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Abstract

This thesis considers the design of a combined industrial printing and pub-
lishing house as a semi-public institution. The site is in Halifax, Nova Scotia.
The institution includes a bookstore, archive, studio, book conservation facil-
ity, and guest rooms, in addition to printing and publishing. Research included
relevant literature, an applied course in typography, and a working visit to
Gaspereau Press. The way program elements are brought together and over-
lap relates to the formal strategies of spatial organization in typography. The
design as a setting for human activity relates to the relationship between text
and content in the activity of reading. The simultaneous presence of the prac-
tical and the creative in the practice of architectural design is also explored in
relation to typographic practice. The intention is to clarify both the object of
design and the practice of design in comparison to both aspects in typography.

This then further clarifies the relation of the program to the built work.
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Chapter 1: Introduction

Thesis Question

How can a study of the practice of typography inform

the practice of architecture?

Definitions

TYPOGRAPHY

Underlying the study of typography are broader ques-
tions related to drawing, the line and the scribe, as well as
questions of language and meaning. However, when draw-
ing lessons from typographic practice, emphasis is on the
making of books and other material designed for continu-
ous reading.

Typefaces for continuous text are subject to different
criteria than typefaces for headlines on posters and in
advertisements, for book jackets or for decorative pur-
poses.l

We can refer to this as typography as a vessel for some-
thing else, a content beyond its form, so that the typog-

raphy itself can be described as invisible typography.

ARCHITECTURE

In architecture the emphasis is on places designed and
built to serve as settings for the activities and practices of
daily life. The unexplored implication is that architecture
understood in this way can inform the practice and study
of architecture in a more general sense, though different
or additional conditions clearly exist in the design of iconic

buildings and monuments.

1 Jost Hochuli, Detail in Typography: Letters, Letterspacing, Words,
Wordspacing, Lines, Linespacing, Columns (London: Hyphen Press,
2008), 10.



PROPOSAL

The proposed design is meant to conflate distinctions
by placing the industrial activity of printing, with the ac-
tivities of publishing, in the center of the city, and to treat
the entire enterprise as a civic institution. The presence of
the industrial building in a commercial district is not meant
to provoke contrast. Instead, much like the overlap of the
printing and publishing activities inside the building, it is
meant to suggest continuity, to give built form to the pos-
sibility that work and play, commerce and industry, all of
these are part of the every day, part of how we live, and

part of the whole identity of the city as a human proposal.



Architecture and Typography
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Inscription by Leon Battista Alberti, on the frieze of Santa Maria
Novella, c. 1460, similar to letters on the Tempio Malatestiano, Rimini.
From Paul Stiff, ‘Brunelleschi’s epitaph,” in Typography papers 6.

From Stroke to Outline

On the facade of the Tempio Malatestiano in Rimini,
begun in 1450, we see the carefully constructed Roman
letters of Leon Battista Alberti.2 According to Mardersteig,
the effort to revive the Roman inscription letters began
here on this renovation of the Gothic church of San Fran-
cesco with the efforts of Matteo de’ Pasti of Verona and
Agostino d’Antonio di Duccio of Florence.3 Alberti, coming
from Rome, made a design for the exterior of the church
which was the most classical element of the renovation. He
was one of many antiquarians who attempted to rediscover
the perfect geometries and proportions that were thought
to underlie the balance and form of Roman monuments

and inscriptions. ‘At the beginning of the fifteenth century

2 Nicolete Gray, "The Newberry alphabet and the revival of the roman
capital in fifteenth-century Italy.” In Typography Papers 6, ed. Paul
Stiff (London: Hyphen, 2005), 10.

3 Giovanni Mardersteig, Felice Feliciano Veronese, Alphabetum
Romanum (Verona: Editiones Officinae Bodoni, 1960), 12.



E.M.Catich, The Origin of the Serif

A brush capital of Catich and Carolingian Capitals of Fra Luca de Pacioli and Felice
capitals from Stan Knight, Historical Feliciano, from Mardersteig, Alphabetum
Scripts, emphasizing the stroke. Romanum, emphasizing the outline.

the roman letter was revived; its revival was a significant
part of the Italian renaissance.” In the inscriptions of Leon
Battista Alberti we have, possibly for the first time, both a
renaissance Roman letter and a substantial work of archi-
tecture.>

From a study of inscriptions in the baptistry at Siena, the
Campo Santo in Pisa, and the floor of Santa Croce in Flor-
ence, Nicolete Gray is able to identify an abrupt transition
around 1420 from a Gothic style to rough improvisations of
Roman capitals.® These capitals were distinct from Gothic

capitals in that they were constructed along lines rather

Gray, ‘Newberry alphabet,’ 5.

5 ‘Classicism is the great break in the western civilization. Its
propaganda may have claimed a return to the roots of civilization,
but it did so by cutting off the 3000 years old trunk.” Gerrit Noordzij,
Letterletter: An Inconsistent Collection of Tentative Theories that do
Not Claim any Other Authority than that of Common Sense (Point
Roberts: Hartley & Marks, 2000), 7.

6 Gray, ‘Newberry alphabet,” 6 - 7.

One version of a
capital D in the
Gothic way, with
emphasis on the
shape of the counter.
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Inscription letters of Leon Battista Alberti, c. 1450, from Giovanni Mardersteig, Felice
Feliciano, Alphabetum Romanum.
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Inscription letters of Felice Feliciano, 1464, from Giovanni Mardersteig, Felice Feliciano,
Alphabetum Romanum.

AB CE GMR S

Inscription letters of Damiano da Moyle, 1483, from Giovanni Mardersteig, Felice
Feliciano, Alphabetum Romanum.
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Inscription letters of the ‘Newberry alphabet,” c. 1500, from Nicolete Gray, ‘The
Newberry alphabet,” in Typography papers 6.
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Inscription letters of Fra Luca de Pacioli, 1509, from Giovanni Mardersteig, Felice
Feliciano, Alphabetum Romanum.

than around the interior form of the letter, as had been the
custom. This takes away the freedom of movement that

had existed outside the enclosed space, or ‘counter’, of the

Gothic letter.”

The first alphabet of Roman letters constructed strictly
according to a circle and square and related geometries,
was produced by Felice Feliciano in 1464. His work, so far
as we know, was followed by Damiano da Moyle in 1483
and what appears to be a copy of another’s work by Hart-
mann Schedel in around 1500. Numerous other alphabets

were produced in subsequent years. The existence of the

7 ‘The basis is the counter or interior shape of the letter, ... The outside
contour can then be varied at will.” Gary, ‘Newberry alphabet,” 11.



Joost Schmidt’s geometrically constructed typeface from 1925. From
Robin Kinross, Unjustified Texts.

long forgotten Newberry alphabet, arguably the model for
the alphabet in Fra Luca de Pacioli's book De divina pro-
portione published in 1509, as well as the traced quality of
Hartmann’s letters, hints at a wider trend.8 Like the other
alphabets of the time, Fra Luca’s alphabet is constructed
of geometries and proportions that are his own inventions.
These antiquarians share a conviction that the Romans de-
rived the perfect forms of their letters from geometry and
mathematics. This search proved ‘elusive’, though certain
attractive letterforms were produced and used as guides for
inscriptions.® This search for a geometrically determined
letterform was continued by the modernists in the 1920s,
with efforts by Paul Renner, Joost Schmidt, Herbert Bayer,
Kurt Schwitter and Jan Tschichold, among others. Most of
these were unsuccessful.

The same fate as befell the romantic, individualistic art-
ists’ types of the turn of the century also befell the ap-

8 Gray, ‘Newberry alphabet,” 13.
9 Gray, ‘Newberry alphabet,” 14.
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Photo of the inscription on TraJan S column from Edward Tufte, Visual Explanations.
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The Roman capitals of Trajan’s column drawn with a brush by E.M. Catich, from his
book The Origin of the Serif.

parently objective types from the Bauhaus and its adher-
ents, and for the same reason. Here too, form came first
- form as such, and not with regard to optimum read-
ability; simplicity of letterform was the ultimate ambi-
tion. Furthermore, the type designers focused principally
on the isolated individual letters, and less so on letters
integrated into words.10

The search for divine proportions differs from the scribal
practice of embellishment. This search considers an ideal
form for each letter that is explored in isolation. ‘The cour-
age and ambiguity of renaissance thought.’l1 The attempt
to derive the perfect geometrical constructions takes the
letters out of context, so that they appear to stand alone.
Even now strings of capital letters in a word or title are
letter-spaced to make the whole more legible.12

The inscription at the base of Trajan’s column in Rome

was used by the antiquarians as a model in the 15th cen-

10 Hochuli, Detail in Typography, 11.
11 Gray, ‘Newberry alphabet,” 15.

12 Letter spacing is the practice of inserting a space between the
letters. It is a technique that can be used for various purposes in
detail typography, but is contentious when used in running text.
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Scribal work by Poggio, 1402, from Donald M.
Anderson, The Art of Written Forms.

tury, and has continued to serve as a standard set of Roman
letters of the highest order for the past 500 years. Over-
laying the existing forms of the letters on this inscription,
Edward M. Catich demonstrated that the these letters were
not consistent, arguing that they were not formed of clear
geometries or stencils, but drawn by a brush before being

cut in stone. These were a ‘craftsman’s’ letter.13

k

In northern Italy at the beginning of the 15th century,
the antiquarian Coluccio Salutati and the younger scholars,
Poggio Bracciolini and the patron Niccold Nicoli of Florence,
developed the humanist style of script that would inform

some of the earliest typefaces by Jenson and Griffo.14 In-

13 'It is possible to hold that a letter such as Trajan is perfect in the
sense that the craftsman’s hand and tool have, after constant
experiment, created forms which are as balanced and satisfying as
possible. This is a craftsman’s, not a mathematician’s, conception.’
Gray, ‘Newberry alphabet,” 14 - 15. ‘Whether the craftsman used a
brush or a chisel to define his work is not a question which we need
to discuss here — the same man may well have done the layout and
carved the letters. The vital point is that for him it is the eye and
the tool, not geometry, which are the final arbiters of shape. Gray,
‘Newberry alphabet,” 8.

14 The earliest known example is Poggio’s manuscript of De Verecundia,
written c. 1402 - 1403. Stan Knight, Historical Scripts: From Classical
Times to the Renaissance (New Castle: Oak Knoll Press, 1998), 89.



fluenced by the litera antiqua, the 12th century Caroline
miniscules found in Italian manuscripts, these scholars
made an attempt to revive an appropriate antique letter-
form for book work.

The work of Coluccio, Niccold and Poggio does not sup-
port the idea that writing existed unselfconsciously in the
minds of the scribes. The view that the first typographic
letterforms were taken from standard scribal work of its
day does not account for the ongoing and active search for
aesthetic excellence carried on by the scribes themselves.
It is not so much one technology taking over from another;
excellence was pursued simultaneously in all the different
forms of graphic work. By the time Felice Feliciano pro-
duced his roman alphabet in 1464, it is only a few years
until the first books of Johannes de Spira and Nicolaus Jen-
son are printed in 1469 and 1470.15

Script, constructed capitals and type design were all
in the works simultaneously. Writing did not develop acci-
dentally without intention from the time of its discovery or
invention. According to Noordzij, even the word-space — a
technique that creates the possibility of reading — was in-
vented in Ireland in the 7th centuryl® while the precursor
to our modern lowercase letters, the litera antiqua so be-
loved of Poggio and Niccold, was developed explicitly dur-

ing the reign of Charlemagne in the 8th century.1”

15 Pierpont Morgan Library and Joseph Blumenthal, Art of the Printed
Book, 1455-1955; Masterpieces of Typography through Five
Centuries from the Collections of the Pierpont Morgan Library (New
York: 1973), plates 8, 10.

16 ‘In my middle ages the most important moments of western
civilization - the invention of reading and the invention of typography
- come into their own. And for me the western style of reading differs
so sharply from the spelling of the ancients that I see the mediaeval
invention of the word as, if not the invention of western civilization,
then at least its beginning.” Gerrit Noordzij and Peter Enneson, The
Stroke: Theory of Writing (London: Hyphen Press, 2005), 50.

17 Donald M. Anderson, The Art of Written Forms: The Theory and



Roman type by Jenson, from Pierpont Morgan Library, Art of the
Printed Book, compared with a line of the kind of scribal work on which
it was based above, the writing of Poggio in the Cicero manuscript of
1406, from Donald M. Anderson, The Art of Written Forms.

While many scribes simply worked according to the es-
tablished methods, scribal work did not proceeded without
any aesthetic reflection. At any time there can be a meas-
ure of attention paid to a craft as a visible or graphic form,
without necessarily reverting to a post-mannerist attach-
ment to the image of that form.

The difficulty in cutting letters out of metal is the re-
versal, or interchange, of positive and negative space. If
you have every written white letters by filling in black ink
around them, you will have some sense of the thinking in-

volved, almost like looking in a mirror, in carving a metal

Practice of Calligraphy (New York: Holt, Rinehart and Winston,
1969), 78.

10



1

White of the word. From a page of Jenson  The space between the uprights of the
reproduced in Pierpont Morgan Library, Art capital H is divided in half and applied to
of the printed book; 1455-1955. either side, and so on, roughly.

Examples of free brush strokes suggestive  Based on an illustration of negative space
of letters. From E.M. Catich, The Origin of = by Rod McDonald.
the Serif.

punch or letter. The great use of positive and negative space
in the wooden display types of 19th century America Rod
McDonald attributes to their makers’ experience as carpen-
ters. They were evidently accustomed to the interaction of
positive and negative space in cutting dovetails and other
joinery. The fact of carving out, with relative freedom com-
pared to punch cutting, might also influence the design of

these types. Helvetica, derived from forms like those of
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Everything is going to be fine.

Helvetica

Everything is going to be fine.

Akzidenz-Grotesk

Akzidenz-Grotesk, and in turn the inspiration for Arial and
many others, is itself based on these 19th century display
types. This goes some distance to explain its famous clarity

of positive and negative space.

*

A strange thing about this is that letters do not mean
anything in and of themselves. When we see the capital A,
we do not think of a bull. If we consider letters as build-
ing blocks and compare them to bricks in the construc-
tion of a house, we are playing with metaphors; a brick is
still a brick. The brick does not stand for something. Even
the clay is something, on the same order as the brick, but
crumbled. The ink and the paper are a different plane of
significance from the abstraction of the letter.18

We cannot but conclude that there does not exist some-
thing like the meaning of letters.19

Nicolete Gray proposes that the letter is a mental con-
cept and cannot be taken as contained within the develop-
ment of writing. This would consider the letter an available
concept in our minds, an identity based on ‘essential char-
acteristics’, which she uses to help explain our ability to

perceive an enormous number of varying type designs,20

18 Though the two collapse onto each other as they are taken up and
take place in human culture and affairs.

19 Noordzij, Letterletter, 8.
20 Noordzij, Letterletter, 21.



but that mental concept is just the symbolic rather than
the formal element that Noordzij is referring to:

When writing is my subject a letter is not a sound, a
number or a morphologic identifier but only a complex
of shapes. My concern, writing, is the making and the
perception of these shapes.?!

Both Gray and Noordzij agree that the letter is not
phonetic, and that there are rules, syntactic or spacial, that
govern our perception and understanding.22 Bringhurst
clarifies the situation by distinguishing between scripts and
language:

A script in itself is not a language; it is a system of rep-
resentation. ... human scripts are quintessentially in-
vented, and languages are quintessentially not. The
world of manuscript and print requires artificial susten-
ance - organized training of the young: in other words,
a school.23

In some respects it is suggested that the selection of
a typeface is in many respects arbitrary, largely because
good typography is related to how that type is used.24 If
our conception of architecture can be reduced to this level
of essentials, we can see that no formal strategy will pro-

duce predictable results, but at the same time we know

21 Noordzij, Letterletter, 28.

22 To contrast the position of these two consider this excerpt from
Chappell, A Short History of the Printed Word: ‘The symbols that
compose our alphabet are phonograms; they are phonetic rather
than pictorial; they stand for sounds rather than objects. In fact,
they have reached an advanced stage of simplification, where they
represent elementary sounds in a progressive change from signs as
syllables and previously, signs as words. Before phonograms, there
were ideograms, a more primitive alphabet, with symbols standing
for either objects or concepts.” Warren Chappell, A Short History of
the Printed Word (New York: Knopf, 1970), 20.

23 Robert Bringhurst, The Solid Form of Language: An Essay on Writing
and Meaning (Kentville: Gaspereau Press, 2004), 12-13.

24 ‘For this reason, and because typefaces have to meet various
demands and fulfil various functions, a particular typeface cannot
be described as good or bad, useful or useless. ... Which typefaces
to use, and how to use them for the multitude of advertising tasks
that arise, are questions that designers have to answer on a case-
by-case basis.’ Hochuli, Detail in Typography, 10.

13
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that a strict adherence to traditional methods in a dog-
matic sense is impossible.
Noordzij provides a clearer illustration of the ambiguity

of meaning associated with letters:

a. sign In this list a is a sign symbolizing a number.
b. symbol
c. reality
a sign In this list a is a sign symbolizing a word.
a word
a thought
abcdefghijklmnopqrstuvwxyz In this row a is a sign symbolizing a.
25

A simple way to understand this is to put it in pairs.
Writing has both graphic (visible) and symbolic meaning.
The graphic quality relates to perception, and this in turn
relates to its beauty. The symbolic quality relates to, or is
governed by, orthographic rules, which in turn relates to
its legibility.

All the well-known and frequently used typefaces are
equally legible. And much the same is true of their semi-
bold versions; sanserifs too are more or less equally legi-
ble. Tinker, who, among others, reached this conclusion,
does however mention that his respondents found the
sanserif he used (Kabel Light) to be unattractive. Once
again, we encounter the phenomenon that typefaces —
regardless of their optical legibility — trigger particular
feelings on the part of the readers simply through their
appearance, and can have a positive or negative impact.
This seems to be pragmatic evidence to show that, over
and above their primary and essential task of acting as
a visual means of transport for language, typefaces are
also able to communicate atmosphere.26

If we are operating under the assumption that letters
are just letters and mean what they mean, it is very easy

to suggest that a beautiful letter is easy to read. However,

25 Noordzij, Letterletter, 120-121.
26 Hochuli, Detail in Typography, 54.



once we begin to recognize the profound subtleties and
implications of the orthographic rules, we see that the way
the writing or typographic construction works in a given
social structure is as much a question for legibility or func-
tion as beauty or atmosphere. So despite the invented and
arbitrary nature of writing in the orthographic sense of be-
ing legible, letters retain their ability to resonate with us in
an aesthetic or emotional sense. In practice it is recognized
that certain typefaces lend enormous credibility to what is
printed.

The text caries a version of the speaking voice or the
thinking mind inscribed. Different typefaces can be de-
scribed as having a certain voice, like a radio show with its
different voices standing for characters whom we can al-
most see. A bold face like Helvetica Neue Condensed Black
in a large size can be described as shouting at the reader,
while a light American Typewriter might be described as
informal and offhand. The range of associations is enor-
mous.

In this way letters are aural, in the sense that a cer-
tain typeface might have a certain ring to it. The choice
of typeface does matter. The coded form of language, the
physical form of language, holds the human voice, the
thinking mind, in its graphic space. In this way the author
of a piece of literature can transmit to the reader the story
of her voice, the narrative of her mind. The poet can share
his poem with us in the structures of coded language. In
architecture the poetry is the body itself, living through the
movements of human experience, a sensually present hu-
man element in a shared space of physical existence in the

structures of the ordered place.

15
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The ‘m’ from Adobe
Caslon Pro, a
typeface with serifs

3

The ‘m’ from Futura
medium, a sans-serif
typeface

=

The ‘m’ from Optima
another sans-serif
typeface

The ‘m’ from
Helvetica Neue
Condensed Black

-

The ‘m’ from
American Typewriter
Light



Hang naa, Bo Phak, Thailand. Chesa Albertini, Zuoz, Switzerland,
redrawn from Hans-J6rg Ruch and Filippo
Simonetti, Historic houses in the Engadin.

From Building to Drawing

A simple parallel to the implications of shifting from
stroke to outline in the shaping of letters exists in a general
sense in architecture. This is the sift from building to draw-
ing. When building a small house out of stone, the volumes
of the rooms are implicitly understood, but the effort that
shapes the subtle articulation of those volumes follows the
setting of material during the making of the wall. In the
Chesa Albertini, a small house in Zuoz, Switzerland, this
process is evident in the irregularity of the walls. This effort
to physically describe the shape of the walls does describe
a relatively simple and clear organization of rooms, but the
process and knowledge of the builders hands determine
the subtleties of that effort.

The small house or hang naa from Northern Thailand
follows a similar logic.2” Though based on the proportions

27 The idea of a unit of space the size of the human body, that is so
explicit in the Japanese tatami mat, exist implicitly in the dimensions
used to describe the interior spaces of these hang naa, though I did
not encounter an actual equivalent to the tatami mat as a unit of
space. The length of the longer walls are meant to be the height of
a person plus a little bit, and the shorter walls the width of one or
two persons, plus a little bit.



Brahmeshwar Temple, at Bhubaneswar, Bramante’s drawing for St. Peter’s,
Orissa, India. From Andreas Volwahsen, from Frank Ching, A Global History of
Living architecture: Indian. Architecture.

of the human body that describe the dimensions of the en-
closed space, the form itself emerges from a more explicit
ordering and assembly of bamboo, wood, and thatch, each
in certain dimensions and with various relations explicit to
the material itself. In both, the hand and the qualities in-
trinsic to the material play a decisive role in the range of
possible forms.

In the Brahmeshwar Temple at Bhubaneswar, Orissa,
India, an ordering of the grid is used to describe with pre-
cision the assembly of material in the walls. In this case
the interior volumes appear to follow more clearly from the
assembly of the walls.

In Bramante’s drawing for St. Peter’s the positive and
negative spaces have, in a sense, reversed. He is using the
line in a drawing. In this drawing the volumes are explicitly
described and articulated, while the solid of the walls fill in
the space between the clear articulation of these volumes.
One might argue that since Bramante’s design was not built
that the drawing, as an idea, is similar to the unbuilt ideal

of the hang naa. The difference comes in preserving that



The space between the uprights of the The tatami mat was not a single

capital H is divided in half and applied to dimension, but rather contained a certain

either side, and so on down from there. range of subtle variation, much like
kerning in a font. From Heino Engel,
Measure and Construction of the Japanese
House.

idea as the form to which the activity of building must con-
form. Building the wall back from the edges of the volumes
rather than from within the properties of the material itself
and the characteristics of the builder’s skill creates a shift
similar to what we see in the shift from the stroke of the
pen to the outline of the typographical letter.

Whether the focus is on the shape of the void or the
shape of the solid, the inevitable codependency of the two
can be understood. What we see in type design is that
the subtle interdependence of this solid and void is struc-
tured more explicitly once attention shifts. In Bramante’s
architectural proposition the attention has shifted from the
material and process of making and assembly to the edges
of the space — the shape of the space, the edge between
solid and void. A drawing of a building can be changed and
refined more easily than a stone wall already assembled,
much as the space between two pieces of type being pre-
pared for printing can be more easily changed than the

space between two strokes in a completed manuscript. In-
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(QUIC
i

Letters as separate but assembled units of Rooms in a traditional Japanese house
space, in relation to the word, ligatures, according to the logic of the tatami mat.
and word spaces. From a page of Jenson Redrawn from Heino Engel, Measure and
reproduced in Pierpont Morgan Library, Art  Construction of the Japanese House.

of the Printed Book; 1455-1955.

gold refers to this difference more generally as the dis-
tinction between a ‘work’, in the case of the stone wall,
and the ‘specification of a work’ in the case of Bramante’'s

drawing.28

COMPOSITION

Units of Space

Cutting up roman writing into separate pieces of move-
able type creates units of a pattern that are assembled to
create the word, the line and the text block. The pattern
set up by these moveable parts creates a wide range of
formal possibilities that are nonetheless restrained. We can
see a parallel in the organization and articulation of rooms
in a traditional Japanese house made according to the pos-

sibilities and limitations of tatami mats.

28 '‘This question was addressed by the philosopher Nelson Goodman
in his lectures on ‘Languages of Art’ (Goodman 1969). ... the issue
seems to him to hinge upon where we would locate that essence
of a composition or text that allows us to regard it as a ‘work”.” Tim
Ingold, Lines: A Brief History (New York: Routledge, 2007), 10.



Page printed by Nicolas Jenson in 1470. Main Hall of the San Da Shi Temple in

From Pierpont Morgan Library, Art of the Guangji Si, Baodi, Hebei, China. From

Printed Book; 1455-1955. Liang Sicheng, A Pictorial History of
Chinese Architecture.

Proportion

When considering the text block from an archetypal
book, in this case a page printed by Nicolas Jenson in 1470,
we can draw looser parallels to certain architectural situa-
tions. The page itself consists here of nothing more than
the text block and the margin. If we consider the text block
as the content of the page, the human element, floating
within the white ‘space’ of the page, or the empty margin,
we can draw an analogy with the plan of the Main Hall of
the San Da Shi Temple. In the temple, this white space is
the open floor, the open area around the room, while the
equivalent of the text block, the content of the room, is the
platform on which the sculptural images rest. We can then
consider the architectural structure itself as analogous with
the structure of the book, the physical form of binding and
cover.

The analogy is loose, and it can be taken quite differ-
ently. If we consider the text block to be the space that



Page printed by Nicolas Jenson in 1470. Window in Monsanto, Northern Iberia,
From Pierpont Morgan Library, Art of the Portugal. From Norman F. Carver, Iberian

Printed Book; 1455-1955. Villages.

we engaged with and pass through during the process of
reading the text, if we can say that we occupy the space
of the text block itself, then the margin becomes the struc-
ture that holds this opening up and free from obstacle. The
window from the stone wall in Monsanto can be understood
in this light. The critical observation is that in both cases
the material of the page or the building is understood to
carry human content in some form relative to the structure
itself.

Recognized as masters of typography, the two examples

of pages taken from Jan Tschichold and Karl Martens show

—
L
_

The stone house by Herzog and de Meuron emphasizing the exchange of positive and
negative forms in the clear, straightforward composition of the plan and elevation. From

Wilfried Wang, Herzog & de Meuron: projects and buildings, 1982-1990.
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Asymmetric Typography

R e ol

Lines showing the squares and diagonals Title page spread to Jan Tschichold,
of the golden section. Asymmetric Typography, an extraordinary
example of geometry and clarity.

Lines showing the repeating square of the A page from Karl Martens Counterprint.
F inscribed by the C. The use of space is

different from Tschichold, focusing more

on objects themselves.

a clear understanding of, and attention to, geometry and
proportion. The title page to Tschichold’s Asymmetric Typ-
ography?® is organized around the white space of the page,
white space as squares set precisely within the series of a
golden section.

The example from Karl Martens is more experimental,
but the structures of the composition again follow the very
precise geometry of repeated squares and circles, very

classical in a sense.30 The round black shapes of the found

29 Jan Tschichold, Asymmetric Typography (New York: Reinhold Pub.
Corp. 1967), title page.

30 Karel Martens and Carel Kuitenbrouwer, Karel Martens: Counterprint
(London: Hyphen Press, 2004)



objects he has incorporated into the design seem to fit the
cutout counters of the letters. It is worth noting in this ex-
ample that the letterforms he has used are pure geomet-
rical constructions and thus fit into the pure geometries of
the composition. In the example of Tschichold, by way of
contrast, the letterforms are descendants of the stroke and
are therefore used in the composition as the rectangular

units of words or phrases, rather than as single letters.

k

One final, direct, parallel between the composition of
paragraphs and shopfront design is the indent in both.
From the margin of the page and from the street, a set-
back break marks the entrance to the text and to the shop,

consecutively, thus saving the eye from having to work at

finding its way.case studies

™
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e — oy
l L/ 7

The Hilltribe building, the first shop south
of the site along Barrington Street, with
its main entrance recessed 3 m from the
street

23
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Indents in storefronts compared to indents in a magazine. From
Esquire, vol 154. no 3.

Storefronts along Barrington street, showing the recessed doors.
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CASE STUDIES

These plans have been drawn in shades of grey ac-
cording to content and levels of enclosure implied or ex-
plicitly described by the structure. The purpose has been to
foreground the composition and articulation of the spaces
themselves, by contrasting divergent volumes and rooms
as solid and void. This forces the normally dominant im-
pression of walls and rooms to the background. More of a
means to consider certain aspects of these designs than
an argument for any one reading, this kind of drawing can
be suggestive. The introduction into the patterns of light
and dark of walls and openings can be subtle rather than

explicit.

Marika-Alderton House, redrawn from Glenn Murcutt, Thinking Drawing/Working Drawing.

Marika-Alderton House

Black in this drawing represents the sleeping platforms
with the bedrooms, while white represents limited or in-
finite outdoor space. The way white and black touch at
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the beds is indicative of the bedside windows — open but
separate — while the light area of the main rooms forms an

open threshold with the white outside.

Hiroshige Museum, redrawn from Kengo Kuma, GA Architect 19: Kengo Kuma.

Hiroshige Museum

Showing the main exhibition rooms in black sets up a
high contrast with the glazed circulation areas. The white
again represents open-air portions of the plan, but only
those portions that fall within the shadow of the roof. On
the actual site of the museum, the white across the left
side representing an enclosed ‘street’ continues in both
directions as the approaches to the museum. The black
walls around the vault suggest a foregrounding of enclos-
ure, clearly distinguishing this space from the exhibition
halls, where the emphasis is instead on the volumes that

are enclosed.
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Atelier, redrawn from Atelier Bow-Wow, Bow-Wow From Post Bubble City.

Atelier Bow-Wow

The office and house for Atelier Bow-Wow in Tokyo has
three distinct areas. The first is the lane, part of, but dis-
tinct from, the negative space of the surrounding roads and
the gaps between houses. The second is the entry, circula-
tion and bathroom, a space running up one side. The third,
shown in black, contains the spaces proper to the house —
or at the level shown, the studio — the rooms themselves.
This design is shown in context because it is so profoundly
conditioned by its location. The success of the design can
be suggested by the clarity of a form that was arrived to fit

within the constraints offered by the site.



Chapter 2: Design

Program and Site
PROGRAM

Printing and Publishing

The first consideration in this design is the integration
of publishing and printing. In the act of publishing, which
can be said to include the typographic design, we have the
primarily intellectual activity connected to bookmaking.
The act of printing, by contrast, produces the physical
artefact. The printer, possibly in Singapore for a publisher
in London and New Haven,3! usually remains anonymous.
Following the lead of Coach House Press and Porcupine’s
Quill in Ontario, and now Gaspereau Press in Nova Scotia,
the program of this press brings the shop for the produc-
tion of books, and the office for the design of books, under

one roof.

A Public Institution

The role of a printing and publishing house is of critical
importance in situating the design within the fabric of the
city. The institution is perceived as a place where the entire
process, from author to reader, in both thought and pro-
duction, are meant to come together and interact, with the
aim of strengthening the relationship between them. The

presses mentioned above already are already supported

31 The book, On Alberti and the Art of Building, by Robert Tavernor,
published in New Haven and London by Yale University Press in
1998, is printed in Singapore, though by whom is undisclosed. Detail
in Typography, by Hochuli, a book dealing directly with book design
and making, and published by Hyphen Press, does however include
the names of the printer; Heer Druck AG, Sulgen, and the binder;
Buchbinderei Brukhardt AG, Ménchaltorf.



by the Canadian Council of the Arts, and by other public
funds, thus suggesting a tacit acceptance of the need to
support such activities as a civic concern.

Whether we produce millions of books or none at all,
we will still wait to know if knowledge and wisdom survive.
It has been questioned whether true knowledge, wisdom
itself, can be preserved in written form. Language is a living
substance, and the static dead nature of the book disman-
tles and stifles its subtleties. The active reader keeps the
text alive. For the community of the printing shop, the first
concern may be with knowledge rather than with books.
We can think of the printing publishing house as a place in
which questions of finding our way emerge. The assembly
of all written material ever produced is, on its own, mean-
ingless. The means to navigate such a mass of material is
the real question.

The suggestion is that the book is an object that ar-
chives a set pattern of language. Walter Benjamin gath-
ered books, assembled them. We cannot sell off the books
in a single collection without losing the subtle articulations
of relations established within the fabric of the library. In a
sense this is the same possibility for a city when it can be
seen and lived as a collection. Whether we assemble ma-
terial in printed or digital form, the question of assembling

and ordering remains.

CITY

The Flat City
We can think of Halifax as a fiction. It is the grid laid
down, with little knowledge and arguably less wisdom, on a

landscape whose very contours were of tertiary relevance.
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Detail of the 1804 map of Halifax, drawn as if the city were sitting on flat ground.

This comes from the activity of navigation, of laying down
a particular ordering of space that gives us the means to
proceed in a predictable and orderly manner.

This is a city on a slope, but the 1804 map of the city
depicts the streets as if it is a flat landscape. In the draw-
ing, all the buildings along sloped streets appear to sit on
level ground. In reality, only large public buildings - the
Town Hall, Province House, Saint Paul’s Church and the old
post office - rest on a solid base of a different material or
colour so that the building proper can be set down as if on
this imagined flat ground. In the case of Province House,
the ground itself is flattened by cutting down into the hill.

The idea of the city is even clearer than the notion of a

flat landscape. The city was established in violent times as
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a military post. The grid of the streets bears the stamp of
this action. While we might propose to undermine the grid,
offer alternatives or counterpoint, break it apart, liberate
the ground it is stretched over, this project follows a dif-
ferent logic. The logic of the grid is just that all societies
will require some sense of order. While we can worry about
what that order should be, we can also discover what or-
der there is already implicit in the place in question. We
do not propose to solve the city’s problems, or make it a
better place. We will leave it to the people who live in it to
continue developing the city as they collectively see fit. We

can, however, build in accordance with a clear idea.

The Idea of the City

The underlying shape of Halifax is the grid laid down
by Military surveyors when the city was established. This
provides for the Grand Parade in the centre, the public in-
stitutions of church and state at opposite ends, Province
House with a block to itself, and the rest a series of identi-
cal rectangular blocks. Each block is further divided into
sixteen lots of equal size.

This grid remains the dominant structural pattern to the
downtown of Halifax, though it remains more as a default,
or remainder, than an explicit commitment. Construction
in the last 50 years has begun to erode the integrity of this
original ordering.

Located between the public institutions on the map, the
site for this project is at the location in the city most likely

to retain the structural ordering of the original grid.
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The site between the Grand Parade above, and Province House below.
From Bing Maps.

SITE

The Site

Except for the Dennis building, the site forms much of
the northern half of one block. It sits on the corner where
George Street and Barrington Street cross, a decidedly pub-
lic location in the city. It looks out on St. Paul’s Church up-
hill to the west, and Province House and the old Post Office
down closer to the water in the east. The site also slopes
from west to east, dropping 4.8 m from the highest to the
lowest point. The section must make sense in two direc-
tions, because the slope of the ground does wrap around
along George Street, creating a very difficult slope.

We can see from the aerial photo how the site sits in
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the city, facing in both directions onto public land. This fact
informs the decision to open both ends of the major space,
allowing a view across to Province house from the side fa-
cing the Grand Parade. In the photo, which looks towards
the west, the Grand Parade is beyond the site, while Prov-

ince house sits just below to the east.

The Dennis Building

This massive granite and brick building sits on the north-
east corner of the block and describes the site. It lines up
exactly with the original lot divisions of the city bocks. The
facade has clear horizontal banding that translates into the
treatment of the facade of the new building. Both the south
and west walls of the Dennis building will be largely ex-
posed in the main areas. Of most importance will be the
exposure, in the space for visitors, of the original stone

building on top of which the Dennis building was built.

South and east fagades of the Dennis Building. The south fagade will be cleaned up and
exposed within the main space of the press.
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View of the site showing the First page in Pérez-Gomez
five empty lots, with the Dennis ‘Architecture is not Typology,’
Building in the bottom left, and showing organization and
white marking the indents. composition of space and text.
The Lot

The original lot in downtown Halifax was exactly 40 ft.
wide and 60 ft. deep, making up a block of back-to-back
lots 120 ft. across and eight lots in a row totalling 320
ft. long. Though the subdivisions of the blocks have gone
through many distortions, empty lots falling on these ori-
ginal lines are surprisingly frequent. The site for the press
falls precisely on five complete lots, three along Barrington
Street to the west and two along Granville Street to the
east, with an additional portion of a block shared with the
Hilltribe building in the south-west. The actual length of the
block, when measured, was greater than 320 ft. by roughly
56 in., while the width was exactly 120 ft. Divided by 7, this
would provide a spacing of roughly 8 in. (the width of two
wythes of brick) between each lot. The Dennis Building,

meanwhile, is exactly 80 ft. wide along Granville Street,
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looking north.

encouraging a commitment to this original ordering of the
city that has been taken up in the design of the press.
The opportunity to build on back-to-back lots, and
therefor to cross an entire block, is taken up elsewhere in
the city at various times. This crossing of the block allows
the design for the press to approach the qualities of a public
building in its scale and double aspect, while simultaneous-
ly situating it within the structural limitations affecting the
non-civic buildings in the downtown. Within the floor plan
of the design, these structural limitations form an under-
lying pattern to the grid, creating both division between
spaces but also continuity. This continuity then continues
outside with other buildings along the street. This overlap
of continuity and distinction is critical to the program of the

printing and publishing house.

View of the site, clockwise from top left: looking west, looking south, looking east, and
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Plan and program. The white area is the shop while the black area

is the offices and bookstore. The entry can be seen where the black
bar is shifted to the left, grey denotes secondary spaces, and the two
tables are the smaller black and white rectangles.

Design

PROGRAM TARTAN

The Grid
The grid of the building is established much the way a
grid in @ magazine layout is established, to facilitate the

organization of major elements, to create clear sequences
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Early sketch for the area around the table.

that can still be easily navigated when the space becomes
more congested, and to give guidance to quick decisions
related to spacial organization required at different times,
such as when a shipment of paper arrives, or when new
machinery is delivered. The grid also becomes columns in
a sense, where the public realm of the street overlaps with

the more public spaces inside the building.

The Table

The table is the key element at the overlap of programs
within the design. The table is split in two, represented by
the black and white rectangles in the plan on page 38. The
representation of the black rectangle within the main space
of the printing shop is a place-holder as much as an explicit
design suggestion. It represents itself, but also represents
the work surfaces of the printing shop’s finishing facilities,
as well as the desks and workspaces of the graphics de-
partment housed at the west end of the space.

The location of the ‘black’ table is articulated further by
the low bridges crossing the main space one level above
the shop floor. These bridges help define a place distinct

from the shop floor yet within the same volume of space.
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Later sketch for the table, showing the timber frame and the light well
above.

The central table at Gaspereau Press, Detail view of the table under the light
used constantly for both work and breaks. of the light well, with bookshelves to the
right and circulation passing to the left.

From this open space occupied by the ‘black’ table,
access leads directly to the archives and studios on the
second floor, the storage and shops in the basement, and
to the library, bookstore and offices on the same level.

The ‘white’ table, located within the bookstore between
the offices and the shop, is a much more explicit design
decision. While the ‘black’ table is at the intersection of
the public and the shop, while also lying at the crossing of
the primary circulation routes. By lying perpendicular to

the rows of books, the table suggests a threshold, a place



to engage with, but not cross over to, the activities of the
press. To accentuate a quality of focus and as counterpoint
to the openness of the main space, the table is lit from
above by skylight coming through openings in the floors
above, while it is surrounded by the relative darkness of
the stone walls, books, and wooden timbers surrounding
the table.

Grain

The lines of text suggest a grain, but equally important
the paper in the book itself has a grain whose orientation is
critical. In the layout of the floor plan the grain of the main
space runs perpendicular to its axis, which runs across the
block. In the rest of the building the grain runs in the other
direction, continuing the direction of the axis in the main
space, but progressing down the block through the various
layers of program.

The grain of this ‘tartan’ grid shows the integration
of the programmatic structure within the physical struc-
ture of the building. The articulation of space around the
two tables can be seen. The shelves set up lines that are
taken up by the metal plates that define the street edge
around the main entrance. The main circulation paths can
be clearly seen running north-south across the many hori-
zontal bands of black and white. The offset of the widest
black band that articulates the main entrance can also be
clearly seen, as can the projection towards the street of the
black square marking the waiting area. Servant spaces and
the grain of the primary structure are also visible in levels

of grey.
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DRAWINGS

First Floor

The street front along Barrington has been considered
in relation to the commercial buildings further along. [see
elevation] The exterior is meant to suggest a public wel-
come, while the interior beyond the main entrance is meant
to articulate a gradual division between entry spaces, more
intimate public spaces, and private spaces off limits to vis-
itors. The table functions in this arrangement, as do ques-
tions of wayfinding, signage, indents and spacial orderings
that draw from the comparison with typography.

The most difficult problem in the design is the loca-
tion of the loading bay, which has enormous implications.
Conversation with those who operate printing shops sug-
gested using an elevator was a bad idea. The constant use
of such an elevator would have allowed a truck to unload
on the lower level. The possibility of putting the main print-
ing shop floor at the lower level appeared quite promis-
ing. This would have created an interesting view in looking
down and across from Barrington Street, and would have
allowed direct access to a truck. However, the implications
this would have for the possible separation of publishing
and printing activities made it seem unwise. The final solu-
tion was, in the end, to bring the truck in off George Street.
Because Barrington Street drops slightly towards the cor-
ner, the floor-plate can still emerge flush with the street if
the main entrance is somewhat towards the corner. All of
this was refined in very large part because of the challenge
of getting the shop and the design on the same floor.

The primary concern is with circulation. Paper and other

material will be dropped off at the loading dock, and final
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printed material will in the end be pick up at the same
place. When stock is dropped off it will find storage at not
to great a distance, and there will likewise be a certain area
set aside for finished work. For this reason the loading dock
and freight elevator have been placed across from each
other, almost as in a traditional wheat barn of Ontario, con-
centrating the most movement in one place. The elevator
gives access to storage in the basement as well as the ar-
chives above. From here the production on the shop floor
can proceed almost in a circle, returning once again to the
loading dock area. The finishing work, which will require
the venting of glue fumes, is located at the further end of
this loop to facilitate these demands.

A major concern with the overlap of printing and pub-
lishing activities are the problems of fumes and noise. Part
of the underlying intention of the overlap is to begin bring-
ing the intellectual work back into a visceral contact with
the nature of the printing activities, but there could be ex-
plicit problems. The presence of the walkway across the
main space provides the possibility of a glass wall to be
built as an acoustic buffer. Above the main floor, the book-
binding and conservation studio has visible access to the
shop but is completely separated acoustically. The prob-
lem of fumes is one that is fast being resolved at the level
of the machines themselves, since the toxicity of printing
has had negative health implications. Nonetheless certain
machinery will still require venting and isolation. For this
reason the printing shop expands under the archives area.
The overhead here, like the shops below, provides the pos-
sibility of separation and simplifies the running of ducts

venting from fume hoods.
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Second Floor

From the beginning, the place for visitors to stay was
meant to have qualities of a house. It is meant to be dis-
tinct from the rest of the building, and more explicitly sep-
arated physically. Yet at the same time it is meant to ac-
cess directly to the most ambiguous studio space so that a
closer link between the visitors place to stay and place to
work can be clear, if in fact this studio functions as such a
place. Another concern with the place to stay was a ques-
tion of south light and thermal gain, the only place where
direct sun would be desirable. A view of some kind, a sense
of being above and opening out, were also considerations.

The secondary activities are not dealt with explicitly,
but would be expected to grow into the space over time
aft.er the establishment of the press. The spaces above the
publishing and bookselling wing are designed with a focus
on daylighting and openness that nonetheless has direct
access to support services like the elevator, the stairs, and
water. These spaces could quite easily be adapted to vari-
ous purposes other than a studio and a bookbinding and
conservation shop, though this arrangement is suggested.
The direct access to circulation also allows these spaces to
be occupied by a legally separate group, or to be leased

out as studio or workshop space.

Long Section

The lower level along Granville street is occupied by the
wood and metal shops. The actual layouts of these spaces
has not been considered but their placement in the overall
design has been carefully considered. The east facing wall
will allow early morning sun, but otherwise a soft.er day-

lighting through the day. The location at ground level on a
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secondary street provides flexibility when the scale of the
activities being pursued in the shops wants to spill onto the
side-walk or road. The continuous floor-plate between the
lower shops and the printing floor above offers separation
of acoustics, dust and fumes. The low ceiling is the one
major drawback for the shops, though the ability to open
sideways to the street is meant to compensate for this. The
low ceiling does make it easier to build the required walls

between the different shops.
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Short section through the main space of the shop, see ‘First floor plan’
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View of press floor at Gaspereau Space around the Heidelberg
Press offset press at Gaspereau Press

Interior of the press room at Interior of office space at

Gaspereau Press, with contents Gaspereau Press, with contents
removed removed.

INTERIOR

Contents

In these photos of the printing shop floor we see the
accumulation and organization of material and machines
used in the shop. As we shift. our focus from the stuff con-
tained within the space of the shop to the surfaces of the
shop itself, the material of the floor or wall, the material
of the architecture itself — in a general sense — become
more apparent. The structure begins to appear as a setting,
a background for the activity of the shop, a background
even for the accumulation of tools and material that sup-

port that human activity. Applying the same reduction to
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the shelves, desk and chair of the office space, we begin to
perceive the simple surfaces of a wall and a floor that sit
behind the accumulation and activity.

The first of the drawings illustrating the interior of the
proposed design shows the same absent-presence of the
activity and material of the conservation studio. This hints
at the absence in the interior drawings that follow, thus
helping us consider them as settings for people and activ-
ity, yet to perceive them as empty, to see the spaces for

what they are, for what they can only promise.

Settings

The street front of the press along Barrington Street
is treated primarily in two ways. In the northern (lower in
plan) portion, a series of metal fins perpendicular to the
sidewalk take up and repeat the pattern of the recessed
storefronts along Barrington, directing our attention to the
space within the press. In the souther portion the large

Second floor by the light well, implying the
absence of the human presence
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windows of the shop itself, what is the main space within
the press, form an elongated or enlarged version of the
shopfront display window. As with display windows, this
provides an open view across the shop floor and to Province
House beyond, but without direct access into the building
from this point.

When approaching the centre of the northern portion of
the street front, the metal fin is replaced, as shown in Fig,
by the stone of the wall behind. This stone surface carries
the inscribed name of the press and also marks the deep-
est recess in the facade that accommodates the entrance.
The deepest recess, the entrance, is also articulated by a
larger gap in the pattern of openings. The gap beyond the
stone wall actually disappears since the glass is set right
out at the sidewalk. Thus, just beyond the bench shown
in the picture, the offset of the glass wall between the fins
creates the waiting room visible in the first floor plan and
the tartan grid.

In addition to providing the surface on which to inscribe

Stone wall at the main entrance to the press,
with bench, post, and the inscription surface




main entrance

the name of the press and marking the entrance, the set
back by the stone wall provides the opportunity for a bench.
The post in front of this bench, offset from the left. in the
drawing, allows someone at the left. end of the bench to
turn towards the sidewalk. One or two people on the right
of the bench would turn naturally towards the main door,
thus suggesting some connection with the workings inside.
The waiting room itself, for visitors, is then only just around

the corner inside.

The overall structure of the design is meant to offer an
intuitive sense to the inhabitants of how the entire build-
ing is laid out. The visitor is meant to develop an immedi-
ate sense of how to navigate the more public parts of the
building, from the entry through the rows of books, ending
at the table and at the glass wall of the stair. The clear
line of the passage to the back stair, and the glass wall of

the stair, are both meant to simplify the challenge of get-

View towards the stairs and elevator inside the
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View down the rows of book shelves, to the right
inside the main entrance

ting new people to the upstairs studios and particularly
the visitors’ place to stay. This axis also lines up with the
back door to the Dennis building, so if in future the build-
ings were combined, this navigational logic would remain

intact.

The bookshelves are visible as soon as you come
through the main entrance. This passage, a result of the
break between the rows of shelves and the rows of metal
fins off the street, leads towards the set of stairs between
the bookstore and shop, and also leads back out onto the
street or around the wall into the shop. To the right, turning
back out towards the street, a series of alcoves established
by the fins provide spaces to sit and read. Walking forward
but then turning down the rows of books would lead you
through the relative dark of the books into the top-lit space

of the table discussed above.
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View of the skylights and light well on the third
floor

The Rooms

The final three drawings, empty of people, material and
machinery, are some of the main spaces in the building.
The studio is at the northern end of the second floor, open
to the reflected light from the glass building across the

street. The workspace on the third floor is flooded with



toplight, but shielded from direct southern sun for most of

the space by the offset of the skylights. The roof trusses
here are only 2.5 m. above the floor, but are quite deep,
and so they define volumes of space within. The use of the
space is further limited by the opening to the floors below.
The final interior drawings shows the shop floor of the main
space. The windows looking down onto the shop from the
archive are visible above, and the additional space of the
shop can be seen under the archives to the right. Province
House would be in view out the windows at the end of the
space, while the clerestory between the roof trusses is high

enough that only blue sky would be visible from the floor.



Chapter 3: Conclusion

Typography, when considered in the context of lan-
guage, human culture, and the making and carrying of
meaning, has been a subject too vast for this thesis. Archi-
tecture, instead of being seen as a profession with distinct
boundaries, knowledge and responsibilities, can likewise
be considered as the totality of the trace of human dwell-
ing on earth; this again has been a subject too vast for this
thesis. It is worth noting, however, that when considered
in their broadest sense, the roots of these two subjects
can be traced back into the deepest recesses of human life
such that the distinction between them finally disappears.

The danger of going back so far into the depths of these
subjects is that we come up against the darker implications
of what we are about, no longer safe within the super-
ficial perpetuation of our inherited patterns and assump-
tions. Typography, in its broadest sense, can be tied to
the violence of cutting up the world through the use of
language:

Language simplifies the designated thing, reducing it to
a single feature. It dismembers the thing, destroying its
organic unity, treating its parts and properties as au-
tonomous. It inserts the thing into a field of meaning
which is ultimately external to it.32

Architecture, in this broadest sense, can be tied to the
violence of cutting up the fabric of the world in making a
place for ourselves. It might therefor be possible to sug-
gest that typography and architecture diverge at the point
where each takes responsibility for one part of this cut-
ting up, of our total, structured presence in the world. Can
typography be described as the practice of structuring the

32 Slavoj Zizek, Violence: Six Sideways Reflections (New York: Picador,
2008), 61.
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space occupied by the mind, while architecture is the prac-
tice of structuring the space occupied by our bodies? Are
these the two halves of a total human culture?

This quick and unqualified reading may appear to forget
literature, music, food and love, yet these are not means of
expression but human expression itself. Perhaps this sim-
ple view forgets the tool. Perhaps it is the tool that makes
both typography and architecture possible, that we use in
expressing music or making food. Yet in some way, the tool
is implicit in both, implicit in the moment at which things
take shape according to human intention.

This thesis has attempted to make some sense of mak-
ing in typography and architecture by considering solid
and void, or positive and negative space. This has provided
a starting point for understanding the complex shift that
happens in both. In typography, the shift from writing to
moveable type is actually the condition for typography as
such to exist. In this way it is easier to speak concisely
about typography. In architecture, the shift from building
to drawing is much less explicit, yet the implications of
the difference have been suggested. The move from scribal
work to typography happened during the same time that
Alberti was inventing the idea of the modern architect, so
it may be that the shift in both is closer than we typically
assume in discussions of architecture.

We could describe Vitruvius, Palladio and Tadao Ando
as figures in the history of building, with Alberti as the first
architect, but I have only heard them discussed as part of a
single, continuous tradition. In contrast to this single trad-
ition of architecture, the history of building must be some-
thing else, a subset of architecture. In typography, the de-

sire to create a single tradition can only go the other way,

63



as Noordzij tries to argue, by making all of typography part
of a continuous tradition of writing. Writing cannot be made
a subset of typography, because the latter can only trace
its etymological roots to its invention in the 15th century.
Many typographers are, I suspect, unwilling to accept that
typography is an offshoot of writing, in the same way that
most architects are unwilling to accept that architecture is
an offshoot of building. The difference is that typographers
are inevitably humbled by the fact of type’s invention in the
15th century. If typographers want to trace their profes-
sion back to the deepest darkest roots of human culture,
it is difficult to do so without making recourse to the his-
tory of writing. Architects have no such constraint. Though
architecture may well have been invented at the same time
as moveable type, I would have to go to great lengths to
explain exactly how I am defining the term to so limit it to
the last 500 years. Architects can much more freely trace
the history of architecture back into the deepest darkest
depths of human culture without having to make recourse
to the history of building.

In the 15th century, by a shift from stroke to outline,
writing begets typography. The implications for solid and
void appear significant. The way positive and negative
space are perceived appears to change. A similar shift has
been shown to occur in the shift from building in material
to designing with lines. Whether this shift has, or could
ever be total, and the exact date of such a shift, are less of
a concern to this discussion than the implications of such
a shift. It is the implications of designing with lines, this
difference between designing and making, that has been
considered in the design for this thesis. The program of

printer/publisher tackles a similar problem in the making of
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books. In both the program of the building, and the design
itself, the challenge has been to bring these two together,
without giving up design in favor of building, and without

growing fearful and abandoning the line altogether.
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Appendix

Sketches

Fho 7, one bt
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Final Presentation
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Book

The following images show the book that was designed,
printed and bound as an exercise in typography at the inter-
section of design and making, and that formed part of the
defence. The contents of the book are an earlier versions of
the more abstract sections of the thesis document. These
sections were never resolved as they began to deal with
questions beyond the scope of the project. However, since
these sections were used as the copy for the typographical
design exercise of putting together the book, it has been

included as a unit.

The bo, page size 8.5 by 5.5 inches, flat
spine, hardcover in paper

Printed in seven signatures, the binding is Larger sheets of paper, cut down to 8.5 by
hand sewn over paper straps 11 inches and folded in half, were used to
obtain the correct grain direction
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