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Created as a layout workshop, Making and Breaking the Grid
Is divided into two parts—one, understanding and working
with the traditional typographic grid, and two, deconstructing

or ignoring that grid.

The first section, Making the Grid, begins with a thorough
exposition of basic grid types, illustrating and defining

the most common ones used in traditional design work.

A selection of relevant projects shows how these grids
organize information appropriate to each application and
can provide a framework for composition.

The second part of the book. Breaking the Grid, focuses on
designs that challenge grid-based notions of organization.

A brief discussion addressing the breaking down of structure
is followed by a second showcase of relevant projects—

this time, showing the grid reworked or discarded in favor

of alternative compositional approaches.

Historical overviews place the exhibited work in the context
of the design profession’s evolution, helping to clarify the
conceptual and practical underpinnings of the methods that
are being explored.

Working designers and students alike will find this book a
valuable reference, as well as a source of inspiration for new
approaches to laying out their projects.

DESIGNERS PRAISE MAKING AND BREAKING THE GRID:

“Clearly explains different ways of organizing
information in the printed page...the best
I have seen in a long time—bravo!”
Massimo Vignelli / Vignelll Associates, New York City

“I appreciate the thoughtful way each piece is
displayed with a reference to the grid used or
not. The book is an excellent way to explain
to designers and non-designers the impact of
the grid in visual composition.”

Daniel Boyarski / Carnegie Mellon University, Pittsburgh

“A fine piece of work. I think it is a well-designed
and very thoughtful volume, particularly useful
to students... a book with integrity.”

Simon Johnston / Praxis, Los Angeles

Cover and text design by
Timothy Samara.
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Thoughts on Structure:

An Introduction

For some

graphic designers,
it has become

an unquestioned
part of the
working process
that yields
precision, order,
and clarity.

For others,

it is symbolic of

Old Guard

aesthetic oppression,
a stifling cage

that hinders

the search for
expression.

The typographic grid 1« an organizing principle
in graphic design whose influence Is simultane-

ously ingrained in current practice and fought
over in design education, revered and reviled for
the absolutes inherent in its conception.

It is a principle with roots in the oldest societies
on the planet. Eking out an existence with
some kind of meaning—and creating an under-
standable order for that meaning—is one of
the activities that distinguishes our species
from all others. Structural thinking. even before
its latest codification through European and
American Modernism, has been a hallmark of
cultures struggling toward civilization. The
Chinese, the Japanese, the Greeks and Romans,
the Inca—all of these cultures have pursued
structural ideas in laying out their towns, con-
ducting warfare, and arranging images. in many
instances, that structure was predicated on the
notion of intersecting axes that corresponded
to the intersection of sky and earth,

The grid instituted by Modernism restated that
long-ingrained sense of order, formalizing it yet
another degree and transforming it into an
established part of design. The typographic
grid—a fundamental tenet of the International
Style —is an orthogonal planning system that
parcels information into manageable chunks,
The assumption of this system is that place-
ment and scale relationships between informa-
tional elements—whether words or images—
help an audience understand their meaning,
Like items are arranged in similar ways so that
their similarities are made more apparent and,
therefore, more recognizable. The grid renders
the elements it controls into a neutral spatial
field of regularity that permits accessibility—
viewers know where to locate information they
seek because the junctures of horizontal and
vertical divisions act as signposts for locating
that information. The system helps the viewer
understand its use. In one sense, the grid is like
a visual filing cabinet.
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As an institutionalized metaphor for all

that is right in the world—the intersection

of heaven and earth made manifest in
every object it governs—the grid has also
been imbued with an explicitly spiritual
quality. Its early proponents among the
European avant-garde fought zealously
on its behalf: Theo van Doesburg’s mere
tilting of the 9o° de Stijl axis caused his
partner, Piet Mondrian, to sever ties;
Josef Muller-Brockmann, the grid’s Swiss
champion in the 1950s and 1960s, defined
its will to order in nearly canonical terms.

Given that form making and its organization
are inextricably linked to the visual dissemina

tion of information

For the graphic designers who helped society
struggle to move forward after two unimagin-
able wars, order and clarity became their most
important goals. Part of that order, of course,
meant consumer comforts; and the businesses
that provided them recognized soon enough
that the grid could help organize their image,
their corporate culture, and their bottom lines

we’re living through

Our appliances talk to us, our vision is global,

technology and culture

in

another paradigmatic shift

Amid discussions of race
and gender, conservation,
political empowerment,
and civil rights, perhaps a
simple conversation about
where to put things—the
‘mundane housekeeping’
of grid-based design—
might have value again.

In the context of our new era of evaluating the course of

the design profession on a smaller scale and of the culture

at large, the unifying principle of the grid—as well as the

value of other kinds of organizational ideas—is a topic that
bears renewed consideration as a focus for discussion

Using This Book

The first section of this book, Making the Grid,

Grid Basics ¢

The second section, Breaking the Grid,






histofyofthe grid’s development is convoluted and complex. Modern

predate the Romans and the Greeks; a full exposition of that history =

: ic design evolved during the Industrial Revolution. Ideas circulate in
3 Mtk communities, however; trying to pinpoint the precise genesis of one
> Mhlstory a disservice. Gathered here is a rather simplified overview of

" than a century, have been generalized into a few pages; many have been

: *‘?Ml'looked or mentioned only briefly in passing. The bibliography at the

~ end of this book will help interested readers pursue a more in-depth “"d"'
'hnndll'lg of this intricate subject.

The Brave New World of Industry The grid’s
development over the past 150 years coincides
with dramatic technological and social changes
in Western civilization and the response of
philosophers, artists, and designers to those
changes. The Industrial Revolution that began in
1740s England changed the way people lived —
its effect on our culture was fundamental,
As the invention of mechanical power induced
people to seek a living in cities, power shifted
away from the land-owning aristocracy toward
manufacturers, merchants, and the working
class. Demand from an urban population with
ever-increasing buying power stimulated tech-
nology, which, in turn, fueled mass production,
lowered costs, and increased availability. Dushn
assumed an important role in communicating i
the desirability of material goods. In addition,
the French and American revolutions facilitated
progress in social equality, public education, and
literacy and helped to create a greater audience
for reading material. =

= to Order
story of the Grid
Graphlc Design

With this enormous psychographic change
came aesthetic confusion. The Beaux-Arts tradi-
tion, much unchanged since the Renaissance
and bolstered by the strong moral and spiritual
convictions of the times, held on to its aesthetic
contrivances and notions of neoclassical taste.
A Victorian penchant for Gothic architecture
merged oddly with exotic textures imported
from the outreaches of the British Empire.

aphic design, as we know it, is a young profession, but incidences of grid

puld be impossible here. For our purposes, the grid that is used in Western

tg_l_mplicated process. Contributions by thousands of designers, over more = =

if | '1

Contradictory design approaches and the need
to supply the consuming masses with products
reached a kind of plateau in 1856 when writer
and designer Owen Jones produced The Grammar
of Ornament, an enormous catalog of patterns,
styles, and embellishments that were co-opted
to mass-produce poorly made goods of ques-
tionable aesthetic quality.

Fitness of Purpose 1he fnplich Arts and Crafts
movement in architecture, painting, and design
grew out of a reaction to this decline. At the
movement'’s forefront was William Morris, a
young student of privileged background who
had become interested in poetry and architec-
ture—and their seeming disconnection with

the industrialized world. Morris was inspired by
John Ruskin, a writer who insisted art could be
the basis of a social order that improved lives

by unifying it with labor, as it had in the

Middle Ages. Together with Edward Burne-lones,
a fellow poet and painter, and Philip Webb, an
architect, Morris undertook the revitalization

of England's daily aesthetic life. Webb's design
of Red House in 1860 for a just-married Morris
organized the spaces asymmetrically, based

on their intended uses, thereby dictating the
shape of the facade At the time, this idea was
unheard of —the prevalling neoclassical model
called for a box layout with a symmetrical facade.

Furthermore, no suitable furnishings existed

for such a house. Morris was compelled to design
and supervise the production of all its furniture,
textiles, glass, and objects, becoming a master
craftsman in the process. The company that
resulted from this experience, Morris and
Company, vigorously advocated the notion that
fitness of purpose inspired form; their prolific
output in textiles, objects, glass, and furnishings
heralded a way of working that responded

to content, was socially concerned, and paid
utmost attention to the finished quality of

the work, even when it was mass-produced.

Arthur Mackmurdo and Sir Emery Walker, two
of Morris’ contemporaries, directed his attention
toward type and book design. Mackmurdo's
periodical, The Hobby Horse, espoused the same
qualities—a purposeful proportioning of space
and careful control of type size, type selection,
margins, and print quality—to which Morris had
aspired, but in printed form. In 1891, Morris
established the Kelmscott Press in Hammersmith,
producing exquisitely designed books in which
the typefaces, woodblock illustrations, and
materials were designed for their aesthetic
integration and ease of production. Morris’s
most ambitious project was The Works of
Geoffrey Chaucer, produced in 1894. Its illustra-
tions, display type blocks, and carved initials
were integrated through size relationships, and
its layouts conformed to an overall predeter-
mined structure that dramatically unified the
pages and allowed for faster production. This
book signaled a transition from medieval block
manuscript {(which paradoxically provides its
aesthetic framework) to modern page layout,
where multiple types of information are inte-
grated into an articulated space.

The Arts and Crafts style gained momentum
and was transformed in a number of ways—
evolving into the sensuously organic style known
as Art Nouveau in France; as the painterly,

more architectural Jugendstijl in Germany and
Belgium—as designers became accustomed

to the effects of industrialization. They sought
new forms of expression that would speak to
the inventive spirit of the age.

The Architecture of Space nfluenced by a
trip to England, the work of American architect
Frank Lloyd Wright began a systematic evolution
away from the organic while continuing to
embody the same Arts and Crafts ideals. Like
Philip Webb, Wright's work expressed a view
that space was the essence of design, in which
“the part Is to the whole as the whole is to the
part, and which is all devoted to a purpose.”
Proportional relationships, rectangular zones,
and asymmetrical organization became guiding
principles of what was becoming Modernism.
A group of Scottish collaborators —two sisters,
Frances and Margaret McDonald, and their
husbands, James MacNair and Charles Rennie
Macintosh, who had met as students at the
Glasgow School of Art—translated the medieval

flair of Arts and Crafts into more abstract and
geometric articulations of space. They became
known as the Glasgow Four, and publication

of their work in book arts, objects, and furniture
design in the periodical The Studio popularized
their ideas as far away as Vienna, Austria and
Hamburg, Germany.

An Expanding Influence Feter Behrens an
aspiring young German architect, grew up in
Hamburg under this new influence, as well as
that of the Viennese Secession, a countermove-
ment that drew its inspiration from the Glasgow
Four and Wright. The Secession distinguished
itself with even more rectilinear approaches to
poster and book design, as well as architecture.
Designers and architects like Josef Hoffman,
Koloman Moser, and Josef Maria Olbrich pursued
functional simplicity and eschewed decoration.
In 1900, Peter Behrens moved to an artists’
colony in Darmstadt, established by the Grand
Duke of Hesse. One of the other seven artists
invited by the Grand Duke and given land to
build a house was Josef Maria Olbrich. Through
the effort of designing his house and all of its
contents, Behrens —like Morris, and in close aes-
thetic alignment with Olbrich—found himself
caught up in the same rational movement that
sought order and unity among the arts. Along
with industrial design and furniture, he also
began to experiment with book layout and the
new sans serif typefaces that were beginning
to appear from foundries like Berthold. His first
book, Celebration of Life and Art, is believed to
be the first running text set in a sans serif face.
Although this bock maintains a block-manu-
script approach to the composition of the page,
it follows in the footsteps of Morris’s spatially
conceived works of Chaucer and lays important
groundwork for grid development in its use of
sans serif type. The more uniform texture of
sans serif letterforms creates a neutrality within
text that emphasizes its shape against the sur-
rounding white space; placement and interval
assume greater visual importance.
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Rationalism, the Machine Aesthetic, and the
Search for Universal Culture (11907 Behrens
received a landmark design commission from the
German electrical works, AEG, to be the company's
artistic advisor, At the same time, he participated
in the launching of the Deutsche Werkbund

or German Association of Craftsmen. Inspired
by Morris but embracing, rather than rebelling
against, the machine, the Werkbund sought to
invent a universal culture through the design
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Toward Neutrality he developing design
aesthetic in Europe was abruptly sidetracked
however, in the 19305 Designers and artists who
used the new visual language were arrested of

forced to leave as the Nazis gained power and

labeled them degenerates. The Bauhaus officially

Nagy. Gropius Mies

closed in 1932, and Moh

an der Rohe (Peter Behrens's other apprentice

from before WWI), Bayer, and others left the

for America; Tschichold, after being
arrested and held by the Nazis for a short period,
moved to Switzerland

Switzerland remained neutral and generally
unaffected by the war. its mounta 36 tetralr -
ynd iron grip on international banking ke

safe from being overrun by the Nazis The Swiss
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ces and craftsmanship that it coulc e
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Grid Basics

All design work involves problem solving on
both visual and organizational levels. Pictures
and symbols, fields of text, headlines, tabular
data: all these pieces must come together to
communicate. A grid is simply one approach
to bringing those pieces together. Grids can be
loose and organic, or they can be rigorous and
mechanical. To some designers, the grid repre-
sents an inherent part of the craft of designing,
the same way joinery in furniture making is a
part of that particular craft. The history of the

designers think about designing, as well as

a response to specific communication and pro-
duction problems that needed to be solved.

A corporate literature program, for example, is
a late twentieth-century problem with complex
goals and requirements. Among other things,

a grid is suited to helping solve communication

hen are they

grid has been part of an evolution in how graphic

Before anything else, a grid |
order to a layout, distingui
mation and easing a user’s
them. Using a grid permits
enormous amounts of in
a book or a series of catalg

less time because many de:
have been addressed in bu
ture. The grid also allows
collaborate on the same p
related projects over time,
established visual qualities
the next.

Breaking the Page into Parts Fuiding an

ﬂhmnmﬂﬂwaﬂnanthmnmmﬂﬁ'Qpﬂ*ﬁh ger simply a line, but a
fully assessing that project’s specific contentin  shape with a W—mﬂ muge.mm v
edge creates a reference to the page, and as it

terms of the visual and semantic qualities of
typographic space.

to-whole relationships. The single letterisa
kernel, part of a word. Words WMG
line- not just a line of thought but a fine on the
page. a visual element that establishes itself in
the spatial field of the format. Placing a line of
type in the blank landscape of a page instantly
creates a structure. It's a simple structure, but
one with a direction, a movement and, now, two
defined areas of space; one space above the line
and one space below.

a column, sim

mmhmmm e

voids between paragraphs columns, and mnages
help to establish the eye’s movement through
the material, as do the textural mass of the
words they surround.

Alignments between masses and voids visually
connect or separate them. By breaking space
within the compositional field, the designer
stimulates and involves the viewer. A passive
composition, where intervals between elements
are regular, creates a field of texture that is in

e

v w
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conceptual sense of the content. A designer has
unlimited options for making changes in type

size, weight, placement, and interval to affect =
hierarchy and, therefore, the perceived sequence
of the information. The grid organizes this rela- %
tionship of alignments and hierarchies into an =

-]

intelligible order that is repeatable and under-
standable by others.




Basic Parts of a Page

of a distinct set of alignment-based
ships that act as guides for distributing
s across a format. Every grid contains the
. parts, no matter how complex the
es. Each part fulfills a specific function;
e parts can be combined as needed, or omitted
m the overall structure at the designer’s discretion,
iding on how they interpret the informational

ements of the material.

e

Building an Appropriate Structure Working
with a grid depends on two phases of develop-
ment. In the first phase, the designer attempts
to assess the informational characteristics and
the production requirements of the content.
This phase is extremely important; the grid is

a closed system once it is developed, and in
building it the designer must account for the
content’s idiosyncrasies, such as multiple kinds
of information, the nature of the images, and
the number of images. Additionally, the designer
must anticipate potential problems that might
occur while laying out the content within the
grid, such as unusually long headlines, cropping
of images, or dead spots left if the content in
one section runs out.

The second phase consi
material according to the
by the grid. It's important
the grid, although a precise guid
subordinate the elements wi

to provide overall unity witl
the vitality of the composition. Ir
stances, the variety of solutic

a page within a given grid are.
even then it’s wise to violate ti
A designer shouldn't be afraic
but push against it to test |
well-planned grid creates enc
for exploration. Efoe.

Every design problem is diff
a grid structure that addres
elements. There are several ba
and as a starting point, each
certain kinds of problems. The
process is to consider which
ture will accommodate t
needs.
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Variation and Violation




to Exhibit Notation

The diagram below shows a typical
page spread for the Exhibit sections.
The notations provided for each exhibit
feature selected information for

quick reference and a simple system
for comparing related works in both
sections (see also Breaking the Grid,
Exhibits, page 128), grid-based or not.

These compansons are meant as a c talyst
for analysis. Sometimes the relationshij
between exhibits being compared is plainly
structural, at other times it's less ex 1

in some cases, the comparison is between
exhibits that show opposing qualities

Exhibit Credits

Exhibits
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www paonedesign.com Paone Design Associates
Internet site Graphic designers
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A simple hierarchical grid organizes the marketing
and portfolio content for this design firm's own
Internet site. The proportions of each area within
the page correspond to the function of that
area in managing content. The major horizontal
divisions, for example, separate a large area for
text and images. None of the content areas are
the same proportion, but their respective hori-
zontal, vertical, and modular dimensions hold
each other in a quiet sort of tension.

JICAIRT RIURAming
SNegivy nen Mashid. Spoin
Philagephia, PA

The grid’s division lines are left showing, and
provide a subtle visual language to unite the
branding and navigation treatments,

The square format of the main content frame
can hold different formats of the design firm's
work, from long brochures to individual logos.
The hangline separates the navigation, branding,
and detall-view areas from the primary content
area where the firm’s projects are shown.
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exhibit compansons

| 02 03 05 N
12 14 18 22
26 28 33 137
04 06 07 09
» 13 15 16
37
23 ¥ XN - This quarterly publication promoting a publisher’s catalog of offerings
is designed using an unusual grid of 1-centimeter vertical divisions with
3% two distinct flowlines, both at the top of the page. Each page in a spread
is devoted to the display of a single book. The vertical center line of the
page is used as a consistent orientation point for the book’s publication
information and is flush left from the line and hanging from the first of
the flowlines. A narrow horizontal band is defined by the space between
the book's information and the beginning of the descriptive text. That

AEEIRABARERAET

text hangs from the second flowline, which also establishes the location
of the page marker to the far right. Within the narrow horizontal band,
the book’s title—in a larger and bolder weight of the same sans serif face
used for running text—Iis stacked upward from the lower flowline line by
line as needed. The multiple vertical divisions, meanwhile, allow the
designer to introduce rhythm and movement to the text by shifting the
paragraph alignment back and forth. Sometimes this shift accommodates
the format of the book cover that is shown and other times it is an optical
response to the dynamics of the other elements in the spread. The left
flush of the paragraph always returns to an alignment with the informa
tion hanging at the top to give resolution to the page
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of the entertainment industry
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facility providing an intimate
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Investor’s Reference Bell Atlantic Company Allemann, Almquist + Jones

Gulde Public telecommunica- Hans U. Alleman [CD)
Informational brochure tions services Phitodelphiz, PA
Tabs-gdevrded spiral-bound New York NY
& with fwo weights of
et 110k k
.r- et ithography v
i A strong, three-column grid with carefully Most pages are divided into three distinct zones:
- PR —— " considered margin and column-gutter propor. a top band, defined by two flowlines, calls out
4 tions creates accessibility for a large volume of section number, section title and page number;
n——— """""""._ - complex information. The text block of three the inside two columns are used as a single
- = = 53 columns hangs from a more-narrow marginat  wide column for introductory statements and
- . = = & top, reducing the optical effect of "gravity” and running text; and the outer column is reserved
! | = Bt helping the reader to calmly digest the multi for diagrams, charts and maps.
1 1 ‘ = = = tude of charts, diagrams, and subheaded text
‘_ : - ‘ po——e paragraphs within the body of the document The wide variety of information creates constant
| = = - Careful attention to type sizes, interline spacing,  change in the layout of pages, even though the
= YY) R and margin relationships keeps the information  grid is so regular.
& e ‘ = B 8 integrated, yet distinct, without cluttering,
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The tab section-dividers adhere to their own
simple grid, which treats Information consistently
in style and placement. Varlation is introduced
through changes in image and color,
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tructure

exhibit comparisor
02 05 08 11
12 1% 22 2%
28 33 36 7
01 04 e

pa 10

van Llc
Nederlandse
boek-

illustratie

in de

19° ccuw
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f
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KVGO Una (Amsterdam)

i‘rp‘:wn.-g-.

publishes a book to promote its members’ activities
skills of graphic artists in general, The 1995 edition is
ue of Dutch book illustration in the r neteen century
ition of the various techniques, UNA used foldouts,

s well as a wide range of paper stock. The text

laced on an intricate, six-column modular grid with ten

tach module 1s divided in half vertically. and all text

€ pagle, are avalapie as nangiines shouid

' mr 3t e i nus nonst
h are ¢ nted wherever they fit ) long as they
they're permitted to float behind or interfere with the
f running text, and often straddle the gutter

The home starting point for captions is a secondary

outer margin that is mirrored from left to right

pages. The smaller type size and column width for

the captions correspond to the single-width cc

defined by the module

Inserts of varying sizes and paper stocks are tipped
in and do not necessarily adhere to the grid. This
unexpected violation is sometimes applied to the
iustrations that are actually printed on the main

text page. The interaction between these trompe

oell images and the three-dimensional pop-ups

creates a rich dimensionality.
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We help companies m
more valuable by creating
vibrant brand names for gl
businesses, products, and

Services. Names that both resound sbows

the marketplace uproar and resonate with the
constituencies among your audience—lrom
your larget markel, current m“
recruits, industry press, 1o your prospective
inveslors and merger pariners.
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Stationery system Apparel manufacturers
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In this rigorously disciplined stationery sym"' g
for a multinational apparel manufacturera :
strict modular grid helps coordinate internal b
company communication documents across 4
three continents. The module that orders the =
document structures is the company'slogo %
itself. The proportion of the red square changes :

in each format, but its size in a given format

determines the placement of all typographlc :
material therein, By setting up specific, rel i;',‘ "y
o

column structures in all of the printed mater
the modular grid helps order multiple address
and complex forms for a coherent, recognizab
brand image.
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film exhibitions
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A simple hierarchical grid defines the expression
of Sageo's identity. The proportions of the linear
logo structure correspond to those of the typog-
raphy they echo, and this flexibility of proportion
carries through to the structuring of the company's
print materials. The stationery, for example,
reflects this loose grid in line treatments and col-
umn areas that depend on the given format’s
size, shape, and function.

PSS

identity system
Stationery applications
and online branding
Offset ithography

wrney and lavo wripgt

Health care providers
San Francrca. CA

R e

SNP —
MetaDesign SF LT ey T
San Frangaeo CA k2

In the letterhead, the area set aside for the

body of the letter is integrated with the printed
Information through linear elements that define
the function of these areas, Fields of color on
the reverse of the business card correspond to
the fields of information on the foreside; similar

fields reiterate the logo structure on the cover
of the folder.

MetaDesign’s solution for the Sageo core identity
was extended into the Interaction design for the
Web site. The simple modular structure is flexible
and is sometimes “violated” by a hierarchical grid
if the informational needs of a particular screen

demand it.

A database of custom photography characterized
by a straightforward but quirky snapshot style
works into print and online content areas. The
photographs strive for a kind of Immediacy that
reflects real people and real lives, essential ele-
ments of the Sageo brand that are wrapped in

a comfortable unifying structure,
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erarchical grid
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ve century, the design industry tended
the more or less steadily increasing influence

sm when it traced its development or promoted
with good reason: emphasizing the pragmatic,
yects of design helps clients understand and trust
N ]ndustry as a resource. But every field of artistic
ses different schools of thought, some of
dictory, and graphic design is no exception.

Historical Interlude
The Seeds of Deconstruction

Just as the use of grids in modern design practice
grew from developments in technology, aesthetic
thought, and industrialization, the use of alternate,
intuitive methods of composition—prevalent in
current design practice—grew from these same
influences. Along with the marvels of mechanized
production came a proficiency at cruelty and
destruction. The late nineteenth and early twen-
tieth centuries were plagued by war on a scale
that was previously unknown, facilitated by such
innovations as the Gatling gun, tanks, grenades,
and mines. This madness, coupled with Sigmund
Freud's publications about the human psyche,
fueled an exploration of the absurd and primal in
art and design. As early as the 1880s, a tendency
toward primal image making as a reaction to
the devastation of machines and war began to
find a voice: Art Nouveau's sensual plant imagery
signaled a pursuit of the individual, organic, and
idiosyncratic in design; Expressionism’s aggressive
works showed a preoccupation with suffering

in the human condition; Dada and Surrealism
explored the subconscious, dream states, and the
absurdities of language.

R 3

", | Page from publication

A New Visual Reality 1hese latter movements
began as reactions to World War 1. Co-optlng the
strange, new language of visual abstraction, the
Dadaists applied it to verbal language to express
their harror over the war,

In 1914, the poet Hugo Ball opened the Cabaret
Voltaire in Zurich as a meeting place for poets,
writers, musicians, and artists who shared this
outrage. They included Tristan Tzara, who prepared
their manifestos and edited the magazine DADA;
Jean Arp, a painter and sculptor; and later Marcel
Duchamp, a painter who began his career as a
Cubist but was more fascinated by symbolism
and linguistic games. Language and experience
became bound in Dada’s explosive word poems
and nonsense posters where words failed to cor-
respond to any explicit meaning. In Dada, letters
and words are pictures of emotional or psycho-
logical states, and their power comes from
aggressive visual arrangements signifying those
states, not as carriers of literal meaning. Dada’s
use of type as image was similar to that of other
movements, like Futurism, in which the visual
treatment of information was also used as a pic-
torial vehicle for the viewer's associations. Filippo
Marinett), Futurism's founder, used repeated let-
terform patterns and dynamic scale and place-
ment to convey ideas about sound, mation, and
the violent power of machines.

Cubist and Symbolist poets in France also explored
the syntactic portrayal of writing through typog-
raphy based on its spoken or verbal attributes.
Stéphane Mallarmé and Guillaume Appolinaire
created word pictures in poems and essays in
which page structure was defined by the image.
Appolinaire’s now-famous concrete poem “ll
Pleut” ("It's Raining”) is organized in vertical lines
that resemble a picture of rain. Appolinaire and
paets like him were influenced by semiotics, the
study of signs, from the writings of Charles
Pierce, an American, and Ferdinand de Saussure
of France.
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As the word itself implies, the purpose of decon
structing is to deform a rationally structured
space so that the elements within that space
are forced into new relationships: or, simply put,
beginning with a grid and aitering it to see
what happens. That said, it’s probably clear that
there's no real set of rules that can be applied to
the process of deconstructing. But if the goal is

to find new spatial or visual relationships by kind of information in a way that creates a new with modules of different proportions, or which shifting planes of tonality -
breaking down a structure, it's helpful to at least  verbal connection that didn't exist before The run at different angles in relation to each other, !h-ﬂl1'"m|~"‘-:={-:;ﬂ'm10 ¥
begin thinking about that process in a methodical  shifted information may wind up behind or on can introduce a kind of order to the spatial and :4;&:‘;:;0:“:'; r:r:-ﬂ:;wn e
way. The first idea that might come tomindasa  top of some other information if a change in directional ambiguity that layering creates, in the title hints at anothes 2
way of looking at this process is to think about size or density accompanies the shift in place- especially if some elements are oriented on both kind of deconstruction .
splitting apart a conventional grid—even avery  ment. The optical confusion this causes might layers simultaneously. This kind of architectonic =
simple one. be perceived as a surreal kind of space where deconstruction emphasizes the visual qualities E
foreground and background swap places. of multiple structures interacting; changes in E

scale or density within these structures can help 1

Shifting or breaking apart grid modules or columns  to distinguish specific types of information as <

50 that they begin to overlap, even while they well as create an interactive, yet still geometric -

carry sequential information (like running text),  and understandable, space L

The results of this kind of
“structural deconstruction”™
can be seen in this set of
broadsides that investi-
gates the nature of the

grid. A classical two-col
umn Roman manuscript
structure sequentially gives
way to a three-dimemsional
space where columns
intersect, overlap, and
rolate into each other

A structure can be altered in any number of
ways. First, a designer might experiment with
“cutting” apart major zones and shifting them -
horizontally or vertically. it's important to watch
what happens when information that would
normally appear in an expected place —marking
a structural juncture in the grid—is moved to
another place, perhaps aligned with some other

can create a perception of layers within the
compositional space. The textures of different
columns interacting as they run over each other
can create a sense of transparency where the
viewer perceives the columns of text, or other

elements, to be floating in front of each other,

A conventional grid structure repeated in different
onentations could be used to explore a more
dynamic architectural space by creating different
axes of alignment. For example, two- and three-
column grids, in different scales and at opposing
angles to each other, will create new spatial
zones that interlock. Similarly, overlapping grids

Although the base grid
that underpins this small
poster’s composition is
evident. its rigor has been
violated in subtie ways
that aren’t so obvious at
first: the title type baseline
has slipped under the red
flowlines; the background
image consists of two
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structural, at other times it's less explicit. in
some cases, the comparison is between

for analysis. Sometimes the relationship

hOowWs 3 These comparisons are meant as a catalyst
jod for each exhibit  between exhibits being compared is plainly

system

orks in both exhibits that show opposing qualities
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Radical Graphics/ Chronicle Books McCoy & McCoy
Graphic Radicals Publither Katherine McCoy
Jook 4 Bueno Vista. CO

The deconstruction of a manuscript grid gives

a quiet yet wry context for a book exhibiting the
work of radical graphic designers Ample margins,
larger outside than at top, set the text block low
on the page. The blocks mirror each other across
the gutter The proportions seem at first to be
the only unconventional aspect of the classical
structure: however, structural details In the
typography reveal there’s more to it. Images
intrude into the main text block as needed, cary
ng out large blocks of the column. This same
deleting of a portion of the column provides
space for captions accompanying the exhibited
work. In some instances the captions practically
butt the alignment of the primary text block,
creating tension and an uncertainty in space
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Irregular negative shapes—elipses and diagonals—
ndependent of image, cut into the primary text
block, sometimes reinforced by similarly shaped
captions. Conflicting alignment relationships, in
which a justified column is greeted by a caption set
flush-right (or more jarring. a caption which is also
justified and shifted off baseline by a few points)
add subversive detailing to the compositions
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languages of
interpretation

=

a series of
lectures —

ancient art and
archaeology:

current debates
and new research

gelty center
feb-oct 1998

Pinterpretation™

2 nlm-mih lecture series
that focuses on current debates
and new research in the fields
of ancient art and archacology.
Thirteen international scholars
explore the role that ancient
art and material culture play in
constructing social identities,
sustaining political agendas,
and expressing various cultural,
ritual, and artistic practices.
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This book of seemingly random three-dimer

spaces, texts, and images is built on a master

grid that helps contribute 1 ntuitive orga
quality. This project was comy i f ext

entitied "Universal/Unmigue.” The exhibit's 1
was on the relationship between structure ar
freedom In design, and participating exhib
were asked to submit work using predetermine
kernel elements: a grid, the word "word,” and the
image of an ey The designer set up a modular
grid within a square format using the horizonta
vertical, and isometrnic (45 ) axes, and then sys
tematized how each of the kernel elements, plus

excerpts from essays and photograph:
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Multiple gridlike structures converge in this All of the substructures are organized relative
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foldout course prospectus for a fine-arts educa
tional program. Instances of single columns,
triple columns, and modular structures appear,
each suited to the nature of the paragraph it is
structuring. The long, narrow, horizontal column
of visiting artist names, for instance, accommo-
dates what could have been a cumbersome listing
in an unexpected way that unifies the four panels
and forms a horizon line for the architectural
image in the background

to each other, collectively under the influence
of the enormous focal circle that links front and
back panels and draws the reader into the format
from the outside. Each element counteracts and
carefully balances the tension or thrust of ele-
ments around it. Architectonic vanishing points
lock the typography to the implied landscape of
buildings where the program is housed.
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Corporate identity Parsons Dance Company  Pettistudio LLC o R S PR 3o o S =
Statfonery system and Professional danice troupe  Valerie Pettis [CD) New Yok, NV T , T ] '
event invitation New York, NY Susan Fritz N = L

¢ Offiet lithography. four New Vork, NY » !

it coloes

The identity and print materials for a dance
company in New York follow no grid... nor are
there any horizontal or strictly vertical elements
at all. The system is completely spontaneous,
operating off the expression that begins in the
logo. its letters, liberated from the flat, static
confines of two-dimensional space, fly against
each other like the dancers In the company's
performances.

No typography in the system is standardized in
terms of placement or size, although the same
type family unites all of the materials.

L

P

The invitation to an opening night gala incorporates photography
of dancers collaged with three-dimensional typography that tilts
forward and back in space. The random width of the"columns” of
type interact with the figures around them in a rhythmic movement
across the panels,
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1 3 Annuanl report Vervinigte Volksbanken Maksimovic &k Partners Patrick Bittner
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] he delicate and detalied typographic treat Interestingly, the financial statements toward
1 T ] wual report for a German bank the back of the booklet are the least structured
+ hich are deconstruct ol I ting Consolidated balance sheels ._[-, an the full F]_‘Hf.
i t ney, stocks, ang ther financia n a more-or-less conventional numeric column
- 1 teract playfully with rigid columr structure, but 'quent pages break images
E The umn structure changes from section to and text apart into strips, as though being
tior it into or sphit apart as needed shredded
At 3 § titied manu pt- and two-«
' nn page reates additional rhythm and a By choosing an austere grid with intent to violate
————— : kind of unity that doesn't cramp the designer’s t on occasion, the designer creates a stately
[ ntuitive impulses. The reader is allowed to enjoy sense of tension between order and decoratively
the fine detailing of rules, dots, and diagrams placed deconstructive detail
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Cecilia Hirsch

This course ¢ atalog relies on multiple structural
ideas to convey the experimental, exploratory,
and often antiestablishment envir snment of

in art school. The overlap of image ype, and

integration of several different lignment struc

tures serves as a metaphor for the interaction of

1i6F f
different artistic d sciplines, as well as divorcing
the institution from its counterparts nanarts

L ¥ t

t al universities

The first few spreads are seductive
AA I« | " ¥ | 2\ [} | i
viisalignments in the columns of the table o
contents and the mission statement, while

unoarthodox, only hint at

the upcoming dynamics
Beginning with the descriptive section about
the surrounding city, each section takes on its
wn organizational qualities. Sometimes a few
center-axis columns hang from the top of the
page, sometimes there are no columns, Course
nformation begins in a four-column structure
but quickly dissolves, ignoring hanglines and

n some cases, running horizontally across the

gutter of the spread

Photographs and artwork are arrar ged in non

rectangular boxes or are tinted behind 1 nning
text. No consistent alignments, but the pages
nold together in a clean, direct sort of tension

where the visual qualities of the images and

Napes are played against each other
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Children Become Students at Birth [
A ————r
[
:
i
- — - ” |
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oo

Timothy Samara Ron Trinca

L “Wathe lac H and their
lite expern personal adventures

that give t s unique charactoer.
- 5 These ped jusl teachers, [
“@ey¥e explorers, and their role isto | 1
cultivate the explorer within each of us.

This admissions recruiting brochure for a private school

Tocuses on positioning the school as a nexus in Western

education—passing on the skills and knowledge associated

with historic achievements as part of its curriculum, thereby

prepanng students to achieve greatness on their own

Each spread exhibits one Western achievement paired with
a conceptually similar stage of student J_h-\..l-<u;\r‘:f-r|f for

t

example, early architecture becomes a metaphor for the

kindergarten program. Each spread conforms to a hierarchical
Y

grid for specific features, but the remainder of the content

pushed around to accomm

ate the large drawings, pho

tographs, and running text that are central to the concept

Each event is catalogued in a vertically running bar of text

at the left edge of the format, describing the event and

giving pertinent information. The spread ‘title’ always runs
across the center as a focal point, binding the elements
together. Page numbers occupy a standard location at the
ower right edge of the format. Column widths and type

treatments remain consistent, but their relationship to each

other, and to the format as a whole, change as needed to

create a fluid composition with the photograph and drawing

Alignments overlap; texts are layered and cross the gutter

A strictly informational student life section plays off these
treatments but organically rearranges the grid elements
captions, quoted statements, inset pictures—based on their

formal qualities alone

» Y
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The BONE Show American Institute
Event identity system of Graphic Arts, Boston
i

Chapte:

- -

Kristin Hughes
and Ink Design

Kristin Hughes
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This branded system of promotional material, exhibition cat og, and

exnibition uses a grid as the backdrop for its loose f

specimen metaphor. The visual texture of

together, despite different textural qualities reading

like overl:

T he 'r‘_u:\_] itselt is reminiscent of the ¢ opy-camera [u“._',ltﬂ'.'f‘j_: platform
used to photograph items found in archaeological digs. Although it

ippears on every application, the gnid doesn't function so much as an

a gnd bing

s of information and decorative magery.

directions, and collage

rensic/arch 1e0logie 1

s all of the elements

ordering system as a conceptual decoration. In some cases—the card

ind the certificate, for example —the grid Is strictly texture, On the poster

]

its modules explode outward as an overlay that frames and dissects

bone im Iges, surprinted in silver, In the ¢ atalog, the module is made

singular as a holding device for the exhibit information, but it doesn't

exert any structural control over the information residing within it othet

than to establish a left margin Elements of the grid are consistently

deformed and reused as needed; the system uses this inconsistency as

part of its language

o
4 —

A 8 —

a—— W e -

B T LR

Within the exhibit itself, the square module
appears as pedestals supporting exhibited
works, although the squares are arranged in

a random way. Typographic elements are
printed on transiucent panels that interact
across the gallery space with other typographic
materials and Images, making a three-dimen
sional reference to the flat printed language

of the collateral material
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This spare and elegant suite of stationery for an urban florist
the relation of geometric order to organic movement. Uiq I
and vertical alignments of a simple modular grid as a s!
the designers have shifted the modules around in reaction to!
flowing movement of flowers. Some edges of the modules have be
made visible, etched out as thin rules that ahgnwnhuw
elements as needed.

The flowers seem to grow out from behind the grid, influencing i
but also restating it in some places. Address and contact info
separated and allowed to float across partitions, but each
item occupies a discreet area, as will the addressee’s salutation and t
letter that will eventually fill the lower portion of the page.

215 238.122

215 238.1220

i |obs
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CVPA UMASS Dartmouth
rve catalog College of

" Visual & Performing Arts

tional institutior

Clean geometric abstraction —semicircles,
arcs, lines, and dots—and a fresh, unstudied
approach to the composition of elements

govern the layout of information for this

brochure. Dramatic negative spaces surround
and interact with clustered forms and freely

composed units of typographic information
in a “"dance” around the format

The information is accessible, despite its
playful structure, because each part of the
information is decisively located. Individual
thoughts or components of information
are separated from each other so the eye
can access them easily

Dynamic variation in the scale, shape, and
proximity of elements creates a natural
movement across the spreads, keeping the
reader interested and helping to link succes
sive paragraphs or ideas in an intuitive and
easy-to-follow manner. This organizational
method can be very successful when the
informational requirements of the project
are not too demanding

Stoltze Design
Clifford Stoltze [AD]
Tummy Dolson

e a1, MA

Cecilia Hirsch
Boston. MA
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LIFTY LIFT Frost Design Nick Higgins
’ nol n tioha g nt Frost or kbl
' ya Uyokava

|

ntersecting diagonals and sharp angular
ements, derived from the juxtaposition of ’

photographic and typographic line elements,

reate a dynamic organization for the imagery

and information in this poster. The -1I".|H’|f|

ises the vertical diagonal of the crane arm and
dden angie of the overhead street lamp to

ewer and provide a primary

superstructure for the poster. The typography !
ipward and outward, with positions for {
eact e determined part by the superstruc
esigner counters
ts and Tocal
e at wer left anchors the
reates an optical alignment
petween hnes of information that echo the
ICture
10 !
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Neal Meltrer, Director of Contemporary Art, Christie’s New York

specialist, Contemporary Arl:

Deborah Mcleod, Senior

Cheistie’s Los Angeles

request the pleature of your company at
2 reception and private viewing of

Highlights from Christie's Fall Sale of Contemporary Ant
including property from the

ESTATE OF JOHN M. AND MARION A. SHEA

Monday, October 6, 1997
600 pm - B:00 pm

Christle's Ravp Valet

Property will be offered at Christie’s New York on Movember 18 and 15, 1997 360 North Camden Drive (110) 385 2662 Parking

Beverly Hills
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Frankfurt Balkind Partners
244 East 5Bth Street

New York, NY 10022
www.frankfurtbalkind.com

o

Heebok Lee

Carnegie Mellon University
Pittsburgh, PA 15213
www.carnegiemelion.edu

Ly T ;M‘-.\
London ECIR olLl
England

www frostdesign,.co.uk

o oa

o

Los Angeles, CA goo3n
www.aprilgreiman.com
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19

Kristin Hughes )
Carnegie Mellon University
Pittsburgh, PA 15213
www.carnegiemellon.edu

07 22 )
Ideas On Purpose

27 West 20th Street, Suite 1001

New York, NY 1oon

www ideasonpurpose.com

15 26

In{Corporate GmbH

Postfach 10 34 06

28034 Bremen !
Germany

www.incorporate.de

34

Insect

1-§ Clerkenwell Road
London EC1M 5PA

England
www.insect.co.uk

16

1637A Electric Avenue
Venice, CA goa2g
www.intersectionstudio.com !

30 12

Willi Kunz Associates, Inc.
12 Broadway, Rm. 500
New York, NY 10023
wkany®aol com

27
Landesberg Design

1219 Bingham Street
Pittsburgh, PA 15203
www landesbergdesign.com

09 07

Level Design

141 West 28th Street, Suite 68
New York, NY 10001
www.levelnyc.com

13

Maksimovic & Partners
JohannisstraBe 5

66m Saarbrucken
Germany
www.maksimovic de

21 N

Mayer & Myers
619 South Tenth Street
Philadelphia, PA 19147

www.mayerandmyers.com

01

McCoy & McCoy
mccoyk|@id.jit.edu

ool
MetaDesign AG
Bergmannstrasse 102
10961 Berlin

Germany
www.metadesign.com

20 N

Meta Design SF

350 Pacific Avenue, 3rd Floor
San Francisco, CA ggm
www.metadesign.com

-
Providence, Rl 02906

tockerse@brainiac.com

—_—

04 17 09 33

Saint Patrick’s Schoolhouse

242 South Twentieth Street, 3rd Floor
Philadelphia, PA 19103-5602
www.paonedesign com

34

Pentagram UK

1 Needham Road
London W 2RP
England
www.pentagram.com

m‘. tistudio LLC

55 Washington Street, Suite 551
Brooklyn, NY m201
www,pettistudio.com

ool il
Atelier Poisson
Place de U'Europe 8
1003 Lausanne
Switzerland

HW| N
Poulin + Morris

286 Spring Street, 6th Floor
New York, NY 10013
www.poulinmorris.com

st il

Praxis Simon Johnston
254 Tranquillo Road

Pacific Palisades, CA 90272
prxs_dsgn®aol com

16
Timothy Samara
436 West 22nd Street

New York, NY 1oon
timsamara@hotmail.com

AR

Skolos-Wedell, Inc.

125 Green Street
Canton, MA 02021
www.skolos-wedell com

33 38 35
mumdp_lhn\.lu.

75 Massachusetts Avenue, Suite n

Cambridge, MA 02139 - 3070
www.davidsmall.com
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continued

03 0! | 36
ﬁmm
22C Shepherdess Walk
London N1 7LB

wwwwhynotassociates.com

Additional contributors

David Carson pp. 118,119, 121, 125
414 Broadway

New York, NY 10013
www.davidcarsondesign.com

Jenny Chan pp. 122, 123
55 Jackson Road
Hamden, CT 06517

Sheila deBretteville o. 24
Yale University School of Art
New Haven, CT obsn

wwwyale.edu

Enterprise IG p.21

570 Lexington Avenue, 5th Floor
New York, NY 10022
www.enterpriseig.com

Total Design p.20
Paalbergweg 42
105 BV Amsterdam
Netherlands
www.totaldesign.nl

Wolfgang Weingart pp. 115, 116
Hochschule fir Gestaltung und Kunst
Typography Department, G_102
Vogelsangstrasse 1§

CH 4058 Basel

Switzerland

Kristie Williams pp. 122, 123
University of the Arts
Department of Graphic Design
333 South Broad Street
Philadelphia, PA 19103
www.uarts.edu
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media. He has taught and lectured at the
Western Michigan University; Renssalaer Polytechnic lnstituteln Troy, oW |

and SUNY Fredonia. He graduated a Trustee Scholar from the Un

the Arts in 1990 with a BFA in graphic design. Tim lives in New York’s ¢

district with his partner of four years.

Philadelphia; Newhouse School of Communicati ot Sn

|

Assembling material for a book of this kind depends on

the good will of so many busy people. My sincere thanks to

all of the designers who collected examples of their work

for consideration, for their suggestions, and for their great
encouragement. In that regard | extend a special thanks

to Hans Bockting, Katherine McCoy, and Simon Johnston,
whose investment of time and helpful advice greatly exceeded
my expectations. Thank you to Richard Wilde at the School

of Visual Arts, who initially put Rockport Publishers in touch
with me.

1 am grateful to Massimo Vignelli, who unexpectedly and
very graciously gave me four hours out of his busy day to meet
with me and speak in-depth about this book’s subject.

My thanks also to Chris Myers, at the University of the Arts
in Philadelphia, and his partner, Nancy Mayer, who collected and
organized a prodigious stack of student work to consider.

And last, but certainly not least, to Sean and Catherine, for their
patience and support throughout the entire process.




About the Author Timothy Samara is a graphic
designer and educator based in New York City,
where he divides his time between teaching at
the School of Visual Arts and Fashion Institute

of Technology, and writing and consulting through
STIM Visual Communication. His design work
focuses on identity development and information
design for corporate and nonprofit clients, in
projects spanning print, environmental, and digital
media. He has taught and lectured at U-Arts,
Philadelphia; Newhouse School of Communications,
Syracuse University; Western Michigan University;
Renssalaer Polytechnic Institute, Troy, New York;
and SUNY Fredonia. He graduated a Trustee Scholar
from U-Arts in 1990 with a BFA in graphic design.
Tim lives in New York's Chelsea district with his
partner of four years.

His second book, The Typography Workbook, will

be available from Rockport in 2004.
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Graphic Design

For designers working in every medium, layout is arguably the
most basic, and the most important, element. tffective layout Is
essential to communication and enables the end user to not only
be drawn in with an innovative design but to digest information
easily. Just as arguable is the importance of pushing boundaries
and breaking rules, and the urge among designers to violate
rational structures has sparked a continuing debate for more
than fifty years. Often this inclination is at the expense of clarity,
but intuitive compositional approaches have generated some of
the most interesting and exciting graphic design ever created

Making and Breaking the Grid is a comprehensive layout design
workshop that assumes that in order to effectively break the
rules of grid-based design, one must first understand those rules
and see them applied to real-world projects

Features

— The Grid Basics section covers composing typographic
space, format.determination, and sequencing and
systemization, in addition to the various types of grid:
manuscript, ‘column, modular, and hierarchical.

— Demonstratesthe basics of grid-based design—and grid
deconstruction—through schematic diagrams and exhibits
of supporting graphic design work by top designers.

— Each project is shown comprehensively so readers can
seg its structure revealed over several pages, at a size that
allows for inspection of detail.
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— Text reveals the designers’ working process and rationale.
Projects with similar characteristics are linked through a
simple notational system that encourages exploration and
comparison of structural ideas.

= Historical overviews summarize the development of

e layout concepts, both grid-based and non-grid-based, in
medern design practice.

ISBN 1-5b6496-893-b #50.00
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