifically, the book first analyzes space,
structure, sequence, contrast, form and counterform,

it then demonstrates how these elements can be synthe-
sized to create a body of work in print and electronic
media.

My approach to typography is not the only one. But an under-

standing of the principles underlying it are necessary both
to create and appreciate alternative approaches, other
styles. Without those principles, one can do nothing of
consequence, with them, one can do whatever he/she will.
The fundamental principles of typography are simple,
powerful means to various, sophisticated ends.

I would like to thank all whose collaboration has been essential

in creating the first edition of Typography: Macro-

and Microaesthetics and the publisher, Verlag Niggli AG,
for their commitment to produce again a high-quality
book. Also, | am deeply grateful to the designers, educators
and students who made this new edition of Typography:
Macro- and Microaesthetics possible so soon.






Introduction

Whenever we speak or write, we communicate. Language,

whether spoken or written, is part of what makes us unique
as humans. Spoken language is ephemeral and intan-
gible, it disappears as soon as it is uttered. When written,
language is captured in a visual and spatial form,
permanent and concrete. As the art of visual language,
typography is inherently communicative.

Like language, typography is both functional and expressive,

serving purposes of utility and beauty. The function

of typography is to communicate a message so that it
effectively conveys both its intellectual meaning

and its emotional feeling. This is a cognitive task, making
use of letters and words which can be recognized

and comprehended by the reader. At the heart of good
typographic design is a critical interpretation of the
meaning of the message: the more astute the interpreta-
tion, the more effective the design.

If function is important to the intellect, then form is important

to the emotions. Form is the aesthetic component of
design; it is what attracts attention, invites participation,
and offers enjoyment. Our day-to-day life is enriched

or degraded by the aesthetic qualities of our environment.
A neglected building is not only unattractive to look

at, but also depressing, thus affecting us psychologically.
Likewise, poorly designed visual communication assaults
our sensibilities, creating a kind of visual pollution.

Typographic form and message content are inextricably linked.

Even the simplest design not only objectively conveys
information but also gives subjective cues for the interpre-
tation of this content. Typography seeks to integrate

and balance form and function, recognizing the impor-
tance of each. Function without form is dull; form without
function or purpose lacks substance and meaning.

Perhaps the most difficult task faced by the typographic

designer is to master this balance. An interesting visual
effect may enhance a message, but it can also overwhelm
it. When form dominates content, form in fact becomes
the message and the content is weakened, even lost. Such
design may initially look exciting, but it lacks depth,
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honesty, and conviction. On the other hand, if form

were inconsequential, typography would become rote and
dull. A message would be communicated on a cognitive
level, but the artistic purpose of typography - to inspire
and delight — would have vanished.

argument that visually challenging typography will

entice a reader to decipher a message is invalid. Complex-
ity is an obstacle, not an invitation. As more and more
information becomes available, less and less time is spent
consuming each piece. Attention spans shorten,

powers of concentration decrease — and an impenetrable
message will be passed over in favor of something

more accessible. Typography must not only allow people
to read and comprehend information, but make it

both easy and pleasurable to do so. Given the amount of
information we are confronted with each day, this
consideration is vital.

It is less difficult to create an exclusively aesthetic solution

than to create a solution that communicates effectively
while remaining visually appealing. Designers must

be diligent in ensuring that the aesthetics of a design do
not overwhelm its content. When in doubt, it is more
appropriate to adhere to the basic typographic principles
that stress function than to resort to unbridled self-
expression. And in the visually chaotic environment

in which we find ourselves today, simple solutions often
look fresh and unexpected.



A design that pleases the eye is always more effective

than one that does not. What pleases, however, is a con-
tentious point. The one certainty is that no two people
appreciate - or create — design in exactly the same way.
Where one person might intellectually analyze a

visual composition, another might intuitively sense the
harmony of a design. Sensibilities differ. Such differences
produce variety. They also produce disagreement about
which designs are good, and why.

Lacking analytical, consensual terms, decisions become
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based on vague notions, “gut” reactions, and unproven
authority, prejudicing discourse among designers

and their clients. The inevitable results are not only less
than optimal but - wanting constructive, critical tools —
beyond repair.

primary constructive tools for typographic design

are a knowledge of communications theory, a good grasp
of typographic principles, knowledge of the intended
audience, and a clear focus on the goals of the communi-
cation, rather than on nebulous aesthetic ambitions.
These principles are the general foundation on which
specific designs can be built and evaluated; they focus the
design process and making it more manageable. Weak-
nesses in a design can be more productively discussed
when measured against specific semantic, syntactic, and

pragmatic criteria.

A focus on the objective goals and concerns of the design

process is necessary for any design, yet in itself it does not
guarantee a good solution. Good typographic design
must also create a perceptual, subjective effect: in other
words, aesthetic pleasure.

Aesthetics are more difficult to judge than the clarity of

a message because aesthetic taste is more personal and
culturally specific. Deciding on the visual style or treat-
ment that will best convey the message is more problem-
atic than choosing the words and composing the
sentences that communicate the objective and subjective
content. There are no visual dictionaries or grammar
books to define the subtleties and exactitudes of meaning
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of any particular visual representation. Aesthetics

must be adapted to the environment in which the com-
munication takes place. Fitting the aesthetics to their
context is a complex process and must take into account
not only the historical moment and cultural context, but
also the graphic medium and the socioeconomic

status and level of education of the intended audience.

Many designers make the relationship of visual elements

(syntax) their primary concern. In practice, the stress on
visual syntax often detracts from meaning (semantics)
and each element’s effect and affect on the reader
(pragmatics). A desigh may be exciting to the designer,
but fail to resonate with its audience. In the initial

stage of a design, visual syntax should not be the main
concern, because a message is never communicated

on a purely syntactical level. It is more important to find
the forms of expression appropriate for the particular
audience. In many instances, designers face the choice
between satisfying their own aesthetic sensibilities

and ambitions and creating a design for an audience with
very different tastes and needs. To find and work with

an aesthetic that supports communication and stimulates
the reader, designers must constantly expand and

refine their intellectual capacity and visual sensitivity.
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rapid introduction of new technology into the practice

of typographic design has caused confusion about its role
in the design process. The computer has replaced the
automobile as the latest fetish of our techno-consumer
society. Computer power, programs, and capabilities are
discussed endlessly, with no less ignorance than rever-
ence. Whatever has been generated digitally is deemed
state-of-the-art and good; everything else is obsolete

and bad. Rarely do such discussions consider the quality
of the actual work produced on - not by — computers.
Increasingly, it is forgotten that it is the designer’s
intelligence, not the software, which makes the difference
between mediocre and outstanding design.

explosion of desktop publishing and the proliferation

of computers do not, themselves, weaken the designer’s
importance. Rather, the triumph of the computer only
intensifies the need for intelligent, aesthetically pleasing
design. The postindustrial information age, if it means
nothing else, means more messages: messages that must
be sorted, sifted, and represented in ways that people
understand, enjoy, and most importantly, can use. As we
become inundated with information, thoughtful,
perceptive design will become a more important mark

of distinction, a competitive edge.

information age also presents new challenges to the
designer: electronic media, virtual reality, interactive TV,
and other modes of expression which have yet to

be developed present largely unexplored territory for
intelligent design. The skills already possessed by
designers — organizing and visually displaying informa-
tion, managing the interplay between the verbal

and the visual - continue to be essential in new media.
This is not to say that designers need not learn new
skills, it emphasizes that their old skills will not become
obsolete. The semantic, syntactic, and pragmatic
principles of typographic design provide a firm basis from
which to approach old challenges as well as new.

The flexibility required to produce vital, creative work can
come only from a deep rooting in these principles.

How do principles apply in a world that is drowning in

information and reeling with distraction? Do principles in-
hibit creativity and individual development when
typography is about exploring new directions? Principles
are important in everything we do, in typography as

well as in life. Principles are not ends in themselves, rather
they are points of orientation highly open to interpreta-
tion; they constitute a road map which may look very clear
but does not convey a picture of the final destination.
Even when principles are strictly applied, the end result is
always surprising.

Typography today is based on the same principles as it

was centuries ago. And it must be so, as long as letters,
words, and sentences communicate. We understand

a message, or we don‘t. This does not mean that

the design of visual communication should do no more
than simply transmit information. A design should

also enlighten the reader and further the continuity and
history of typography. The best typography communicates
the conviction that it has resolved a design problem

in a way both central to that problem and at the outer
limits of its own possibilities.



In typography, developments that last are not revolutionary;

what is new and hot does not suddenly, completely
replace what is old and cold. Rather, the significant new is
evolutionary; it develops out of past traditions, while
responding to present circumstances. Its persistence
depends on its contribution to the continuum of typo-
graphic form and sensibilities.

Today, | sense an anxious anticipation among designers.

Fo
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Is this millennial fear? Is it professional uncertainty about
the state and fate of design? Is it the rapid pace of tech-
nological change? Information anxiety?

millennia, visual communication was a transaction of
information within relatively small groups of people. With
the invention of letterpress printing in the 15th century,
the world entered a second phase of mass-produced and
widely distributed information. The power of mass
communication, however, was limited to those who had
access to the specialist with printing equipment. With the
introduction of personal computers, graphics software,
and electronic media in the early 1980s, communications
entered a third phase in which virtually everyone can send
and receive messages. The result is a democratization of
information with unpredictable consequences.

Other social pressures have caused uncertainty. Environmental

concerns raise serious questions about the future of
traditional print media. The nature of reading and
attention are changing, too: over the World Wide Web,
information can be exchanged instantly around the world.
The media increasingly presume that their audience
processes information not by active reading and reflection
but by passive looking and listening. Electronic media
such as television and video promote info-nuggets,
palatable and easily digested. Designers can adapt to the
complexities and frustrations of working in today’s
cultural climate - but only if they learn to think flexibly:

to abstract essentials from the information available,
integrate it with their own methodologies, and create not
according to style but principles.

Design is not a paint-by-numbers discipline - there are no

prescribed solutions to the unimaginable diversity of
communication problems. Instead, typographic designers
rely on a process which enables them to assess each
situation and respond with an appropriate solution based
on their knowledge of typographic principles, visual
sensitivity, and personal vision. It is this foundation that
gives designers the flexibility and intelligence needed

to meet the challenges of a fast-moving world, with

its new contexts, media, and modes of communication.

It makes typography exciting and pleasurable, an
endeavor whose challenge can span a lifetime of work.
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Renaissance-Antiqua
Bembo

The uniqueness of each
typeface is found in its
microaesthetic details.
Selection of a typeface is
most strongly influenced
by these details, which
distinguish one typeface

from another. )
Baroque-Antiqua

Baskerville

Neoclassical Antiqua
Bodoni

Variation of style

Our visual environment would be unbearably dull if a typographic design is to communicate information, the
single typeface were applied universally. Individual type- audience is best served by a simple, classical typeface.
faces, with their different styles and particular idiosyn- Technological advances and changes in taste will undoubtedly
crasies, all contribute to the visual expressiveness of influence letterform design in the future. However,
typography. Only very few of the countless “new” type- true developments are more than microaesthetic changes
faces produced and marketed every year serve a real in existing styles. Mere embellishments on basic letter-
need and promise to stand the test of time. Invariably they forms do not constitute new design, and actually
look dated after a few uses, and are soon superseded work against the precepts of typography to communicate
by a new crop. information clearly.

Designers, in their quest for originality, often become pre- Most of the typefaces in use at present were created for
occupied, even obsessed, with typefaces, with the printing on paper. On the screen or through electronic
unfortunate result that typefaces are used to mask weak transmittal, most typefaces lose their refinements of detail
ideas or are degraded into meaningless decoration. and bear no resemblance to the original. Electronic
Typically, however, a general audience is more interested media require new typefaces developed with their specific

in content than in the typeface used. If the goal of technical conditions in mind.






A case for Univers

In connection with my work, | am often asked why | prefer

Univers not only to serif typefaces but also to other sans
serifs such as Futura, Gill, or Helvetica.

My own preference for Univers begins - but does not end -

with its still-contemporary form and its comprehensive
series of fonts. In the early 20th century, the vehement and
animated debate between proponents and opponents of
the new sans serif type required typographers to take

a stand for one side or the other. Today, the issue of serifs
versus sans serif is no longer of aesthetic relevance

or ideological interest: the decision to use one face or the
other is better made on the basis of functionality and
appropriateness.

Traditionalists argue that serif type is more readable than

sans serif. While this may be so with lengthy text,
readability is in most cases less a function of the presence
of serifs in the typeface than of other factors: namely
type size, weight, and slant; line length and interline
space; paper, printing, and reading conditions. In fact, the
most important determinant of legibility (clarity and
efficiency in reading) and readability (pleasure and
interest in reading) is not the particular typeface but the
arrangement and structure of information.

Throughout my professional career, | have worked with

many sans serif typefaces; among them all | have found
Univers uniquely versatile. Univers has neither the

rigid forms of Helvetica nor the geometric constructions of
Futura; unlike Gill and many other sans serif faces it
comprises a series complete in terms of weights as well
as widths. Univers, moreover, is quietly refined in

its visual details; nothing extraneous detracts from the
essential form of individual letters. The upper case letters,
which are only slightly heavier than lower “read” dis-
tinctly but unobtrusively in lengthy texts.

Univers was created in the early 1950s by Adrian Frutiger,

a Swiss type designer with a profound knowledge of the
history of type and print technology. The first typeface
ever conceived as a complete series, Univers consists of
21 fonts, with Univers 55 serving as the primary font

from which the other 20 were developed. Univers 55
manifests all the characteristics of a good text typeface. lts
large x-height with short ascenders and descenders
makes the font compact yet readable in small point sizes.

Univers was designed as a matrix with 55 at the center: to

the left are expanded fonts, to the right condensed; above
light, below bold. Each font is identified by a two-digit
number. The first digit indicates weight, the second slant;
roman is indicated by odd numbers, italics by even.
Inherent in this matrix of 21 fonts are countless possibili-
ties for visual contrast in typographic design.

Since the introduction of desktop publishing, several Univers

fonts were deliberately altered in their conversion to
digital form by software manufacturers. In particular, the
desktop versions of Univers 47,57, and 67 are consid-
erably wider than their originals, consequently weakening
the contrasts between different widths. Nevertheless,
Univers remains, in my opinion, unequalled for its com-
pleteness, versatility, and aesthetic distinction. Especially
in the late 20th century when novelty is unhesitatingly
embraced and typefaces can be created on a whim,

it is hard to imagine a typeface so thoroughly conceived
and executed as Univers.

Univers, of course, is not the only typeface suitable for

use in typographic design. Variety is necessary — and
desirable. Choosing a typeface is a process of elimination
based on whether the macro- and microaesthetic qualities
of the typeface are appropriate to the purpose of the
communication and its context of use. Even after carefully
considering all of these factors, though, a number of
typefaces might be suitable for any given problem.
Ultimately, the final choice of typeface is a question of
personal preference and taste.

All typefaces serve fundamentally the same purpose: to

communicate. The purpose behind the communication -
for example, to inform, to entertain, or to persuade - is
expressed, in part, by the typeface chosen. As the
communication objectives change, so might the typeface.

Depending on its context of use, different criteria must be

applied when selecting a typeface. When used in display
size on a poster, typefaces are evaluated on purely
aesthetic criteria: how the qualities of the letterforms, in
that particular size, interact for that particular set of words.



The

When used for continuous text, both aesthetic and
functional criteria come into play. Legibility then becomes
the key consideration.

criteria of legibility require that extra attention be paid to
the specific letterforms of the typeface. Reading is a

dynamic process in which all letterforms have equal value:

each letterform must integrate unobtrusively into the
flow of words. Because letterforms with too much
individuality and character distract the reader, a typeface
with too many idiosyncrasies or unusual letterforms
will, most likely, not work for continuous text. Typefaces
that appear more legible than others share certain
characteristics such as harmony, simplicity, and dignity,
qualities that are difficult to determine and quantify.

On the macroaesthetic level, a typeface is evaluated on the

form and counterform of its letters, their combination

in words, and the relative size of its upper and lower case.
Microaesthetically, the focus is on the tapering of curves,
the connection of strokes, the form of serifs, and

the proportions of ascenders and descenders. In financial
communications, for instance, the choice of a par-

ticular typeface may be determined by the form of the
numerals. All of these subtle nuances in the design

of letterforms contribute to the reason for preferring one

typeface to another.

A typeface should always be evaluated in the size, type of
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composition, and, if possible, the color it is to be used in.
A single-line type specimen is insufficient to determine
the suitability of a typeface. For the same reason, it is
impossible to judge typographic design based on a sketch
which does not show the nuances of letterform details,
size, interline space and line breaks. One of the benefits
of computer technology is that it allows easy examination
of these details while the project is still in the develop-
ment phase.

immense number of available typefaces tempts
designers to use type style as a crutch. Typeface itself,
they assume, will rescue a weak and flaw-ridden
composition; conversely, a bad typeface will be blamed
for a poor solution. Good typographic design depends
less on the chosen typeface than on arrangement,

size, line length, letter, word and interline space.
Mediocre typography is caused mainly by confusion and
incompetence in working with these variables, not bad
typefaces. Using a novelty typeface will not save poor
typographic design any more than a classic typeface will.
With skill and imagination, an unusual typeface

can indeed yield interesting results; still, it is better in the
end to use a limited selection of proven typefaces dili-
gently and with intelligence than to rely on novelty faces
that inevitably lead to results that soon look dated.
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Original Univers font
matrix, conceived
by Adrian Frutiger,

Paris, 1956.
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LITTLE lift

WAX wavy

GOOD case

photograph
photograph
photograph
photograph

photograph

WE APPLY CRYPTOGRAPHY TO PROTECT

we apply cryptography to protect proprietary

The word

Every word is comprised of a particular set of letters, whose
sequence and form makes each word semantically
and syntactically unique. A word consisting of predomi-
nantly curvilinear letters differs greatly from one com-
posed of angular letters.

Likewise, a word set in all upper case letters is distinct from
the same word set in lower case. When set in all upper
case, the word is more uniform in shape and considerably
wider. Lower case letters, with their ascenders and
descenders, provide more varied word shapes than upper
case letters, making them easier to identify and read.
Because text set entirely in upper case is strenuous to
read, large quantities of continuous text are generally set
in lower case with an upper case letter at the beginning
of each sentence.

The visual and semantic quality of a word or text may be

enhanced by variation in the case, face, slant, weight and

width of the letterforms. For instance, the distinct slant

of italics provides a word with a certain “flow"” that roman

type lacks. The subtle microaesthetic details of serifs

in the individual letterforms contribute significantly to the

visual quality of text.
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A word composed of
letters with horizontal
and verticel strokes
appears more rigid than

a8 word consisting of
predominantly curvilineer
strokes. LITTLE, con-
sisting of horizontal and
vertical strokes, WAX,
consisting of predomi-
nently slanted strokes, and
GOOD, consisting of pre-
dominantly round strokes,
have entirely different
appearances.

Variations in letterform
change the semantic and
syntactic quality of the
word “photograph”.

Lower case letters, with
their ascenders and
descenders, provide more
varied word shapes than
upper case letters.
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Normal letterspace is
related to the counterforms
of lower case letters. Type-
faces with large counter-
forms require more letter-
space than typefaces

with small counterforms.

Letterspace must be
decisive, either in harmony
with or in strong contrast
to the counterforms

of lower case letters.

For text, most typefaces
set with the default

set width appear too tight.
Additional letterspace
improves legibility and
aesthetic quality.

Letterspace

The space between letters is integral to all typography.
A particular letterspace may enhance or destroy the aes-
thetic quality of a typeface or the legibility of text. With
the computer, choosing the letterspace is entirely at
the discretion of the designer. Unprofessional typesetting
is generally caused not by the choice of typeface, but
by too much, too little, or irregular letterspacing. When
letterspacing is too tight, the type appears patchy, dis-
rupted by clusters; when too open, it looks scattered and
fragmented. In both instances, the type is irritating and

tiresome to read.

The correct letterspacing in a continuous text is a subtle
question of balance: what is the optimum space that
sufficiently separates the letters without creating a string

sonic

Architecture of information
Architecture of information
Architecture of information

Architecture of information

{Track) 0

{Track) 2

letters, the type appears too open.

SonIc

Architecture of information
Architecture of information
Architecture of information

Architecture of information

Letterspace | he architecture of information is determined on both the macro- and microaesthetic level

Letterspace T he architecture of information is determined on both the macro- and microaesthetic level

The answer depends on the typeface and size, and the
visual result intended by the typographic designer.

For both serif and sans serif type, the optimum letterspace
for text is determined by the counterforms of the
lower case letters. Typefaces with small counterforms
require less space between letters than those with
large counterforms. If the letterspace is visually larger
than the median counterform of the lower case

On the computer, most design applications adopt an average

set width intended to work with all type sizes. For -

of disconnected elements that are difficult to grasp?

most typefaces, however, text composed with this setting
appears too tight, requiring the letterspace to be
increased for optimum legibility and aesthetic quality.






30 Word space ~ Merely visual space is Euclidean, thatis, namely, continuous, homogeneous, connected and
foglioht static. This was the result of the abstraction of the visual faculty from the other senses at the moment
of the phonetic alphabet-the first and only time this ever happened in the world, i.e., the fifth
Word space ~ Merely visual space is Euclidean, that is, namely, continuous, homogeneous, connected
foojopen and static. This was the result of the abstraction of the visual faculty from the other senses at the
moment of the phonetic alphabet - the first and only time this ever happened in the world
Word space should be
slightly larger than the
counterforms of lower case
letters. Too little and too
much space equally
damage the legibility and Normal Merely visual space is Euclidean, that is, namely, continuous, homogeneous, connected and static
aesthetic quality of text. word space
for text
Word space is uniform | | [ | [ | | | ] |
only in type composed
ragged right. In justified
type, the variation in word
space from line to line
should not be noticeable.
Merely]visuallspace]is]Euclidean Jthat
is,Jnamely Jcontinuous,Jhomogeneous,jcon-
nectedjand]static.|Thisjwas]the]resultjof
MerelyjvisuallspacefjisjEuclidean Jthat]is,
namely,Jcontinuous,fhomogeneous,Jcon-
nected|and]static.| Thisjwas]the|result|of|the
Word space
A carefully composed line of type appears as a continuous, distributed between the individual words, resulting in
even string of words separated by unobtrusive, word spaces that vary from line to line.
visually uniform space. Too much word space creates Because of the noticeable differences in word space, justified
a fragmented appearance; too little space causes type often appears uneven and erratic, especially
insufficient separation between the words for comfort- when set to a narrow column width. Consistent and uni-
able reading. form word space is more important than equal line
For text, the normal word space is approximately the length. A text with even word spacing is more pleasant
width of the lower case i. However, the optimum word to read, not being hampered by the irregularities
space depends on the counterforms of the lower inherentin justified text. If justified text is required, words
case letters. A typeface with small counterforms requires should be hyphenated whenever necessary to avoid
less word space than one with large counterforms. excessive word space.
In larger type sizes, the word space should be decreased To achieve a visually consistent composition, word space

in accordance with the letterspace.

should be slightly reduced after commas and periods.

Uniform word space can only be achieved with ragged right

setting. In justified type, extra space must be



Merely visual space is Euclidean,
that is, namely, continuous,
homogeneous, connected and static.
This was the result of the
abstraction of the visual faculty

Merely visual space is Euclidean, that is, namely, continuous,
homogeneous, connected and static. This was the result of the abstrac-
tion of the visual faculty from the other senses at the moment of

the phonetic alphabet - the first and only time this ever happened in
the world, i.e., the fifth century B.C. In the electric simultaneous

Merely visual space is Euclidean, that is, namely, continuous, homogeneous, connected and

static. This was the result of the abstraction of the visual faculty from the other senses at the moment
of the phonetic alphabet - the first and only time this ever happened in the world, i.e., the fifth
century B.C. In the electric simultaneous time, we are encompassed by the new electric space which
is simultaneous and acoustic, i.e. we hear from all directions at once creating a space which is

Merely visual space is Euclidean, that is,
namely, continuous, homogeneous,’
connected and static. This was the result
of the abstraction of the visual facuity from
the other senses at the moment of the

Interline space

A carefully composed column of text appears as a series of
lines separated by horizontal bands of white space.

To guide the eye effortlessly across each line, and to facili-
tate the transition from one line to the next, the interline
space must be visually larger than the space between
words. For text to be legible, the interline space, measured
from the baseline to the x-line of the line below, should
never be less than the height of the capital H.

Interline space is inextricably linked to line length and the
x-height of the typeface used. Composed in the same size
and with the same interline space, short lines appear
more open than long lines; similarly, given the same size
and interline space, a typeface with a small x-height
appears to have more interline space than a typeface with
a large x-height. The wider the line and the larger the

Merely visual space is Euclidean, that is,

namely, continuous, homogeneous,

connected and static. This was the result

of the abstraction of the visual faculty from

the other senses at the moment of the

| I [ | | I s
| | | | Vs

x-height, the more space that is needed to separate
the individual lines of type visually.

If space is limited, a smaller type size composed with
a small interline space is preferable to a slightly larger
type size set solid.
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Composed in the same
type size and with the same
interline space, a nerrow
column of text appears
more open than & wide
column. To achieve a gray
value similar to the
narrow column, the inter-
line space of the wide
column would have to be
increased.

For text, the interline
space measured from the
baseline to the x-line
should not be less than the
height of the capital H.

In a good ragged right
composition, the difference
between the longest and
the shortest line is approxi-
mately one fifth to one
seventh of the total column
width. Paragraphs should
start with a short line,
followed by a long line. To
achieve an even, yet
visually active rag, hyphen-
ations are mandatory.

















































































Structure

A fundamental structure is inherent in all

typography. Even a single word or line of
type placed on a blank sheet of paper
subdivides the space and creates a simple
visual structure. Because a structure is
always present to some degree, it serves
as a powerful element in design.

Typographic design can proceed from two

types of structure: an optically improvised
visual structure, or a predetermined
structure - the grid system.

An optically improvised visual structure results

from arranging typographic elements
according to aesthetic criteria. The size and
shape of letters, words, and lines of type
determine the subdivision of space. Like
building blocks, the individual elements are
highly dependent on each other: if one
element is changed, other elements need to
be adjusted, either in placement or size,

to balance the composition. Since there are
virtually no limitations to the arrangement
of a given set of typographic elements,

this visual structure is essentially an open
system.

Typographic design based on empirical criteria

is a personal expression of the designer,
and demands creativity, sensitivity, intuition
and judgment. To maintain design integrity,
the designer must be constantly involved
throughout the entire design and production
process. This improvised visual approach
can yield interesting and unique solutions.

For complex, extensive assignments, a pre-

determined structure — the grid system —is
necessary. In contrast to the optically
improvised structure, the grid is a closed

system that is implemented consistently once

the structure has been developed.

Modular grids consist of a series of modules

separated by a consistent space and
organized into columns and rows. Modules
determine the dimensions and placement
of graphic and typographic elements,
which may include pictures, headings, text,
captions, and page numbers. In this way,
the grid serves as a strong organizational
device, providing unity between page
elements and the pages themselves, while
at the same time allowing for a vast number
of variations.

The grid functions strictly as an organizational

device, one that provides order but is

itself invisible. Graphic and typographic
elements are guided by, but never subordi-
nated to, the grid. Although it facilitates
order, using a grid does not necessarily
yield unimaginative and rigid solutions. Like
any systematic approach, it can lead

to lively results if used with imagination and
applied to the right task.

Grid systems also make it easier for several

individuals to collaborate on a large project.
The design of a publication, for instance,

is frequently a team effort, and benefits from
the organized structure a grid system
provides.

Working with a grid involves two phases:

developing a structure that accommodates
all the elements, and organizing those
elements following that structure. Each
phase is equally important. When devising a
grid, the designer must not only take into
account the idiosyncrasies of the typo-
graphic material but also anticipate all the
possible problems of working with the
material, for example the cropping of photo-
graphs. For this reason, the development

of a grid must always proceed from an
analysis of all the visual material that will

be included in the design: the more thor-
oughly the structure is related to the given
material, the more rigorous the visual
solution will be.

During the initial phase of a project it is

often more productive to rely on intuition
and visual judgment. Once the basic
design has been established, a calculated,
rational structure may be developed

that accommodates all elements originally
placed visually.

Gene Youngblood

Expanded Cinema

Introduction by R Buckminster Fuller
E P Dutton

$4.95
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Modular grid for course
descriptions on architec-
ture programs.

8.5x11in

Modul. bibiti

grid for
reviews.
8.5x11in

The modular grid is always tailored
to the typographic requirements
and visual material of a project.
Every design problem is different
and therefore requires a grid
structure that can accommodate its
particular elements. The challenge
for the designer is to develop a
structure with the appropriate
number of subdivisions of space:
too few limit the expressiveness of
the design; too many increase
the difficulty of work, even though
they render an often necessary

fineness of detail.

Aenmeciors
e ran Gesign.
Frovram

The Master of Science in
Architecture and Urban Design
is an intensive three-semester
program for architects
interested in post-professional
design specialization.
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The modular grid is not just an orga-

nizational device for typographic
elements. It is the key to a working
method that increases efficiency
in every phase of design, from
selecting type size and interline
space to composing the type, even
to setting up templates and style
sheets on the computer.

The modular grid is often blamed

for stuffy, homogeneous design. In
many instances, however, it is

the designer who is ultimately at
fault for a dull solution. The grid

lends itself to use in many different

ways, from strict adherence to
playfully free interpretation.

For sequential, highly structured

information, a hierarchical grid is
often more appropriate than a
modular grid. With a hierarchical
grid, certain structural decisions
are predetermined, making it
easier to accommodate the
various levels of verbal and visual
information.
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Design of Abstract,

a yearly publication of
studio projects and
research by students of
the Columbia University
Graduate School of
Architecture, Planning, and
Presarvation, NewYork.
The information, such as
course title, project
description, and names

of students and studio
critics, remains essentially
the same each year.

The unusually finely-
detailed grid, consisting
of 18x18 units, allows
for many variations

of information structure.

85x10in

160 pages
Black/white and
four-color process

Double pages
from Abstract 98-99.
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Design of 2 monograph
for Nikken Sekkei,
planners, architects, and

L
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The book consists of three

parts, each with different
typographic requirements:
an illustrated history of
contemporary Japanese
architecture; an analysis of

24 selected projects; and an
A Dorarra e o U $erir
e Sakars o busdrg ansbatss et

o 91 oy s rars Mire g iaariy. Nikans Tt Ry Mg Ihe 5%y

extensive catalog of work
by Nikken Sekkei.

omroremare
e mantes e Srngn

o oo 1ha e 20 sony isnguins loch Dot chargms

oot Pavarust st “ursany 1
The 16x19 unit grid was e a8 R ol o s 80 ottt 2ok iy e e

developed after a time- e e e o
consuming analysis of the
diverse visual material.
Text is set on six grid units,
captions on two. On text
pages, the top four units of
the outside column are
shifted inward two units,

Rl 274 oo Ak e (h g e o

creating a distinct space
for the page numbers.

On introductory pages,
which are always on the
right, this single shift
creates three distinct
spaces for the project title,

schematic drawing, and
page numbers.

10x10 in
288 pages

Four-color process
Home Office of IBM Japan
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Design of Kevin Roche:
Seven Headquarters,

a book published by Office
Age for ITOKI, Tokyo.

The publication consists
of seven chapters, each
featuring @ major corporate
headquarters designed by
the architect Kevin Roche.
Each chapter has four
sections: a general
description of the project;
the design process;
portfolio presentation;
and client interview.

The 12x9 unit grid was
developed after a thorough
analysis of all visual
materials, which included
more than 700 four-color
photographs and
English/Japanese text.
The typography takes
advantage of the many
structural possibilities
inherent in this unusually
finely-detailed grid.

9.375x11.375 in
216 pages
Four-color process
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In many instances an
elaborate structure is
superfluous. An excess of
possibilities, likewise,
can be counterproductive
in the layout process.

A good typographic
solution may require only
a series of vertical align-
ments and horizontal
flow lines to provide visual
continuity from page

to page.

Four vertical alignments
structure the information.
The typographic

variation follows from the
nature of the text.
7.375x11in
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grid unit.

e design of Typography: The margins on the left The interline space of all is type This type his type
Macro- and Microaesthetics lhand pages are 2.5 picas on| type is based on the height is set is set 15_55‘
is based on a grid the outside, 4.5 picas on of a half unit (33 points) . with with .
consisting of 6x8 units. the inside, 2.5 picas at the | lplus space between units with 9 point .7’1?9':: ::
Each unit, measuring top, and 3 picas at the (12 points). 11.25 point interline space
6.5x6.5 picas, is subdivided| lbottom. interline space Ispace so that
into half units of 2.75x2.75 On the right hand pages so that so that lines
|picas. The space between the margins are 4.5 picas . lines 7,13.19
all units is 1 pica. on the inside, 2.5 picas on lines 6,11, 16 ef:.
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Contrast

Typographic design depends on the contrast

between elements. The most elementary con-
trast is that between the type and the
background.

Every letterform is a composition of contrasting

The

vertical, horizontal, diagonal, and curvilinear
strokes. Its counterform is defined by the
contrast with surrounding space. The typo-
graphic designer works with these contrasts.
most significant contrasts in typographic
design are the contrasts of form, weight, size,
texture, and direction. Contrast of form,
weight, and size can be established with the
smallest typographic unit-the letter.
Contrast of texture and direction encom-
passes several elements: words, lines of
type, lines, or geometric elements.

The formal qualities of an element become

Ina

more pronounced when the element is juxta-
posed with a contrasting form, which then
intensifies the visual qualities of both
elements.

larger context, contrasts depend on the

basic visual condition of the immediate pres-
ence of light. Light is effective only in
contrast to dark, which subtracts from the
visual force of light. Printing black on

white, for instance, is subtractive: the added
black subtracts white from the surface.

A bold letterform subtracts more light from
a surface than a light one.

Typography without contrast is lifeless and

dull. Contrast is expressive: it may attract,
stimulate, or challenge the reader, or
intensify and articulate a visual statement.
Contrasting elements are like reference
points: they help establish a visual hierarchy
and clarify communication. To be effec-
tive, contrasts must always be clear and
decisive; they depend on omitting the
extraneous that distracts from the essential.

LA ON
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Contrast of structure

Contrast of form

Letterforms vary in structure, width,
slant, and face. All of these
variations provide contrasts that
are essential to typographic design.

Structure. Every word consists of a
series of letters, each with a
different structure. The contrasts
of structure makes each word
unique. For instance, the contrasts
between the structure of letters in
film are weak, in keys strong.

SV

wb

The difference of contrasts in upper

and lower case letters is important
for the legibility of text. The con-
trast of ascenders and descenders
makes text composed in lower
case letters visually more active
than one in upper case. Contrast
between upper case and lower case
also provides important syntactic
clues, such as signaling the begin-

ning of a new sentence.
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1 This paragraph 1s an axample of type set sohd The
T term sohd refers to any typographic composition
set without space added betwaen two or more hn
es of type In visual terms, sold text provides s uni
form grey value that is esthetically pleasing but th
at becomes tiring to tha eyas dunng sustaned rea
ding However, the visual quality intendad or mar
7 This paragraph 1s an axample ot typa set with one
8 paint of leading The term leading refers to the a
mount of space added betwean two or mora linas
of type The chaice of leading dapends not only o
n the designer’s intention but also on tha type siz
a, ine langth, characteristics of the typeface used,
and tha quantity of text, among othar things The
1 This paragraph 1s an exampla of type sat with two
points of feading By increasing the leading, evan
n one paint incremants, tha lines of typa, especiall
v 1n smaller sizes, start to separate wto indwidual
bands. This may inhibit the tlow of reading with e
asy transition from ona line to the naxt. Uttimately,
tha visual quahty intended by the designer and th
25 pomt
75 This paragraph 1s an example of type set sohd
75 The term sold refers 10 any typographic comp
osition set without space added between two o
r more hnes of type. In visual terms, sohd text p
rovides a uniform grey value that 1s esthetically
pleasing but that becomes tiring to the eyes du
ring sustained reading. However, the visual qua
15 This paragraph is an example of type set with o
ne point of leading. The term leading referstot
he amount of space added between two or mor
e lines of type. The choice of leading depends
not only on the designer’s intention but also on
the type size, hne length, characteristics of the
typeface used, and the quantity of text, among
15 This péragraph is an example of type set with t
W wo points of leading. By increasing the leadin
g. even in one point iIncrements, the lines of typ
e, especially in smaller sizes, start to separate 1
nto individual bands. This may inhibit the flow
of reading with easy transition from one line ta
the next. Ultimately, the visual quality intended
EEOII\I
8 This paragraph is an example of type set sol
8 d. The term solid refers to any typographic ¢
omposition set without space added betwee
n two or more lines of type. In visual terms, s
ohd text provides a uniform grey value that i
s esthetically pleasing but that becomes tiri
ng to the eyes during sustaned reading. Ho
wever, the visual quality intended or more pr
8 This paragraph is an example of type set wit
h one point of leading. The term leading refe
rs to the amount of space added between tw
o or more lines of type. The choice of leadin
g depends not only on the designer’s intenti
on but also on the type size, line length, char
acteristics of the typeface used, and the qua
ntity of text, among other things. The introd
This paragraph is an example of type set wit
h two points of leading. By increasing the le
ading, even in one point increments, the line
s of type, especially in smaller sizes, start to
separate into individuai bands. This may inhi
bit the flow of reading with easy transition fr
om one line to the next. Ultimately, the visua
| quality intended by the designer and the sp
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98 The macro- and microaesthetic levels balance each other

in a design. A simple message may be enhanced by a visu-
ally challenging macroarrangement of elements,
while a highly structured and complex set of information
may benefit from a microaesthetically simple solution.

Through the conscious and objective use of the macro- and
microaesthetic dimensions, it is possible to devise a visual
vocabulary and design methodology, a set of principles,
which can be used in solving any design problem.
To the designer with a keen interest in typography, micro-
aesthetics offer a rich and largely untapped source
of creative and intelligent solutions. In developing new

Typographic design can only be creatively and meaning- design directions, designers are challenged to build
fully practiced once we recognize that design communi- and expand on the basic microaesthetic qualities inherent
cates on two interrelated levels: macroaesthetic and in typography.

microaesthetic.
At the macroaesthetic level, the primary visual components
of a design are recognized first: size and proportion
of space; form, composition, and color of key elements;
the structure as a whole; and contrast between the
primary components and the space around them. Macro-
aesthetics capture the readers’ initial attention and
lead them to the more complex microaesthetic level.
Microaesthetics encompass the form, size, weight, and
relationship of secondary elements: typeface characteris-
tics; letterforms and counterforms; and spacing bet-
ween letters, words, lines, and other graphic elements.
Although macroaesthetics may initially seem more
important, microaesthetics play the most significant role
in the quality and expression of a visual composition.
A design which does not work on the microaesthetic level
will often fail as an effective means of communication.
A design, whether simple or complex, must be viewed
as a combination of unique, interrelated microaesthetic
compositions. Though these compositions may to
some extent be determined by the grammatical
structure and sequence of language, it is ultimately the
designer who selects and controls the arrangement
of the elements.



12x24in

All typographic design can be viewed

as an assemblage of different
layers of visual information. Each
layer contributes to the macro-

or the microaesthetic communica-
tion and is integral to the overall
design. The layers of visual
information are interdependent;
they must be developed simulta-
neously. Various visual layers may

be introduced for aesthetic or
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functional purposes such as ground, establishing a visual

attracting attention or establishing hierarchy that is essential
a hierarchy of information. to all typographic communication.
Interesting visual layering may
result from the spatial proximity
of typographic elements.
Through minimal changes in type
size and weight, visual layers can
be created. Some elements
protrude to the foreground while

others recede into the back-
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Poster for a series of
lectures and exhibitions

at Columbia University
Graduate School of
Architecture, Planning, and
Preservation, New York.
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Recruitment poster for
Columbia University’s one-
year undergraduate

study program in architec-

18x24 in

The primary visual
elements are a circle repre-
senting the world, and

six photographs of urban
landscapes typical of

ture, urban planning
and historic preservation

held in New York and Paris.

New York and Paris. The
vertical and horizontal
shapes of the photographs
reflect the predominant
building forms of each of
the two cities.
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For every project, the purpose of the communication must

The

be first established, and a conceptual framework created.
With these in place, typographic principles and the
nature of the information provide the basis from which
to explore different visual approaches.

difficulty is not only creating the concept but also in
realizing it. This objective becomes increasingly elusive
as the number of persons involved increases, each
bringing his or her own objectives and biases to the
problem. In evaluating designs, reasoning and judgment
often become intertwined with emotion, making it
difficult to reach consensus. A concept with an intellec-
tual premise can make the process easier by offering

a rationale that can be understood by everyone involved,
including the intended audience. The argument for

any design should be based on communication goals
rather than aesthetics — which of course does not mean
that aesthetics are unimportant,

Typographic principles lay the groundwork for any good

design. All processes depend on a set of principles, rules,
or guidelines in order to function. Traffic without laws

is chaos; games cannot be played without rules. Typo-
graphic communication, as well, requires that certain basic
grammatical and visual standards be followed, and

that all parties share the same visual and verbal vocabulary.

Guidelines do not have to be stifling, however. Children

playing games follow the rules with serious attention, but
at the same time interpret them creatively. To work on

a tightly defined problem is more challenging, and more
exciting, than working on a problem without con-
straints. What initially appear to be constraints can also
lead to unexpected solutions. For instance, a poster

may be required to contain an unwieldy amount of
disparate information, but this disparity might create an
interesting visual structure.

When problems are too open-ended, the dazzling array

of possibilities often leads to confused or chaotic results.
A program, such as a grid system, a series of carefully
selected type sizes and weights, or self-imposed

technical or economic limitations helps channel the

design process into a more productive and interesting
course. The challenge is how to determine the best
program for the particular situation: how much freedom,
creativity, and intuition to allow. In many cases, this

is determined by considerations of practicality, budget,
and audience; the designer’s level of experience; and
whether the designer is working alone or as part of a team.

Useful as a program is, however, it alone cannot guarantee

a successful outcome. Intelligence, talent, inspiration,

and hard work are also necessary, as is a thorough under-
standing of the information to be represented. To

allow for a coherent structure, the information must be
carefully analyzed. The resulting hierarchy remains

fixed, but lends itself to a variety of visual representations.

To realize the concept and meet the project’s objectives,

different visual approaches may be explored. This
exploration gives shape to the macroaesthetics of the
design, turning raw information into visual communica-
tion. Once a particular approach is chosen, further
refinements take place at the microaesthetic level.

The final stages of the design process hone the aesthetic

aspects. The microaesthetic level of a design can be con-
tinually refined and affords the greatest opportunity

for improving the quality and expressiveness of a visual
composition. The microaesthetic level also gives

the designer a certain degree of freedom to go beyond
resolving only the task at hand, to express his or her
own sensibilities. Ideally, the combination of macro- and
microaesthetic components forms a synthesis —a con-
vincing design solution for a specific problem.

Every project is an interplay of a myriad of ideas, opinions,

requirements, and economic and technical constraints.
While it is often impossible to precisely identify all

the factors that shape a solution, one thing is certain:

a good concept is always vital.
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Poster announcing a
symposium about the trans-
formation of traditional
public space into cyber-
space and its deterioration
into hyper-ghettos.

Purpose

To express the hyperactive,
multilayered quality of
today’s urban environment,
and to suggest the
panelists’diverse points

of view.

Macrostructure

The three symposium
topics, with three layers of
grids converging at
different angles, provide
visual depth.

Microaesthetics

Three layers of geometric
planes of different size
and shape, each gradated
from light to dark, increase
visual depth.
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Poster announcing a
program in architecture and
urban design.

Purpose

To compare the fabric

and density of city, suburb
and industrial area.

Macrostructure

The stepped arrangement
and increasing size of
photographs suggest grad-
val expansion from city

to industrial environment.
The bold, irregular

frame defines the format
and anchors the text.

Microaesthetics

The line structure at the
top emphasizes the

two aspects of the program
and connects the program
title with the school name.
The line structure on the
left organizes the program
information.

18x24 in
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Master of Sciencein
Architecture and Building Design

Master of Science in

Architecture and
Urban Design

Poster announcing two
programs in architecture
and urban design.

Purpose

To illustrate program
content through examples
of students’ work.

Macrostructure

A triangular field, punctu-
ated by three square
photographs of building
models, anchors the

two program titles. The two
triangles along the
left-hand edge point to the
program titles.

Microaesthetics

The typography at the top
is based on a fourteen-
column grid. The steps in
the frame at the top
differentiate the text
elements. Negative text

in the upper left-hand
corner changes to positive
text, providing a transi-
tion between the frame
and the visual field.

The architectural drawing in
the background increases
visual depth

18x24in
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New design of the poster
on page 138.

Purpose

To illustrate program
content through examples
of students’ work.

Macrostructure

The photograph of an archi-
tectural model forms the
core of the visual compo-
sition. The diagonally cut
frame anchors the text and
defines the background.
The axonometric drawing
creates visual depth.

Microaesthetics

The rectangular cut in the
photograph emphasizes the
placement of the program
titles. The line structure at
the top coordinates the
program titles and school
name. The change from
positive to negative type at
the top right facilitates the
transition between frame
and background.
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Poster announcing
an introductory course in
architecture.

Purpose

To convey to students the
architectural environment,
and the intensity and excite-
ment of New York City.

Macrostructure

The trapezoidal photograph
of midtown Manhattan

and the yellow circle form
the focal point. The stepped
border, activated by bold
diagonal lines, defines the
background. The black
textblocks and the three
photographs at the bottom
increase the visual depth.

Microaesthetics

The grey trapezoidal plane
unifies the visual elements.
The trapezoidal skewed
grid, referring to the plan
of Manhattan, adds visual
dimension. The soft-focus
edge of the photograph
fuses the image to the
background. The yellow
color of the circle and the
border suggest summer.

18x24 in
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Poster announcing a
program in architecture and
urban design.

Purpose

To convey stages of change
from the urban environ-
ment to the rural landscape.

Macrostructure

The stepped arrangement
and increasing size of

the five photographs sug-
gest change. The title at the
top right completes the
stepped composition of the
photographs. The active,
irregular frame defines the
format and anchors the text.

Microaesthetics

The three ovals symbolize
the various degrees of
urban development, and the
three angles allude to pos-
sibilities of direction. The
small vertical type increases
visual depth.

18x24in
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Poster announcing

a symposium about

the present and the future
of American cities.

Purpose

To express some of the
issues, present and future,
confronting today’s urban
environment.

Macrostructure

The question mark, con-
necting a growing satellite
city and a decaying suburb,
implies the uncertain
future of cities. The torn
edges of the visual field
allude to the erosion

of the urban fabric. The
symposium title placed at
the right hand edge
semantically reinforces
the topic.

Microaesthetics

The photographs’edges
are stepped to represent
progress or torn to convey
decay. The circular
composition of the subtitle
echoes the curves of

the question mark. The
radiating lines signify the
passing of time.

Columbia University
Graduate School of Architecture
Planning and Preservation
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Poster announcing an
undergraduate program
in architecture, urban
planning, and historic
preservation.

Purpose

To convey the contrast
between the urban fabric
of New York and Paris, and
to allude to the distance
of travel between the two
cities.

Macrostructure

The blue triangular field
with a wavy edge sym-
bolizes the ocean. The two
tapering arcs evoke

travel and distance. The
juxtaposition of the two
schematic maps convey
the contrast between
New York and Paris.

Microaesthetics

The change from negative
to positive invites
comparison of the cities
through the relations

of their names. The nega-
tive triangle containing the
subtitle connects the
school name to the central
elements. The text is
based on a five-column
grid, which also provides
the regulating structure
for the title and subtitle.

Columbia University

Graduate School of Architecture
Planning and Preservation

A Junior Year I

Architecture, Urban Planning,

and Historic Preservation

held in New York and Paris
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Poster for a colloquium

on the origins of the
avant-garde in America
1923-1949.

Sponsored by the Canadian
Center for Architecture,

The Museum of Modern Art,
and Columbia University.

Purpose

To emphasize the promi-
nence of the speakers
and the time frame of the
symposium topic.

Macrostructure

The vertical band and

the protruding capital letters
emphasize the speakers’
names. The light grey dates
provide a visual transition
from the black type in

the foreground to the white
background.

Microaesthetics

Three vertical white bands
along the right-hand

edge demarcate the three
days of the colloquium.
The two vertical rules act as
transitional elements
between the vertical band
and the field containing
the program information.
The frame around each
session connects the
speakers to parts of the
program.
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Two posters announcing
graduate programs in
architecture and

historic preservation.

Purpose

To convey the direction

of each program through

a photograph from

the field of study, and

to develop the typographic
design for each poster
following the particular
image.

Macrostructure

The square photograph,
the large triangular field at
the top reflecting details
from the photograph, and
the vertical name of the
school.

Microaesthetics

The stepped text columns
make reference to the stairs
in the photograph. The
black bar at the bottom left
extends the composition
of the text columns.

The triangle at the bottom
right - contrasting with

the triangle at the top

left- increases the spatial
impression.
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Macrostructure

The square photograph,
the graphic field reflecting
details from the photo-
graph, and the vertical
name of the school.

Microaesthetics

The undulating edge, the
three negative lines, and the
two circles echo similar
elements in the photograph.
The horizontal alignment
of the text columns con-
trasts with the undulating
edge of the graphic field.
The black horizontal bars

at the top and bottom
reinforce the vertical space
for the type. The three
negative lines in the bar

at the top reference the
baselines of the vertical
type.
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A series of posters
announcing lectures and
exhibitions at the
Columbia University
Graduate School of
Architecture, Planning,
and Preservation.

Purpose

To announce the Fall and
Spring semester events,
and to explore the wide
range of design possibilities
with typographic mate-
rials. Common throughout
the series are the type of
information, format,
typeface, and vocabulary
of typographic elements.
The design of the Fall

and Spring semester
posters of each academic
year is based on a similar
visual theme.

Macrostructure

The three geometric shapes,
referring to the three
months of the lecture series,
subdivide the list of names.
The three sharp triangles
point to the exhibition titles
protruding from the right.

Microaesthetics

The line structure on the
left coordinates the lecture
information, day, date,
and lecturer’s name. The
grey vertical band and
the parallel line structure
stabilize the composition.
The intervals between
the circles anchoring the
seven exhibition titles
are determined by

an additional structure.
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Macrostructure

The lecturers’ names are
grouped according to
month. The vertically split
core connects the date,
day, and lecture informa-
tion. The vertical band
bleeding towards the right
carries information

about the six exhibitions.

Microaesthetics

The three line structures
define the space for
information about the
lectures. The white wedge
shape, cutting into the
core from the top left,
intensifies the illusion of
space. The thin vertical
rule on the left emphasizes
the speakers’ initials.
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Macrostructure

The four bands with lecture
information for each
month are freely arranged
for visual effect. The circle
on the top right and the
parallel vertical bands
stabilize the angled column
of exhibition information.

Microaesthetics

The vertical line pattern,
punctuated by ten sharp
triangular shapes and

a circle, unifies the typo-
graphic elements and
helps ease the eye’s tran-
sition to the background.
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Macrostructure

The vertical geometric
shape separates the lecture
series on the left from the
exhibitions on the right.
Two circles of different size,
suggesting depth, draw

at ion to the exhibiti

Microaesthetics

The line structure on the
left unifies the lecture infor-
mation, otherwise sepa-
rated into three months.
The subtle pattern of
vertical lines facilitates the
transition from the core
element to the background.
Three diagonal lines
connect the lectures and
exhibition events.
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Macrostructure

The seven rectangular
shapes carry the lecture
information, The two
geometric shapes in the
background designate
the months. The two
layered vertical bands
on the right contain
information about the
four exhibitions.

Microaesthetics

The grid structure connects
the lecture information
with the dates. The four
white circles at the top and
the three white circles

at the bottom refer to the
seven lectures and mark
the beginning and end of
the lecture series.
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SISaYIUAS

Macrostructure

The eight merging geo-
metric shapes refer to the
eight lectures and form

a strong, irregular column
that serves as a core

for structuring typographic
information.

Microaesthetics

Three distinct visual
textures differentiate
lectures, exhibitions, and
symposia. The grey
geometric shape in the
background links the
three disparate compo-
sitions.
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Columbia Lectures
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SISBYIUAS

Y

ond Prasecvaton

Archiect
Calumtes Yover sty

etore Gatiary

Mongmants
‘and Monumantainy.

el Opion.
rotessar of

Prte
Avehinctun st istory, ture for

unwarsay ot Cotformie,

The Work
Y

Pubiic So3co and.
Pavele Cazons
ense Gatory
arvys Sepima
Aschaact Tokyo
Peopia Movement Macrostructure
and Program .

The geometric shape,
punctuated by circles and
bold horizontal rules, co-
ordinates the ten lecturers’
names with the lecture

Aeproupop

UbenPurars. e of Year information. The vertical
ent Exbibition
Tho New Sptnl band, tapered from top to
0rder of Cities -31
i Soum Aea nd Buef Halks bottom and punctuated
with white dots, coordinates

the exhibit information.

Microaesthetics

Thin horizontal lines con-
nect the lecture information
and the dates. The three
sharp triangular shapes,
piercing the geometric
shape from the right, desig-
nate each month. The
negative grid of fine lines
structures the large geo-
metric shape.
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Fall 1932

Architecture
Planning
Preservation

Exhibitions
and Symposia

omber Wednostey

|§assen

Dctobor Toesday

Piranesi

Wednesday

Allen

Avery He
Septerber 10-Septembar 25

Koolhaas

100 Lovel Gallery, Avery Holl  Pertcipants
S ecamber 12 Meshol Beemar

November Wadnesdey

Somol

Wednosday

[Tschumi

Architocture
Naw Urban Frontier

Octoher 19

de Portzamparc §

Macrostructure

The vertical core of

a geometric shape links
lecture information

on the left with the
exhibition and symposia

Oagembor Wodnnsday

listings on the right.

Microaesthetics

Progress

The uniform composition h ¢ Tnabey no e

in October and Novembi
of the lecture information ..
sS4

on the left contrasts

with the varying size of the
text boxes containing
exhibition and symposia
information on the right.
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Macrostructure

The vertical rectangle,
containing the lecturers’
names and symposium
title, separates the lecture
information on the left
from the exhibition and
tech talks information on
the right. The horizontal
bars containing the
exhibition titles on the right
contrast with the vertical
rectangle.

Microaesthetics

The three vertical bands
with different textures
differentiate the tech talks.
The line structures at the
top and at the bottom
increase the illusion of
space. The four horizontal
bands, shifted from the
vertical rectangle, mark the
three months.
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Poster for an exhibition
of photographs based on
the city of Rome.

Purpose

To reinforce photographic
content with typography.
The photograph of Roman
ruins in Ostia Antica near
Rome was chosen for its
structure and diversity of
architectural elements.

Macrostructure

The centrally placed photo-
graph determines the
selection, size and place-
ment of the typographic
elements, which echo

the columns, recesses, and
curve of the amphitheater.

Microaesthetics

The title ROME continues
the diagonal movement

of the typographic elements
starting at the bottom left.
The asymmetric typography
contrasts with the visual
composition of graphic
elements. The bold initials
FC draw attention to the
photographer’s name. The
square composition of

the exhibition date relates
to the square forms of the
visual elements.

18x24in

July 10
August 5
1979

Photographs by
Fredrich Cantor

Sheldon Memorial Ant Gallery
University of Nebraska
Lincotn, Nebraska



PARIS

Photographs by Fredrich Cantor

Marcuse Pfeifer
Gallery

825 Madison Avenue

New York

18x24in
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Poster for an exhibition
of photographs based on
the city of Paris.

Purpose

To reinforce photographic
content with typography.
The photograph of the
Jardin de Luxembourg was
chosen for its rich forms and
interesting composition.

Macrostructure

The centrally placed photo-
graph determines the
selection and placement of
the typographic elements.
The italic title PARIS relstes
to the slant of the tree. The
wavy shape at the bottom
left leads from the title to the
exhibition information.

Microaesthetics

The four vertical lines
continue the rhythm of the
fence posts. The detached
i-dot echoes the sitting
figure and its relationship to
the tree’s shadow. The
texture of the wavy shape
on the bottom left alludes
to the sand in the photo-
graph. The angled line
adds further visual depth
to the photograph.
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