JHYUlEA Olo]3 el Cat Wentworth, Mike Tully

F 5~ "lE} 56: Perspecta 56:
LTl Not Found

I3 A9E} 56: U 5}o.= ol A 2Ha} we o gk} Could you briefly introduce yourselves and
A7) 2712 7hers] Aol 8 ? Zare) AR yf)ur respe?tive roles in Perspecta 56: Not
Shgtiil i 1 i Found? We'd love to hear about your back-
53, oWl =2 A AelshA € A7), B 9 grounds, how you came to work together on
oAkl g ol Al felol ol WA A= 9= this issue, and how your collaboration evolved
=3 A throughout the editorial and design process.

Cat Wentworth:

7 A=A =CW): I'm a designer based in Brooklyn, New

FHABE} 56: 4 1)

=

=5 AR

Perspecta 56: Not Found. Photo: lan Kline

At 38 BEEA AR

o]y . £2 o &7}, A&7,

£31 OHE 913 A, Yol E, T,
ofoldE & & AT @A) =)
2B 20N Yk 5 Aol
FEIh EAAF oA
eho| =19 ] & 7h= X 3 A2l Ad et
Azdstol A 1Y gAel Ya4L
Ak

apo] = & 2 (MT):

AL F&olA 25k 59
gAoldgluck F2 o &7}, A %7}, & 9}
7 B3 A7 FA O zeAES
APt A, opol AE ], Aol =
AR 49& Futh ZAALE FEA
AUol =23 &8 O3 gL
A=Ak o Aue) 56, FAT HAH
B ke woka

: A Uhl 4 @kl

: A A= o A et et oy

Tzkel a7 et A do]

R 35 AR 9.9 Ao vz
ol 21517 o] B2 42 TP o)
771 Hlguth 1909 5 S22t

T Awe 56, WAHY 242w e,
£ o} o]l 50| fAelg R AU L

York. I design mostly books, websites,
typefaces, and identities for artists,
architects, and cultural organizations.

I currently work for Neil Donnelly
Studio, as well as independently. I teach
typography at Parsons as well as graphic
design workshops at Syracuse School of
Architecture.

Mike Tully:
I'm an independent designer based in
New York City. I frequently work with
artists, architects, and organizations on
editorial and research-driven design
projects, as well as on exhibitions, iden-
tities, and websites. I teach senior thesis
and publication design courses at Pratt
Institute. I'm one half of the design team
that worked on Perspecta 56.

: [ am the other half of the design team!

- Cat and 1 met while graduate students in
the MFA Graphic Design program at Yale
School of Art. Our desks in the communal
studio were right next to one another, so
we exchanged a lot of thoughts during
our time in the program and became
friends. When we discovered we had both
met with the Perspecta 56 editorial team
separately for consideration to design the
issue, we requested that they consider us
as a collaborative pair. Fortunately, that
request was met with enthusiasm and we
were commissioned to work on the issue
together.
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CW: Mike was the one who had the idea to

team up, and I'm so glad he did! The
issue’s theme overlapped with each of our
interests in a really serendipitous way, so
retrospectively, it seems like an obvious
collaboration.

: Collaborating on Perspecta was an oppor-

tunity to see how our respective aesthetic
interests, conceptual interests, and styles
of working could unify into a single vision
for the publication. Working together wag
a natural outgrowth of the conversations
we were already having together in the
studio and seemed like an intuitive next
step to see where we could take those.

: We also got to know each other even

better as friends, which, for me, was a
delightful consequence.

Could you describe the concept behind
Perspecta 56: Not Found, both editorially
and visually? How did the issue’s themes—
concealment, mimicry, and obfuscation—
shape your curatorial and design strategies?
What did the title “Not Found” mean to you
in the context of architecture, publishing, and
media?

MT: After receiving the commission, Cat and

I started discussing the themes of the
issue in-depth with the editorial team.
The editors foregrounded their interests
in camouflage, strategies of deceit and
omission, and how these are consolidated
through vehicles of power in architecture
and culture. There was a central interest
in the tension between what is public

and private, how that’s determined, and
by who. But also how notions of visibility
can subvert power, not just become a

tool of it. We quickly established a shared
interest in how we could visualize these
tensions, through treatments of layering
and subtext. It goes without saying, but
visibility is a central element to design. S0
how do you show what's hidden without
negating the gesture entirely? This was
our starting point in considering potan"
tial design approaches for the publication.

= Early in the issue’s development, thu .
editors talked not only about invisibility
but about hypervisibility. The tension
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between the two interested us—how
they’re two sides of the same coin, and
how they could co-exist as some kind

of visual language. Much of our ideas

for the design concept emerged from
early statements and drafts of text that
changed substantially, but the design
strategy ended up serving the content in
its final form quite well.

' The initial language received while a pub-

lication is taking shape—titles, pitches,
first drafts—can often form the basis

for a design treatment. The title “Not
Found” was that central piece of evocative
language as we conceptualized this issue’s
design. Our initial discussions involved
speculating how we could subtly remove
elements of the printing process without
overt recognition from the viewer—such
as printing various segments of the book
with only certain color channels—and
how that would comprise an overall visual
language. This led to discussions around
overprinting as a technique, and how we
could centralize the tension of visibility,
without overtly positioning the design on
only one side of that tension.

': We wound up forgoing the idea to strate-

gically remove one or more of the cyan,
magenta, yellow, and black printing plates
because, as the content started to trickle
in, we felt the visual atmosphere was bet-
ter expressed in black and white than in
color. But those conversations did inform
our interest in thinking about a printed
image as layers of information that are
typically not seen in isolation. Or, think-
ing about a printed image as being the
result of a systematized, industrialized
process that is unknown to most readers
but shapes the experience of reading.

: As a profession, graphic design typically

obscures most labor behind the finished
work. The output of design is often
simultaneously highly visible and entirely
opaque in this way, concealing the activity
that precedes it. We were interested in
exploring how our design treatment
might inverse that relationship. We
thought the book object could function as
a conduit to reveal its production process
whether through subtle or overt gestures.
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Draft of the publication’s editorial statement annotated by
the designers.

‘The book deploys distinct material tech-
nigues—transparent varnish, silver ink, image
layering, and a custom typeface. How did

you approach the material construction of
meaning through these elements? Were there
specific spatial or narrative experiences you
intended for the reader?

MT: Very early on in the design process, we
determined that we wanted to take an
overtly material approach to visualizing
the editorial themes of the issue. We felt
this could be most effectively achieved
through exploring unorthodox printing
techniques. When searching for a printer
to work with, we found a creative partner
with Grafiche Veneziane—a printer in
Venice, Italy—who could help us achieve
this ambition with a close dialogue on this
intricate printing approach.
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cw: We were searching for ways to make the
invisible hyper-visible—perhaps quite
literally— through printing techniques.
There were several production methods
we were interested in exploring, but our
conversations with Grafiche steered our
interest in silkscreening transparent
varnish throughout the book’s interior. As
a production technique, interior varnish
was feasible, conceptually apt, and
unorthodox—it was ripe for experimenta-
tion.

T: Varnish is typically used to highlight the
most important elements on a book’s
cover, like the title, a primary image, or a
graphic detail. It occurred to us that this
approach could also be inverted, where
the varnish could be used predominantly
throughout the interior and elements
like titles and bylines could be concealed
within these fields of varnish through
removal.

': Knocking out the titles from the varnish
was a way of subverting an expected
clarity and hierarchy since the titles
aren’t immediately visible when flipping
through the book. But when they hit
the light, they become very apparent. At
times, we even used varnish to replace
images that were missing from the issue.
For example, in the contribution by
Marianela D’Aprile and Douglas Spencer,
there is a visual timeline describing built
architectural works, and we had secured
the rights for some but not all the images.
We used varnish as a placeholder for
the rest, thinking we might obtain the
remainder of the images later. However,
keeping these varnish rectangles in place
of the unlicensed images ended up being
the favored approach, reinforcing the
notion of an incomplete story with infor-
mation gaps.

Grafiche had never silkscreened
varnish in the interior of a book, so there
were a lot of unknowns. How much thick-
ness would this add to the book block,
and how would that impact the binding?
Would the guillotine crack all the varnish
when the books were trimmed? It was a
risk. We all crossed our fingers and took
the plunge together.
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MT: Qur contact at Grafiche created a dia-

gram for us detailing the potential risks
of the varnish disrupting the binding
process. After careful discussion and
calculated risks, we were pleased that
none of us cracked under pressure, hooks
included.

cw: We also played with duotone images,

printing shadows in black and highlights
in one of the lightest shades of metallic
grey inks that we could find. We took this
a step further and, at times, dropped the
shadows and showed the silver highlights
only.

The most explicit use of the two-color
printing may be repeating the cover
image on the first interior page in only
the metallic ink channel, removing the
black ink channel. This begins the reading
experience by highlighting elements
involved with the book’s production
through their overt removal, or emphasis
depending on how you see it.

In a way, this returned to one of our
earliest ideas of dropping out channels of
color in the printing process, albeit with

STANDARD CONDITION
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Binding diagram from Grafiche Veneziane created to determine
potential issues due to vamish.
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Perspecta 56: Not Found cover (left) and first interior page (right)

two channels of color instead of standard
four-color offset printing. We were com-
pelled by how the metallic ink also reacts
to light in its various configurations,
although more subtly than the varnish.
To us both, this continued to embellish
the physical experience of how the book
is encountered by readers.

Typography is central to the book, but in a
way that resists legibility or transparency.
How did you think about typography not
only as a vessel for information, but also
as a surface, an interface, or even a site of
concealment? What guided your decision
to create a custom monospaced version of
“Executive” in collaboration with Optimo?

Ccw: Mike and I chose Optimo’s typeface
“Executive’, originally drawn by Gavillet
& Rust in the 2000s. We appreciated
that the typeface’s skeleton was derived
from typewriter typefaces. We liked the
aesthetic association “Executive” has
with bureaucratic documents from a
bygone era, but the translation of the
letterforms to a sans serif was also a
compelling abstraction that resonated
with the larger themes of obfuscation
and concealment.
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MT: Alluding to the texture of ubiquity

derived from common documents let

us signal towards the more obscured
power dynamics the editors and certain
contributors were reflecting upon. There
are more in-depth investigations into this
typographic phenomenon, such as Chris
Lee's comprehensive book Immutable:
Designing History. Once we began type-
setting contributions in “Executive’, we
thought that the hierarchy of information
and overall texture would benefit from a
secondary typeface.

: “Executive” proved to be an especially

difficult typeface to pair with anything; its
proportions are so specific—everything
we tried was a mismatch. We wondered
whether a monospaced version of “Exec-
utive” would give us enough difference in
hierarchy and visual texture but still play
well with the original face. We reached out
to Optimo, asking if they'd be interested
in collaborating with us on a monospaced
version of the typeface. They generously
agreed, allowing me to start with the
characters we needed for the issue, with
the understanding they'd pick up the
baton and finish the job in due time.

The typeface translated fairly easily
to a monospace, which made sense, given
“Executive™s oridins. Time was limited to
draw a Roman and Italic monospace, so
we drew only a basic Latin character set
plus the diacritics we needed to typeset
the issue. We hope Optimo continues
refining the drawing and adding char-
acters so the typeface can be released
someday.

: “Executive” and the monospaced version

that Cat and Optimo developed provide

a fitting overall visual texture for the
publication’s content. Used in concert
with knocking out text from the varnish,
we felt the uncertainty of visibility in
this approach would require stress
testing with our printer. During the
design process, we printed a test sheet to
explore various configurations of black
and metallic inks and varnish. When we
received the test sheet, holding it revealed
so much to us about the interaction
between the content and design treat-
ment. We then understood the necessity
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and thresholds of scale in knocking out
the type from the varnish. Perhaps more
importantly, the test print validated this
overall material approach to ourselves,
the editors, and the publishers. It was a
crucial step in the development of the
book’s design.

As we moved throughout the design
process, applying our material insights
towards the book’s design, the text
knocked out from the varnish is primarily
applied at a large scale for contribution
titles and bylines. There were other more
nuanced and context-dependent applica-
tions though. Perhaps most notable is in
Michael Young’s essay “Hyperhomogene-
ity; or Attention Within the Background,”
a contribution that inspired some of our
initial design conceptualizations. In his
writing, Young reflects on the aesthetics
of films by Chantal Akerman. Initially,
we were supplied with English-subtitled
film stills by the author, as Akerman’s
archetypal narration is spoken in French.
During the image licensing process, our
editors discovered that the stills would
have to appear as originally presented
without subtitles. To avoid forgoing the
importance of Akerman’s narration, the
contents of the subtitles for each still

To{AME}S6: H OIEC ) HIAE DRIE A\|s
Test print sheet for Perspecta 56: Not Found.
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Perspecta 56: Not Found. Photo: lan Kline

Chantal Akerman film stills and subtitles in Perspecta 56: Not Found.
Photo: lan Kline

248

7{-2:—01 %A E=H2 F7H3} ﬂl

2k Aol & HUEEA] ghakg
rlrf-m EthFﬁPﬂOiE:HHﬂMCNII
@31 ofojr] e}zl A o sjolBal=sta
tAE o2 gEEct AR A4 E.
oA I 3 i YF9 A,
ulo] 2.9} A= elo] T2 9] M o] At
WALz 71951 Akl A
27} o] Mg A3 Eof B2, w4,
W o] 9l WiALSHY & ufjuk A o) 2 AR
Q= t]zjeldlo] g,

: e A oF o] Eeld AL 2N
A3}, vhu A] Blo] Z a8l = t] A
AN A tha w4 BHA o 2 ufEgis U
HRY Al = £ 515 vhALE] = AR oo By
217k AHEShE TR AT Egojo AL
AAet A E 24 B A5UT 19 7hate]
St oA WHE g3 204 AbzHgut A4

044%5‘( 2). €] A d PDF %92 ukSo]

7| DAET 43S i, BT 2o
flo] B2 B EE 9l%ola. 2o
A& Ho| A7} w2 A E B B
ATk A E ek 4 (2-2). o= 9=
97 B A4 0] whake B oSyt
23 Az Ao £4£98 FAA
dF9 bAd ‘A S HEJE YU
ol® o sfo| B =gt AP A v
Elo|Z el ul7} ojw e} )4, aulm BAH
A2 g T3 o FA AulE AT £ 9l
Al AzksHA gt

Sko @ elo] 212 u|9| vl AW, 7|44,
Boty o2 ojWA sk Ao 2 BA}R? B

AT etol a9 7] AED ThE 24 A, £,

%2 Ei_fg].x—] IL 1ﬂ0'| ";]ﬂ brd ‘0] A'I»lxl-%ﬁ. 0{‘@?‘-}]

BALA FEUL oW Ye)o) thopa Te
240 713 A oA F01 8 LA a2

CW: »‘:]L Elo] 2 22w ghoj A AA o
& 288 WA} ol R AL :‘Z}iﬂl
uz}clolﬂ%v Roko A4 o thoret
r A% 37to] A G HollA

appear side by side, grounding the inter-
play between language and film in her
work and within Young's essay.

As Perspecta crosses boundaries between
architecture, editorial design, and media
theory, what do you think is typography’s role
in such hybrid spaces today? How does typog-
raphy mediate between disciplines or expand
beyond traditional graphic design? What
kinds of typographic knowledge or authorship
become important in such contexts?

Cw: Well, first there is the practical answer:
typography helps to mediate between
disciplines because it’s the container for
language, a fundamental way to commu-
nicate ideas. In terms of hybridity, this
issue of Perspecta touches on various
ways architecture straddles physical and
non-physical space. We were also aware
of how, more and more, typography, and
the ideas it carries are circulated through
hybrid and digital formats. However—and
perhaps as a kind of resistance to this—
Mike and I married the typography with
production methods that make it really
only possible to fully appreciate when you
have a physical copy of the book in your
hands, in front of your eyes, reflecting the
light in the room.

* While we intentionally prioritized the
physical experience of the book through
its design, this led to atypical digital
encounters of the varnished typography
in its development. As varnish is a
transparent and reflective surface, that
is not how it appeared within our design
software. We were looking at semi-
opaque cream rectangles on screen for
the better part of a year [laughter]. As we
prepared digital PDF drafts to share with
contributors, some found the lack of clear
titles baffling. One contributor thought
we had sent her contribution without the
title page attached at first [laughter]. This
became an almost unintentional reverber-
ation of the editorial themes. By prioritiz-
ing the physical production treatments,
we created a kind of digital camouflage
along the way. Witnessing these varied
hybrid experiences underscored typogra-
phy’s capacity for transmitting meaning
through intent, craft, and treatment.
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more and more cultural cross-polli-
nation in typography, and increasingly
more room for all kinds of people in
type design. I'm heartened to see more
typefaces offering expanded language
support, which I hope helps to improve
access. Conceptually speaking...it's diffi-
cult to predict what the future will hold,
but I'm curious to see how things will
change. Over the 20th century, designers
began to think of type as an image. Fol-
lowing this, I wonder if designers are now
beginning to think of type more as stills
of a film.

MT: I'm excited by the capacity for potential

in typography today—in its design, appli-
cation, evolution, and the broader cultural
awareness around it. it's more commeon
for someone of our parents’ age to know

a thing or two about fonts now, which is
cool. Simultaneously, the democratization
of digital tools has laid the groundwork
for many designers to contribute to the
field of typography through their varied
interests. For example, a recent student
of mine at Pratt began designing a sys-
tematic digital font for Ndombe, a spoken
language in Angola that has yet to have a
standardized written form. That is urgent
and exciting work. Yet there is more work
to be done, for instance in systems like
Unicode accommodating more non-West-
ern scripts fluidly and responsively. So

in a sense, I see contributions to the

field becoming more specific, with the
increasing need for flexibility in broader
platforms to support these new and
exciting developments.
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Many Forms'

Contemporary book design practice can
increasingly involve the simultaneous
development of multiple editions of a single
publication across different media—most
commonly print and web. While both draw
from a shared content source, each edition
operates in distinct ways according to the
affordances and constraints of its medium.
This mode of production, which spans edi-
torial, design, and reader experience, may be
described as “parallel publishing”

Arecent example is Who Are We Now?*
by artificial intelligence researcher Blaise
Agiiera y Arcas. The publication was devel-
oped concurrently as both a digital and print
edition through a two-year collaborative
process involving designers (and authors of
this essay) James Goggin and Minkyoung Kim,
together with Marie Otsuka, along with an
editorial team’. The project serves as a case
study in how design systems can support
multi-platform publishing from a single
content source.

This text is a restructured version of a presentation given at the
29th Kerean Society of Typography Conference: Typography
Now 2025, now adapted into essay form.

Blaise Agiiera y Arcas, Who Are We Now?, Hat and Beard Press
(print edition), whoarewenow.net (web edition), 2022.

Design (print and web editions): James Goggin (Practise),
Minkyoung Kim and Marie Otsuka (MK+MO); development:
MK+MO; editorial cocrdinator: Johan Michalove; image permis-
sions: David Michalove; cartography: Scott Reinhard
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