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HISTORIA NATURALLS

Rook, 1472; printed by
Nicolas Jenson, Venice
Collection of the Walters Art
Museum, Baltimere y
During the first century of
printing, the French-born
printer Nicolas fenson
established a printing business
inVenice, a thriving commercial
center. This hook fealures an
elegant, unbroken text block set
in one of the first roman
typefaces. The page has no line
breaks or indents.
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A GRID BREAKS SPACE OR TIME INTO REGULAR UNITS. A grid can be

simple or complex, specific or generic, tightly defined or loosely interpreted.

Typographic grids are all about control. They establish a system for

arranging content within the space of page, screen, or built environment. ;
Designed in response to the internal pressures of content (text, image, data) '
and the outer edge or frame (page, screen, window), an effective grid is not

a rigid formula but a flexible and resilient structure, a skeleton that moves

in concert with the muscular mass of information.

Grids belong to the technological framework of typography, from
the concrete modularity of letterpress to the ubiquitous rulers, guides, and
coordinate systems of graphics applications. Although software generates
illusions of smooth curves and continuous tones, every digital image or
mark is constructed—ultimately—from a grid of neatly bounded blocks. The
ubiquitous language of the cut (graphical user interface) creates a gridded
space in which windows overlay windows in a haphazard way.

-In addition to their place in the background of design production,
grids have become explicit theoretical tools. Avant-garde designers in the
rgros and 1920s exposed the mechanical grid of letterpress, bringing it to

“the polemical surface of the page. In Switzerland after World War 11, graphic
designers built a total design methodology around the typographic grid,
hoping to construct with it a new and rational social order.

The grid has evolved across centuries of typographic development.
For graphic designers, grids are carefully honed intellectual devices, infused
with ideology and ambition, and they are the inescapable mesh that filters,
at some level of resolution, nearly every system of writing and reproduction.
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LATIN BIBLE (LEFT)
Baok page, 1497

Printed by

Anton Koberger

A two-column grid engulfs
a second set of columns,
Each page is a dense mass
incised with narrow gutlers
and open spaces where
illuminated capitals would
have been added by hand,
The layout changes from
page to page.
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GRID AS FRAME

Alphabetic writing, like most writing systems, is organized into columns
and rows of characters. Whereas handwriting flows into connected lines,
the mechanics of metal type impose a stricter order. Each letter occupies its
own block, and the letters congregate in orderly rectangles. Stored in
gridded cases, the characters become an archive of elements, a matrix of
existing forms from which each page is composed.

Until the twentieth century, grids served as frames for fields of text.
The margins of a classical book page create a pristine barrier around a flush,
solid block of text. A page dominated by a solitary field of type remains
today’s most common book format, although that perfect rectangle is now

broken with indents and line breaks, and the margins are peppered with

page numbers and running heads (text indicating the book or chapter title).

In addition to the classical norm of the single-column page, various
alternative layouts existed during the first centuries of printing, from the
two-column grid of Gutenberg’s Bible to more elaborate layouts derived
from the medieval scribal tradition, where passages of scripture are
surrounded by scholarly commentary. Polyglot (multilingual) books display
a text in several languages simultaneously, demanding complex divisions
of the surface. ]

Such formats permit multiple streams of text to coexist while
defending the sovereignty of the page-as-frame. The philosopher Jacques
Derrida has described the frame in Western art as a form that seems to be
separate from the work yet is necessary for marking its difference from
everyday life. A frame or pedestal elevates the work, removing it from the
realm of the ordinary. The work thus dL]:}L‘IId.‘-_- on the frame for its status
and visibility.

Typography is, by and large, an art of framing, a form designed to
melt away as it yields itself to content. Designers focus much of their energy
on margins, edges, and empty spaces, elements that oscillate between
present and absent, visible and invisible. With print’s ascent, margins
became the user interface of the book, providing space for page numbers,
running heads, commentary, notes, and ornaments,

The frame...disappears, buries itself, effaces itself, melts away at the moment it deploys its
greatest energy. The frame is in no way a background...but neither is its thickness as margin

a figure. Or at least it is a figure that comes away of its own accord. Jacques Derrida, 1987
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HIBLIA POLYGLOTTA
Book pages, 1568

Printed by Christopher
Plantin, Antwerp

Plantin’s polyglot Bible is
zoned for five different
translations {Hebrew, Greek,
Aramaic, Syriac, and Latin).
Each zone (s uniquely
proportioned to accommodate
the verbal and typographic
lexture of o particular scripl.
The page is a dense rectangle
cut into parts, The pleces—
though highly individualized—
fit together into a unified
whole. Reproduced from
William Dana Cradt, In
Quest of the Perlect Book
{New York: Little, Brown and
Co., 1926).
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CHAPITRE SECOND.

[ F i

1. La colanne de Pompée, IL On ne comvient pas fir fos mefuaes. 111 Col
o Alexandre Severe,

A famenfe * colonne de Pompée eft auprés d'Aleandrie < on ne faic
pour quelle raifon elle poree le nom de Pempée ; je croirois volantiers
que c'elt par quelque erreur poprlaire. Pluficurs voiageurs en ant paslé , tous
conyiennenc qu‘ul}c elt dune grandeur énorme. Deix des plus modernes
en ont donné le defein & les mefiies ; mais ils different confidecablement
encre cx fir la haueeur du piedeltal, de la colonne 8 du chapiteai : cepen-
dant tous deux difent qu'ils }i"un: mefurée,
5 = Pourics qlli elt L‘]cllﬂ colonne, dit I'un, { celt Cormneille Brun P kdis)
5 elle el fur un Picdcl].ﬂ (1I.I:]1'I:é , hane de fepr ou huic pieds & [;11'5(‘ de qua-
,» torze A chacure de fes faces. Ce piedellal eft polé fur une bafe quartée ,
+» haute d'environ un demi I:if.‘ii, .53 lnrgc de \'iulc‘l't, faite de p[ill??llra picires
5, miagonnées enfemble. Le corps de la colonne méme o'eft que d'une feuls
»» pietre, que quelgues-uns croent Eure de granie 5 dlaneres difeas que ceft
syline (_-J_Pm:c de pate au de cimenc, qui avec letemsa pris la forme de pierre.
»» Pour moi je exoi que ceft une veaie pierre de aille, du moins aurant que
»» jai pu le reconnotte par |'éprenve que j'en ai faite, Er fi cela elt veai, com-
,» me perfonne prelque n'en doure, il'y a fujec de s'éronner comment on a
a5 U cFrr.ﬂE-r une pierre de cette grandeur : car apres 1'<1:vuir melurée , j'ai trou-
. VE L‘lu'c]lu 7 clu.nrc-\.‘hagt-dix pieds de haut , & quefa gl‘oﬂi:LJl: elt relle, Fuc
5y 11 hommes peuvent a peine l'embrafler ; ce qui revient , felon la melure
5 que jen at prife,, d trente-huic Eiuds. Au Jr.ul} ily aun bean chapirean pro-
5 portionné a la grofleur de la colonne, mais fait d'one picre fepard
L'aucre, gu.i elt M. Paul Lucas, en parle en cene maniere t,, Un de mes
,, premiers foins fur d'aller examiner 12 colonne de Pompée, qui et prés d'A-
Fexa:ld:ie du ceé du couchant, & je croi quiil feroit difficile de rien ajon-
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SUPPLEMENT AU LIVRE

DE UANTIQUITE (LEFT)
Book. Paris, 1724

The two-column grid devised
for this bilingual book provides
a large, single-column block
Jor the French text, with fo
columns below for the Lalin.
The quotation marks serve as a
frame along the left edge of the
guoted passage.

THE ILLUSTRATED LONDON
NEWS (RIGHT)

Newspaper page, 1861

Early newspaper advertisements
were designed by the paper’s
printer, not supplied by the
client or an advertising agency.
This dense field of entries
occupies a four-column grid,
with ruled lines to create order.
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t .Fu t'aima + — X 20 caresses + la lune et les Li.q aUx

chantent sous les arbres... paradis de mes bras Viens

LES MOTS EN

chance + — X + - 3000 par moeis  + g
= . LIBERTE FUTURISTES:
vanitéesceececceceete bagur rubis 8OO0 + LU RIS L
6000 frs. echaussures LETTRE D'UNE JOLIE FEMME

Demain chez  moi A UN MONSIEUR FASSEISTE

AI prpprp Suis séricuse Trois Poem, 1912
baisers fuluristes Author: F, T. Marinetti

T this Futurist poent,
Marinetti attacked the
conventions of poetry and the
restrictions imposed by the

mechanical grid of lefterpress.

i
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10 e rectilinear pressures of
'[ ” i T | N E E N £ the grid are nenetheless evident |
| o in the composed worlk,
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(] | '
i1 MERZ-MATINEEN
1 11
il Poster, 1923
TR Designer: El Lissitzky L
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| FORTOLIET
Postcard, 1925
L Desipner: Piet Zwarl
i Collection of Elaine !
‘| t i Lustig Cohen

MATERIAAL VOOR Piet Zwart was influenced by
VLOE H EN - P U ! E N the De Stijl Hn‘l_'l-'t'fl]l‘-.'!;' s ull.'H )

as Constructivism. In the visual

| ‘| ' SCHO ORSTEENMAN TELS identity he crealed for Fortoliet,

a floortng company, Zwart

’ 0 R T O L I E :. Duedlt monumental letters out of

|
‘ The Dutch graphic designes
i

typographic rules.

N.V. EERSTE NEDERLANDSCHE FORTOLIETFABRIEK
FABRIEK r« KANTOOR: LEIDSCHEWEG 40 UTRECHT . 11347
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DIVIDING SPACE

In the nineteenth century, the multi-columned, multimedia pages of news-
papers and magazines challenged the supremacy of the book and its insular
edge, making way for new typogologies of the grid. By questioning the
protective function of the frame, modern artists and designers unleashed the
grid as a flexible, critical, and systematic tool. Avant-garde artists and poets
attacked the barriers between art and everyday life, creating new objects and
practices that merged with urban experience.

The assault against print’s traditional syntax was led by F. T.
Marinetti, who established the Futurist movement in 19og. Marinetti
devised poems that combined different styles and sizes of type and allowed
lines of text to span multiple rows. Marinetti’s ingenius manipulations
of the printing process work against—but inside—the constraints of
letterpress, exposing the technological grid even while trying to overturn it.
Dada artists and poets performed similar typographic experiments, using
letterpress printing as well as collage, montage, and various forms of photo-
mechanical reproduction.

Constructivism, which eriginated in the Soviet Union at the end of
the 1910s, built on Futurist and Dada typography, bringing a more rational
approach to the attack on typographic tradition. El Lissitzky employed the

elements of the print shop to emphasize the mechanics of letterpress, using

printer’s rules to make the technological matrix actively and physically
present. Constructivism used rules to divide space, throwing its symmetry
into a new kind of balance. The page was no longer a fixed, hierarchical
window through which content might be viewed, but an expanse that could
be mapped and articulated, a space extending beyond the edge.

For Dutch artists and designers,‘the grid was a gateway to the
infinite. The paintings of Piet Mondrian, their abstract surfaces crossed by
vertical and horizontal lines, suggest the expansion of the grid beyond the
limits of the canvas. Theo van Doesburg, Piet Zwart, and other members of
the Dutch De Stijl group applied this idea to design and typography.
Converting the curves and angles of the alphabet into perpindicular systems,
they forced the letter through the mesh of the grid. Like the Constructivists,
they used vertical and horizontal bars to structure the surface of the page.

Typography is mostly an act of dividing a limited surface. Willi Baumeister, 1923




The new typography not only contests the classical “framework”
but also the whole principle of symmetry. Paul Renner, 1931

@
5 der direktor
in d
das bauhaus in dessau
dessau mauarstrafle 38 € fernruf 2606 afdd, sroisspark. dessau 2634 @ poslscheck magdebarg 13701
"
E
=] ihre zeichen inra nachricht vom unsara zalchan tag
= betroff
vorsuch nine o ikt plahlar,
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DAS BAUHAUS IN DESSAU
Letterhead, 1924

Designer: Herbert Bayer
Collection of Elaine Lustig
Cohen

Herbert Bayer's letterheads for
the Bauhaus are manifestos for
a new typographic order. Rather
than provide o decorative frame
or a centered title, Bayer treated
the entire page as a surface to be
divided. Points, short hatches,
and lines of lype indicate axes
for folding the sheet and
positioning text. This lelterhead
also promales Bayer's idea that
all letlers should be lowercase,

a point expounded in small
print across the battom,
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Jan Tschichold’s book The New Typography, published in Germany
in 1928, took ideas from Futurism, Constructivism, and De Stijl and
conveyed them as practical advice for commercial printers and designers,
Functionally zoned letterheads using standard paper sizes were central to
Tschichold’s practical application of modernism. Whereas Futurism and
Dada had aggressively attacked convention, Tschichold advocated design as
a means of discipline and order, and he began to theorize the grid as a
modular system based on standard measures.

By describing the expansion of space in all directions, the modern
grid slipped past the classical frame of the page. Similarly, modern
architecture had displaced the centered facades of classical building with
broken planes, modular elements, and continuous ribbons of windows,

THE NEW TYPOGRAPIY Tichichold's dingram of geod and bad mogazine design
Diagram, 1928 advocates staggering images i relation fo content instead of
{redravn) Joreing text to wrap around blocks ineored at the center of
Designer and author: the page. Explaining this experiment, Tichichold wrote that
Jan Tschichold fis redesigned pages would be even more effective if the photo-

graphic halftones {called “Bocks”) were produced in fixed
rather than arbitrary sizes,

I have intentionally shown blocks of different and “accidental” widths,
since this is what usually has to be contended with (although in the
future, with standard block-sizes, it will happen less often).

Jan Tschichold, 1928
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ZAHN-NOPPER
Store identity, 1961-63
Designer: Jochen Stankowski
This identity system
demonstrates programmatic
approach to design, using a
limited set of elements to
constriect diverse yet genetically
linked solutions, The system is

not grounded is governed by

Mlexible rules for construction

rather than a fixed logotype.
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Classics of Swiss design
theory include Josel Mitller-
Brockmann, Grid Systems in
Graphic Design (Switzerland:
Ram Publications, 1996;
first published in 1961) and
The Graphic Artist and his
Design Problems (Switzerland:
Arthur Niggli Ltd., 1961);
and Karl Gerstner, Designing
Progranunes (Swilzerland:
Arthur Niggli, 1964). See also
Emil Ruder, Typograplty (New
York: Hastings House, 1981,

first published in 1g67).

GRID AS PROGRAM

During the post-World War 1T period, graphic designers in Switzerland
honed ideas from the New Typography into a total design methodology.
[t was at this time that the term “grid” (raster) became commonly applied
to page layout. Max Bill, Karl Gerstner, Josef Miiller-Brockmann, Emil
Ruder, and others were practitioners and theorists of a new rationalism
that aimed to catalyze an honest and democratic society. Rejecting the
artistic clichés of self expression and raw intuition, they aspired to what
Ruder called “a cool and fascinating beauty.”

Karl Gerstner’s book Designing Programmes (1964) is a manifesto
for systems-oriented design. Gerstner defined a design “programme”
as a set of rules for constructing a range of visual solutions. Connecting his
methodology with the new field of computer programming, Gerstner
presented examples of computer-generated patterns that were made by
mathematically describing visual elements and combining them according
to simple rules.

Expanding on the pioneering ideas of Bayer, Tschichold, Renner,
and other designers of the avant garde, the Swiss rationalists rejected the
centuries-old model of the page-as-frame in favor of a continuous
architectural space. Whereas a traditional book would have placed captions,
commentary, and folios within a protective margin, the rationalist grid cut
the page into multiple columns, each bearing equal weight within the
whole, suggesting an indefinite progression outward. Pictures were cropped
to fit the modules of the grid, yielding shapes of unusual proportion.

‘Constructing ever more elaborate grids, the Swiss designers used the

confines of a repeated structure to generate variation and surprise. Such
grids could be activated in numerous way$ within a single publication,
always referring back to the root structure.

This approach, which quickly became known as “Swiss design,”
found adherents (and detractors) around the world. Many American
designers dismissed Swiss rationalism as irrelevant to a society driven by
pop culture and hungry for rapidly transforming styles. Programmatic
thinking is now being revived, however, as designers today confront large-
scale information projects. The need is greater than ever for flexible
“programs” accommodating dynamic bodies of content.

The typographic grid is a proportional regulator for composition, tables, pictures, etc....
The difficulty is: to find the balance, the maximum of conformity to a rule with the maximum
of freedom. Or: the maximum of constants with the greatest possible variability.
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DIE NEUE ARCHITEKTUR/ Designed by Max Bill in 1940, this book is
THE NEW ARCHITECTURE considered the first use o,l";; spstematic, modular
Book, 1940 grid. Each image is sized to fit the colunmn
Designer: Max Bill structure—as fan Tschichold had predicted in

F:ut}mr:_ Max Roth 1928—filling one, two, or three zones.

Photograph: Dan Meyers Acknowledging the originality of its layout,
the author credits Bill as “the creator of the
typographical siructure of the book.”
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Die Balsplele diesar Seiton gaben die Physlognomis
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PROGRAMME ENTWERTEN
[DESIGNING PROGRAMS)
Book, 1964

Designer and author:

Karl Gerstner

Publisher: Arthur Niggli
Pholograph: Dan Meyers

Karl Gerstner’s book Designing
Programs is a design theory
classic whose relevance has been
renewed in the age of networked
edia. Shown here is Gerstrer's
identity for Boite a Musigue
{Music Box), in which a spstem
of elements changes in response

to its context,




GRID A5 TABLE

Tables and graphs are a variant of the typographic grid. A table consists of
vertical columns and horizontal rows, each cell occupied by data. A graph is
a line mapped along the x and y axes of a grid, each dimension representing
a variable (such as time and stock value, shown below). As explained by
Edward Tufte, the leading critic and theorist of information design, tables
and graphs allow relationships among numbers to be perceived and rapidly
compared by the eye. In tables and graphs, the grid is a cognitive tool.

Tables are a central aspect of Web design.The table feature was
incorporated into HTML code in 1995 so that Web authors could present
tabular data. Graphic designers, eager to give shape to the Web’s wide and
flacid text bodies, quickly devised unauthorized uses for the nTMmL table,
transforming this tool for representing data into nothing more nor less than
a typographic grid. Designers have used the table feature to control the
placement of images and captions and to build margins, gutters, and
multicolumn screens. Designers also use tables to combine multiple styles
of alignment—such as flush left and flush right—within a document, and
to construct elegantly numbered and bulleted lists.

GRID | 130

COLLAPSE OF ENRON {BELOW)
Interactive information
graphic, 2002
NYTimes.com; courtesy of
The New York Times

This on-line data graphic links
a timeline of events leading to
the financial collapse of the
Enron Corporation with a
graph of the company’s stock
price. As the user's cursor
pusses over each red circled
number, text appears describing
an event that occurred at that
time. For example, in October
the company's CEO froze his
employees’ qoi(k) refirement
funds as the company's stock
was plummeting.
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Enron reduces the assets on its balance sheet by $1.01 bilion to
correct an accounting error involving the Raptor partnerships.
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On the aesthetics and ethics
of information design, sce
Edward Tufte, Envisioning
Information (Cheshire, Conn.:
Graphics Press, 1990),

On designing accessible Web
sites, see Palrick Lynch and
Sarah Horton, Web Style
Guide: Basic Design Principles
for Creating Web Sites (New
Haven: Yale University Press,
2001). See also the site
www.webstyleguide,com.

MICA.EDU
Web site, 2004

Designers: Carton Donofrio
Partners

Publisher: Maryland Institute
College of Art

HTML tables, with their borders
gently expressed, are an element
of this neatly gridded Web page.

By creating cells that span multiple columns and rows, designers
build layout structures that bear little relation to the logically ordered fields
of a data chart. A master table typically establishes areas for navigation,
content, and sile identity, and each region contains a smaller table—or
tables—inside itself. Grids propagate inside of grids.

HTML purists reject such workarounds as spurious, even unethical,
design tactics. Visually driven, illogical layout tables can cause problems for
sight-impaired users, who implement various devices to translate digital
pages into sound, cell by cell, row by row. Assistive screen readers
“linearize” digital text into a stream of spoken words. Accessibility experts

encourage Web designers to “think in linear terms” wherever possible, and
to make sure their tables make sense when read in a continuous sequence.
Accessible Web sites also consider the needs of users working with older
software or text-only browsers. Linear thinking helps not only non-sighted
audiences but also the users of cell phones, hand-held digital appliances,
and other devices where space is tight and text is dominant.
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BEYOND HTML

urmr, the technology that allowed the Internet to become a global mass
medium, is the virtual counterpart to letterpress, which mechanized the
production of the book and cleared the ground for a world culture of print,
Like letterpress, HTML is a text-hungry medium that can be coaxed, with
some resistance, to display images. It is fundamentally driven by text, from
its open, readable source code to the type of content it is designed to display.
HTMI coexists with other languages on the Web, just as alternative
technologies appeared alongside letterpress. Lithography, invented for the
manufacture of images in the eighteenth century, quickly became an
advertising medjum that incorporated words as well as pictures, just as
letterpress made space in its mechanical grid for woodcuts, engravings, and
photographic halftone blocks. In the twentieth century, lithography replaced
letterpress as the world’s dominant printing method; used with digital or
photographic typesetting, it conveys text and pictures with equal comfort.
Lithography is not governed by grids as relentlessly as letterpress;
neither is Macromedia Flash, the animation software that became a
common Web-design tool. Flash was originally designed for the creation of
vector-based cartoons. Although its primary purpose was pictorial, it is now
used to construct the interface and content, both graphic and textual, of

entire Web sites,

Although Flash scripting manipulates objects in a field of x and y
coordinates, the sites created with this technology often appear less tightly
controlled by grids than the tabulated pages of rrrm1. The Flash sites that
became, in the late 19gos, icons of a new Web aesthetic are more cinematic
than typographic, and often feature a painterly mix of word and image.

00 GRAPHIC DESIGNHEL CONCENTRATE

FEED THE LITTLE CHOPPER
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ransparent gif

Hand-coding HTML is as
stow and deliberale as selting
metal type. Emply table cells
are used to oul areas of open
space, bul HTMI makes
these collapse if the cells are
truly emply. causing the grid
to implode. The transparent
images that offen fill these
spaces are virtual equivalents
ta the blank spacing material
af metal type.

FHE CIHOPPING BLOCK
Web pape (detail)

Designers: Thomas Romer,
Jason Hillyer, Charles
Michelet, Robert Reed,

and Matthew Richmond,

The Chopping Block

This Web site reprises the design
of early twenticth-century fruit-
crate labels, which were
produced as lithographic prints
that merge text and image.

The Web page is animaled,
loading elements over time,
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WWW.SANDRERG.NL

Web site, 2003

Designer: Luna Maurer
Publisher: Sandberg Institule
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The grid is a navigation device
that warps and changes as the
user rolls over it. The vertical
axis represents departments fn
the school, and the horizontal
axis represents types of program
information. As the user pusses
grid, cells fill with light
and appear to lift away from

overt

the screen, indicating the
availability of information at

that intersection,
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WILLIAM GIBSON'S 1984 NovEL Neuromancer envisions cyberspace as a
vast ethereal grid. Gibson’s data cowboy leaves behind the “meat” of his
body and drifts off into a “transparent 3p chessboard extending to infinity.”
The image of this grid is projected on an internal surface of the mind,
bound by no screen or window.

The grid as infinite space—defying edges and dominated by mind
rather than body—is a powerful instrument within modernist theory, where
it is a form both rational and sublime. In the early twentieth century, avant-
garde designers exposed the grid in order to dramatize the mechanical
conditions of print. After World War 11, Swiss designers built a total design
methodology around the grid, infusing it with ideological intention. The grid
was their key to a universal language. With the postmodern turn toward
historical, vernacular, and popular sources in the 1g7os and 1980s, many
designers rejected the rationalist grid as a quaint artifact of Switzerland's
own orderly society.

The rise of the Internet has rekindled interest in universal design
thinking. The Web was invented in the early 19gos (in Switzerland) to let
scientists and researchers share documents created with different software
applications. Its inventor, Tim Berners-Lee, never guessed it would become a
design-driven medium connecting vast numbers of differently abled and
divergently motivated people around the globe.

y Universal design systems can no longer be dismissed as the
irrelevant musings of a small, localized design community. A second
modernism has emerged, reinvigorating the utopian search for universal
forms that marked the birth of design as a discourse and a discipline nearly
a century earlier. Against the opacity and singularity of un iquevisual
expressions—grounded in regional preferences and private obsessions—
ideas of commuonality, transparency, and openness are being reborn as
information seeks to shed its physical body.

To produce designs that are objectively informative is primarily
a socio-cultural task. Josef Miiller-Brockmann, 1961
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On the invention of the

Web, see Tim Berners-Lee,
Weaving the Web (New York:
HarperCollins, 1999). Fora
cantemporary account of
universal design thinking,
see William Lidwell, Kritina
Halden, and Jill Butler,
Universal Principles of Design
{Gloucesler, Mass.: Rockport
Publishers, 2003). See also
William Gibson, Newromancer
(New York: Ace Books, 1984).
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We've just uploaced a Tew
demos of Vector Video Sulte 2,
wrhich re-complles video in

halftone forn galn using
custom vector assets,
Howvever, the halftone formst
scales the vector sssets to
creata pools of llght and dark-
Click here for more info.

Partnars, Branden Hall and

Joshua Davis, have developed &
sulte of software that re-

complles vi g any vector
bazed assets fed into the

system. Veclor Video Suite 1

has tha abiity to associate a
scope of vector assets o

specific tanges of color, a2 in

the flr=t typeface example. Click
hers for more Info. 3

e Just finished & nine minute
random generative DVD, :
issionad by Li Edefkoort,
' produced for her Lupcoming :
blennial *Armour, ihae fortification -
ot 40 Eais oy

1
for further information o 2o

JOSHUADAVIS.COM

Web site, 2004

Designed by Joshua Davis

The anonymous coolness of

“old school” Swiss rationalism
resurfaced in Web design, as seen
in the use of flush lefl, lowercase
Helvetica and consistent grid

Spstems,
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Flash guru foshua Davis, who
designs serene screen layouts with
scripted animations, is a leader
in this return to the rational roots
of mid-century graphics, now
inflected with the voice of new
media.
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grain of the page.

FORM — ZWECK 27

Designers: Cyan, Berlin

In the pages of this
experimental journal, compact
columns of justified text are

pushed to the outer margins,

By marking paragraphs with
spmbols rather than indents and
line breaks, the designers have
maximized the density of the
text field. Running heads, page
numbers, and inages are
narrow channels cut into a solid
wall of text. Foolnotes are also
treated as fustified blocks,
turted go degrees against the



GOLDEN SECTION

No book about typography would be
complete without,a discussion of the golden
section, a ratio (relationship between two
numbers) that has been used in Western art
and architecture for more than two thousand
years. The formula for the golden section is
a:b=D0: (ath).
This means that the smaller of two elements
(such as the side of a rectangle) relates to
the larger clement in the same way that that
the larger element relates to the two parts
combined. In other words, side a is lo side
b as side b is lo the sum of both sides.
Expressed numerically, the golden section is
1: 1618

Grip [ 138

The golden section, which
appears in nature as well as in
art and design, has many
swrprising properties. for
example, wher you remove a
square from a golden
rectangle, the remainder is
another golden rectangle, a
process that can be infinitely -
repeated lo create a spiral.

Somie graphic designers are fascinated with

the golden section and use it to create various grids
and page formats—indeed, entire books have been
written on the subject. Other designers believe that
the golden seclion is no more valid as a basis for
deriving sizes and proportions than other methods,
such as beginning from standard industrial paper
sizes, or dividing surfaces into halves or squares, or
simply picking whole-number page formats and
making logical divisions within them.
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enienl witbii the o
thee inlesnal pressur
frame (page, screen,
it Dol

‘ in the
letterpress,
Swatrerlard

muesh that 1
b sl
erc

Golden rectangle of text on Golden rectangle of text on
8.5 % 11-tnch page (U.S. standard) A4 page (European slandard, 210 x 297 mm)

Commercial printer: )
prefer to worl with pages trinmed global navigation

to even measures rabher than with
obscure fractions. Fowever,

yoie can float golden rectangles
within a page of any trim size.
subcontent

For a mare detailed account of o ~man : b

content 2
links

desipn and the golden section,
see Kimberly Elam, Geometry

of Desipin (New York: Princeton
Architectural Press, 2o01),

For an emphasis on applying the
golden section to typagraphy,

see John Kane, A Type Primer
{Lendon: Laurence King, 2a02).

1t may well be absurd to base a Web site on the golden section,
but here, nonetheless, is a design for one, This wire frame diagram
describes @ Web puge thal is 500 x 8og pixels, The “golden screen”
is then divided with squares and golden rectangles.




SINGLE-COLUMN GRID

aplcal user
1t et
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This standard, 8.5 x 1t-inch page has even marging
all the way around. It is a Righly economical, but

not very interesting, design.

Every time you open a new documernl in Quark
XPress or Adobe InDesign, you are prompted
to create a grid. (Microsoft Word, on the other
hand, doesn’t ask; it just makes a grid for you.)
The simplest grid consists of a single column
of text surounded by margins.

By asking for page dimensions and margin
widths from the outset, layout programs
encourage you to design your page from the
outside in. (The text column is the space left

over when the margins have been subtracted.)
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tighils defired

This page (s an inch shorter than a standard
US office sheet. The text block is a square, leaving

margins of varying size.

Alternatively, you can design your page

from the inside out, by setting your margins
to zero and then positioning guidelines and
text boxes on a blank page. This allows you
to experiment with the margins and columns
rather than making a commitment as soon
as you open a new document. You can add
guidelines to a master page after they meet
your satisfaction.




GRID | 141

Books and magazines should be designed
as spreads (facing pages). The two-page

spread, rather than the individual page, is

the main unit of design. Left and right

margins become inside and outside

margins. Page layout programs assume that

the inside margins are the same on both
the left- and right-hand pages, yielding a

symmetrical, mirror-image spread. You are

free. however, to set your own margins and

create an asymmetrical spread.

SINGLE-COLUMN GRID

ERID AT PaGE DN

In this synunelrical double-page spread, the inside
marging are wider than the ontside margns,

creating more open space al the spine of the book.

In this asymmetrical layout, the lefl marain is

always wider than the right margin, whether it

appears along e inside or outside edge of the page.
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There are numerous ways Lo use @ basic columin Iti this variation, images and text share
grid. Here, one column has been reserved for column space.

images and captions, and the others for text,

While single-column grids work well for N | S [l il
simple documents, multi-column grids
provide flexible formats for publications that
have a complex hiearchy or that integrate text
and illustrations. The more columns you
create, the more flexible your grid becomes.

' You can use the grid to articulate the hierarchy
of the publication by creating zones for
different kinds of content. A text or image can

Elements
of varying
width are

staggered !

within the |
siructure of

the grid.

occupy a single column or it can span several.
Not all the space has to be filled.
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A horizontal band divides a text zone from an
image zone. Elemments gravitate lowards this line,

which provides an internal structure for the page.

In addition to creating vertical zones with L
the columns of the grid, you can also divide
the page horizontally. For example, an area =
across the top can be reserved for images and
captions, and body text can “hang” from

a common line, In architecture, a horizontal I
reference point like this is called a datum,

|

Columns of text hang from a datum,
falling dowmward with an uneven rag

across the bottom,




Ifang Leisalpa
(Schloss),
2090 Meter

Valser Quarzit
Druckfestigkeit:
elwa 217 Nfmm?
Rohdichta:

2.608 kg/m?
Wasseraufnahme-
koeffizient:
Masse -4 0,25
Gelriiste Stein-
platten: Starken
6,3, 4,7 und 3,7cm
Toleranz:1mm
Brellen:12-3ocm
Lingen: bis 3,20m
iber 6o.000 [fm
Fugenbreite:
etwazmm

und verdichtet, wie dies im Betonbau iiblich ist. Da der Beton
bei diesem Vorgang die Vor- und Rickspriinge der Riickseite
der Steinplattenwand umfliesst, entstand eine vorziigliche
Verzahnung und Verbindung der beiden Materialien Kunststein
(Beton) und Naturstein.

Allerdings konnten die Wéande nichtin ihrer ganzen Héhe
auf einmal hintergossen werden. Das musste in Héhenetappen
von 50 cm erfolgen. Erstwenn der Beton einer Lage eine bestimm-
te Festigkeit erreicht und sich mit dem Mauerwerk verbunden
hatte, konnte die ndchste Lage von 50 cm dariiber betoniert
werden. Eine hohere Schittmasse von fliissigem Beton hatte
die freistehenden Steinplattenwinde seitlich weggedriickt.

Insgesamt wurden fiir die Wande der Therme 450 m? oder
1300 Tonnen Valser Quarzitplatten zu 3100 m* Wandfléche in
20 Schichten pro m* verarbeitet. Die Lange aller verwendeten
Plattenstreifen zusammen ergibt ein Total von 62.000 Lauf-
metern, was der Strecke von Vals nach Haldenstein entspricht.

Peter Zumthor

Boden

Breiten der
Bahnen:8-1ocm
Lingen: bis 3.20m,
je Platte zum Tell
iber3m®in einer
Stiirke von 2 cm
Oberflachen:
poliert, gefrast,
gestockt, ge-
schliffenin allen
Maglichkelten
und einer Fugen-
breite van1 mm

Fugen und
Mirtelmasse
EMACO R 304
BARRA B0 Firma
wmeT | Eckverbin-
dungen, Schwel-
len, Sturzplatten,
Treppenunter-
sichte und Tritte,
Sitze als einzel-
ne Werkstiicke
gefertigt | minimale
Toleranzen (weit
unter sia-Morm)
beim Schneiden
und Vermauern
der Steine, wie zum
Beispiel auf 6 m
Hihe weniger als
s mmToleranz

Grotten
Trinkstein:
paolierte Quader
aufeinander-
geschichte Grosse
elwa o,5-1m?
Quellgrotie:
gehrochener
Steinim Innern
Schwitzstein:
eingefarbter und
polierter Beton
Steininsel:
grossformatige
gespaltene Platten
biszuam*je
Platte




STEIN UND VASSER,
WINTER 2003|04

Booklet, 2003

Designer: Clemens Schedler,
Biiro fiir konkrete Gestallung
Publisher: Hotel Therme,
Switzerland

This publication for a spa in
Switzerlund uses a five-column
grid. The main text fills a four-
column block. and the smaller
fexts occupy single columis.
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Paperback
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Architecture

Béla Bartok

Kenmeth Chafmers

= Sets Béla Bartdk (1881-1945) and his work In the context of his homeland Hungary and his
native city Budapest, where he lived for most of his adult life

* Covers the full range of his work from his early explorations of the folklore of Hungary to his
Third Plano Concerto composed on his deathbed In the United States

+ Brings out the singular nature of his genius and the ariginality of his conteibution to music

Kenneth Chalmers is an author, translator and campossr who has written on 8artdk, Berg,
Stravinsky, Verdi and Weill, and collaborated on Decca'’s 20-volume Mozart Almanac
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e 56 it The Beatles
Fyxble nines
L Allan Kozinn

- 2085 (AN
- LS

« Follows the extraardinary development of the four self-taught musiclans from Liverpool
from thelr beginnings until the break-up In 1970

+ Examines why the innovative music of the Beaties - created, at least initially, as ephemera -
has remained so durable

+ Considers not only the commercially released disks but also studio outtakes, demos,
unreleased recordings and broadcast performances

+ Sets the group's evolution agalnst the backdrop of the popular culture explosion of the 19605

i Allan Kazinn has written musical criticism for the New Yark Times since 1977 and won ASCAP
b awards for his work, Including the book Mischa Elman and the Romartic Style

‘A well-rounded, readable account, Makes a convincing case for putting the Beatles on the
shelf between Bartok and Boulez. [The Sunday Times)

PHAIDON! FALL 2003
C.‘Jh‘l|og‘lu'. 2004

Designer: Hans Dieter Reichert
Publisher: Phaidon
Photograph: Dan Meyers

This catalogue for a boak
publisher provides a rational and
elegant structure for displaying
Tundreds of different books, each
one presented as o plysical object
annolated with documentary data.
The margine act as a navigational
interface for the catalogue.
Divisions occur both horizontally

ad vertically.




! Discovery in Dipital Craft
A Veyheards. digital and musical

Play serv

within understood ru

ma

military-industrial wotld of computing, one
important way lo do 50is to play,

Play takes many forms, For example, it can be
individual or social. According to one classic
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Malcalm McCultough 1

risk, Learning eccurs through qui
es of a game, ¢
ion, Play does not use Up S0 mMuch

builds is commen sense, Play's endlessly varabla
saries of awkward, exaggerated molions seeks oy
tha approximate arena for laler devalopment of frpe
competence,

There is much te be said for play in a madiym,
It a medium is defined by its affordances and con-
straints, then learning consists of exploring thase
properties, Experimentation is especially useful for
hecoming familiar with constraints: we learn {.van'.purl
mistakes, We must accept that beginning work inz
new meadium will be full of selbacks. There will alsa |

[axanomy, indnadual play includes pursuit of sensa-
tions, exercisa of molar apparatus and experimenta-
tian with higher mantal powers, This mental play
includes exercise of attantion, emation and will.
Attention play includes tests of memory, imagination,
focus and reason, On the cther hand, social play
includes lighting and rivalry, loving and couriship,
imitaticn and stalus seeking, Imitative play includes
movemants, drama, behavioural constructions and
emulaticn of inner stales. *

Crafts and craft learning embrace guite a ranpge
of these playful forms. Arguably, no productive
process comhbines so many so well, Sensalion, skilled
mation, attention, invalverneant, will — all musl be
balanced, and (his is the basis for craft as recreation.
Craft learning is a form al imilalive social learning,
Movements are physical skitls taught directly,
whelher by demonstration or coaching. Drama is a
lesser component here, although it may be under-
stood in the willful suspension of disbalief that allows
participation in an abstract mediugn. Constructions
are the artifacts, They are the plaslic play, the visual
oxamples, the operaticnal learming, Finally the inner
stata is the patience, reflectivity and intant that dis-
tinguish the mastar,

Play serves learning though experimentation
without risk, Play often lacks any immedialely obvi-
ous alm other than the pursuit of stimulation, but
functions almost instinclively to serve the process of
development, Learning occurs through quick, impre-
cise actions, conducted within understood rules of a
pame, and free from threat or consummation, Play
does not use up so much as build. One thing it

£ Kast Grons, The Plap of Man, Sew Yark: Apalefan and Co., 1601

ba forluilous discoveries, however particularly of
affordances, Design is not only invention, but alsy
sensilivity to a medium, Crafl cannot be merely in
service of technigue, ar of inappraprialely concelved
ends. Tha craftsman must begin to feel something
about the artifacts, and only cartain moves will fesl
right,

Of course when it comas to computation, wa
all must learn. In a sense, we're all children— the
medium is $hat naw, And of course, the most fluant
experls here are often quite young. As all of us lzam
about this promising new domain, a chain of develop:
ments should be clear: play shapes learning; lzaming
shapes the mind; mental structures shape software;
and software dala struclures afford work and play.

Structure and Improvisation
The mastar at play improvises. Consider the jaz
planist. In Ways of the Hand — The Organization of
Improvised Conduct (1978), the musician David
Sudnow gives us a rare description of otherwise taci
knowledge in action, Improvising en a piece tzkas
much more talent than simply playing fram a nota-
tion or learning by rote, Sudnow explains. Marzover,
improvising begins with a sense of struclurs, from
which it builds a cognilive map. Far example, the
‘way In' to an arpeggio is mentally mapped. The
structure of the keyboard presents a physical map of
a chord, which may be modified in countless ways by
physical moves, One could play the adjacent keys, for
example, or one could translate by any arbitrary Infer
val, One cauld transpose or invert, One could chang?
Lhe order in which the notes were played, or the
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1 Then Discavury n Bigital Cralt
hey ol digisal ard musical

tempo, or the attack and decay, Of coursa ore could
cubstitute daminant. major and minor chords
Sudnow argues that becavse these varations

gre sequences of physical posihians, thoy are learned
g5 active shills no langer na ry to be understaod
atamental level, Eacl becomes a handiul, That the
hand gets a hald of & variation on a chord is indicat-
za vy observed tendencies to starl into particular
sequences with certain fingers on certain keys, The
manceuyra is knawn by the hand, and the mind anly
maps lhe way in. Tha ability to madify the run note by
note — which wauld require conscicus altention —
only comes later, Even witheut atlentive inlellectual

~ quidance, howaver, the natural tendency of the hand
15 nol to repeat itself, even in a series of figural repeti-
tions, Thus once a sufficient repertoire of runs is
laarned, this tandency inharently ensures a richnass
to the sound, The hand searches its territory for
sequences, which process replaces a faithfulness lo
fhe score, and that makes jazz. For example:

Malcalm MeCullaugh 113

]

5 the first, the doubled back
wenl fast again, but over differant pitches..,
There wera innumerable variations possihle;
Inoking at ‘structure' in this way and carra-
sponding to various continuily practices, ways
af the hand were cultivated that were suited to
the performance of such manoeuyres,..
Transpesidion of such a figure lo a naw seg-
ment and correct repetition with respect lo
pitch, withaut slowing it down or slowing down
parls of it. involved caping with the topegraphy
of the tarrain by the hand as a nagotiative
organ with various potentials and lirnitations, !

5

Although jazz is the chyvious case, it is hardly alane,
Impravisation plays a rele in many conlemporary
practices, and in many lraditional erafts, Few of {hese
woarlds employ such a singular Instrument as the
plana; few are able to turn so much aver to Lhe
hands, but all invelve playiul response to a structure,
For examnple. of industrial dasign, Herbert Read insist-
ed that *Art implies values more various than those
determined by practical necessily! ! As a modarnist
and industrialist, he fell admiration for fundamental
structural laws, such as the galden section also
admired by his contemporary Le Corbusier, Ho was
canvineed, however, that melrical irregularitias based
on a governing structure, rather than slavish adhar-
ence ta the laws in their precision, was the basis for
pleasurable expression, He ciled Ruskin's line that
"Bl beautiful lines are drawn under mathemalical
laws arganically transgressed,” * He hald that this
was the case even In tha usaful {induslrial) arts.
Consider the case of processing a digital pha-

The new run could ba in various olher ways |
only ‘essenlially related (o the preceding run.
Say the first staded slow and wenl up fast, then
doubled back and went fast again, while the sec-
ond started slowly and came back down through

EVen i

The natural tendency of the hand is net lo repeal is
a series of figural repetitions, Thus once a sufficiert reper-

tograph. The makeup of the rastar image file, the varl-
ous tane scale and filtration operators, provides a
very clear structure in which to work bul demands no
particular order of operalion. The complex
microstructure of the sampled pixals provides a sub-

toire of runs is learnad, this lendency inherently ensures a richness
to the sound. The hand searches its territory for sequences, which
process replaces a failhfuiness to the score, and that makes jazz,

1 Davld Sudnow, Ways of
Canduct, CurEridge, MA
A Herbart Read, Art and Irdustry-
Mw Yors: Harlzon Press. 1854 [193¢]
& thief
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"DESIGN IMDPLICATIONS

OF NEW MEDIA

Book. 1999

Designers: Mevis and

Van Deursen

Edilor: Jan Abrams
Publisher: Metherlands
Design Institute
Photograph: Dan Meyers

I this book about new media,
a fwo-column grid contains the
main body of text, The pull
quotes, running across two
colwmns, are framed in thinly
ruled boxes that suggest Hhe

overlapping “windows” on a
compuiter screen. The lop
margin, which resembles the
tool bar in a browser, provides
an interface to the book,
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DESIGNING TROCGRAMS
Grid diapram, r963 {redrawn)
Designer: Karl Gerstner
Arthur Niggli, Zurich

This square grid consists of six vertical
columns and six horizontal modules,
overlayed by grids of one, two, three,
and four units.

Vertically, the grid is governed
by a 10-point measure, which
would determine the spacing of
type from baseline to baseline.
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Cridsystems [ [ | I (Grid systems

This modular grid has four columns and four rows. Endless variations are possible.
| An image or a text block can occupy one or more
. ||Jl'.‘|'f||]lr"\.
A modular grid has consistent horizontal | ) ] '
divisions from top to bottom, in addition to oy 1 I
: 239 . . Ao Rt Grid systems
vertical divisions from left to right. These nekiot]

modules govern the placement and cropping
of pictures as well as text. In the 1950s and
1960s, Swiss graphic designers including
Karl Gerstner, Emil Ruder, and Josel Miiller-
Brockmann devised modular grid systems

like the one shown here.

Create the horizontal divisions f:}' J'.'e}-.fu,ll_' f

“type ruler” along the lefi edge of the page.

Uisingr this ruler, position guidelines corresponding

to the line spacing (leading) of the type.
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;s Création intégrale
intagial design L L

Seiton 228/227/228
Ein Bild- und Tewbuch, aul der Grundiage smes Ransiiea
4 Quadraten aulgebaut. D Ragter ist hlerdas Mitlel a1 2

,,. und Tu einar
. Endergetinis sall der Aaser alcht aulialen, e 5ol wn de e
sk dlur Werte und Bildsheman

Pages 226/227/218: A taok contaming fures and e et
onagrid gatiem of nina squares, This memel |
estnbilishing n larmal unity betaean i ditwentanaymas

text and dilfatent slzes and shapes of picture, The Fioes ‘
shauld nat i 3 inal her be
cancedled by the diversity of pistansl subjects ssdfr-
qraphical valugs

Pagees 226/227/228

U livra Hlustré conatruis surla base o'una e da d ik
Laframé eat e 'dmant d'unisé ruliard snre suxles S
tutes ot formats d'images. Dang |o résultat dbfingl, ity
doit pas Bere trop fappante, mals spulemant percapiid k
travars b divarsti des yatours &1 des sulsts d Tiksyatisn. ’

[
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Irlogral design
Gral design Critatian inidrala

TYPOGRATHY In this classic design lext,
Book, 1967 Emil Ruder demonstrales the
Designer and author: wse of @ modular grid.

Emil Ruder
Publisher: Arthur Niggli

Photograph: Dan Meyers
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Use a modular grid to arrange a text in as
many ways as you can. By employing just one
size of type, flush left only, you will construct a
typographic hierarchy exclusively by means of e
spatial arrangement. To make the project more
complex, begin adding variables such as
weight, size, and alignment.
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PERIODIC BREAKFAST TABLE
Magazine page (detail)
Designer: Catherine Weese
Photography: John Halpern
Publisher: Patsy Tarr,

2wice Magazine

This chart organizes breakfast cereals by
shape and annotates them according to a
dozen characleristics, from fiber content to
price per pound. Visual displays of data
allow readers to quickly compare itenms,
One might observe, for example. that in
breakfast cereals, intensity of sugar is
usually accompanied by intensity of color.

————
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NEW JERSEY TRANSIT, NORTHEASTERN CORRIDOR TIMETARLE
Original schedule with redesign by Edward Tufte

From Edward Tufte, Envisioning Information {Cheshire, Conn.: Graphics Press, 1990).

The original design {top) is organized with heavy horizontal and vertical divisions. Tufle calls this a
“data prison.” His redesign uses the alignment of the typographic elements themselves to express the

table's underlying structure.

The design of charts and graphs is a rich and

[lAceounT ‘ LCCOENTRAME HLALIECRIACED ¢ subtle area of typographic praclice. In a data
[07001 _ [instuctional Supphes I 305 | table, the grid acquires semantic significance.
| _ , - Designers (and sofltware defaults) often over-
[| 101002  [office Supplies [ 345 ! e : :
i emphasize the grid, rather than allowing the
| 102004 |Equipment- Non-Capital | 1,28 | =
[ ; i data to command the page and stake out its
- i .
| .II 105009 ]Travelt:onference Fees ’ F56 :, own territory.
|| 110004 | [Miscellaneous Entetainment | 56 |
[ 114005 [Postage/Shipping-Looal Courier | | joq L R R CRIME
| DATA PRISON
| [ 154109 ITemp glaltioatiaciual ’ 3% The rles and boxes used in data tables
| | 1511814 !Honoraria-CrﬂicsNis Arist | 1,000 should illuminale the relationships
| i among data, not trap each entry inside
] IDEPARTMENTALEXPEHDITURES ] Sran(r e
| i a heavily puarded cell,




DATA TABLE

EXERCISE
118 BEHAVIOUR TO INTOXICATED FRIENDS.
Tabular View.—Experiments on Ants under
Chloroform and Intozicated.
CHI,OROFORMED ANTS.
FrIENDE BIMANGERE
[ Unre- T Unre-
To Ness W.Efar mgizd To Nest Wn‘:er mlui\l;:d
Sept. 10 o+ 1
14 4 2 2
and brought
out again
16 1 1 3 2
and brought
out again
20 8 1
Oct. 2 5 1 4
3 and brought
ouf again
6 5 4
1 20 4 3 20 2
- INTOXICATED ANTS.
Nov. 20 3 2 b 1
22 2 2 i 8

cases some of the Ants had partly

recovered; in

the

In these
following they were quite insensible.
Dec. 1 7 2 3 (i
‘none brought all these
out again brought out
again
8§ 16 5 3 15
none brought all these
- out again brought out
again ,
Jan. 15 4 3 1
17 3 [
none brought one brought
out again out again
27 t 4 2 30 Ak
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INTOXICATED FRIENDS
Data table from Sir John Lubbock,
Ants, Bees, and Wasps (New York:
0. Appleton and Company, 1893).
The author of this experiment

. studied how ants responded upon

meeling either “friends” (members
of their own colony) or “strangers.”
Ini the first experiment, the fricnds
and strangers were rendered
unconscious with chloroform.

In the second experiment, the ants
were merely intoxicated. The
chloroformed ants—whether friends
or strangers—were usually taken

Jfor dead and pitched into a moat of

water surrounding the colony.

The intoxicated ants were treated
with more discrimination. Many of
the drinken friends were taken back
to the nest for care and rehab-
ilitation, whereas drunken strangers
were generally tossed into the moat.

Ants, one might conclude, should not

rely on the kindness of strangers.
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FRIENDS STRANGERS
LEFI | TAKEN THROWN BOTH NEST LEFT TAKEN THROWN BOTH NEST
ALONE TO NEST IN WATER AND WATER ALONE TO NEST IN WATER AND WATER
SEPT 10 ssss ssns
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14 . e =
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15 . . . .. °
o
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T ]
s g
acT o2 (XX RN sene - s
2
ob snees ween g
TOTAL o4 10 o1 o2 20 o3
I
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NDV 20 (EX = . (R XYY
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o
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o
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©
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10TAl ab 12 oy 02 oz 13 o7
Find a chart from an old science book or The redesign (above) eliminates many of the ruled
other source, and redesign it. Shown at lines, replacing them, where needed, with a pale tone
left is a nineteenth-century table that unifies the long horizontal rows of data. The
documenting an experiment about ants, redesigned chart also replaces most of the numerals
The old design emphasizes vertical with dots, a technique that lets the eye visually
divisions at the expense of horizontal compare the results without having to read each
ones, and it jumbles together text and numeral separately.

numbers within the table cells.
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@ 1999-2003

.
Typotheque is a type foundry developing

and marketing conternpaorary ariginal
fonts for the Mac and PC. Our
commitment is to continue the traditions
of Independent type foundries,
contributing aur tiny bit to the continuous
sequance of typa history, creating quality
typefaces that reflect our time and serve
its naads,

—Fadrs Sans 2.0 released (16 Jul 2003)
—Fadra reviavad by Andy Crewdsaon (16
Jul 2003)

—Latt

<+ by Gerrit Haordzij with a 30%
discount (02 Jul 2003}

—=Fhe Flemants of Ty
available (06 Jul 2003)

hort iistory of the Prnkad W
auallahle (06 Jul 2003)

o Dut [18 Jun 2003)

iz now

Word now

A:Id vuurself to our naws amall list, We
use the list to help keep you infarmed of
tha naew fonts, spacdial limited offers, and
major updates, We never sell your emall.
(You will receive 3-4 emails a yaar)

TYPOTIHIQUE.COM
Web sile, 2003
Designer: Peter Bilak

Multi-column grids provide a
logical way to organize Web
pages. Conlent occupies the center;
the top and left “margins” are
reserved for branding and
navigation.

Fedra Sans2.0

L|,h' Boak Normal Medlum Bold

Version 2.0 of Fedra Sans Improves the
consistency of the font and adds new
varsions to the type family, Details of the
revision are explained in th

: Tha articles saction is our attarmpt to

: collect relevant published and previously
! unpublished taxts, not directed
exdusivaly to academic pears and

: students, but to a broader audience of

¢ individuals with an interest in design

E criticism, typography and graphic design,
i At the moment the collection contains

| avar BO texts |n four categories: features
E raviews, intary ¢

y our interactive Font Tecter with
memary, You can preview and try our
cormplete library of fonts, as well as chat
with your friands, Works also with special
characters and characters with diacritics,

1bo

GRID |

' @EBIE2003

k won the first prize at
s year's Greek Graphic Dasign &

llustration Awards, Both monotonic and

olytonic versions are coming oon.

dra Senf G

i Besides fonts, we offer a small selection
of ook s an type design and typography,
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HOUSE-A-RAMA

BUY IT NOW!

HOUSEIND.COM
Web sile, 2004
Designes: Andy Cruz, Tal

Leming, Ken Barber, Rich

Roat, and Bondé Prang
Publisher: House Industries
Like many Web sites, this one
places local navigation in the leff
column and reserves space for
branding and global navigation
across the top. These components

Serve ol t!_ﬁ'mn:tﬁ:r the content
at the center.

House-a-Rama Font Kin $100

Three Fonts
- 54 Dingbats
= 14 Hlustrations
= Four Patterns

BUY IT
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ALGAD JAMBALAYA
Poster, 1997

Designer: Stefan Sagmeister
Publisher: American Institute
of Graphic Arts

Letters can be }nudr:ﬁr}m

nearly anything, even chicken fecl,






