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The question of demolition is not only relevant to modernist
architecture marred by tragedy. Many buildings revered by
community groups and architects have been torn down because 
of modernism’s negative image in the public and media.30

Nowadays, architecture of this kind is earning listed or protected 
status from city councils and heritage bodies like UNESCO,
which are keen to safeguard what they increasingly perceive as 
cultural heritage.31 In many cases, modernist architecture is
simply demolished so that urban developers can profit from the 
value of the land it occupies.32 Somewhat ironically, the
privatisation of several modernist estates, such as the Barbican 
in London, has also led to their gentrification, so that they are now 
seen as desirable residences.33 In this sense, the ‘horror’ of
modernist architecture can lie in its removal. Undoubtedly,
processes of demolition are scary to watch. Despite attempts at 
cordoning, demolition sites are often highly visible, the
detonation of explosives and wrecking balls creating the
impression of a war zone (fig. 11).

Tensions between the redevelopment and razing of modernist 
buildings surface in Kihlberg & Henry’s film Slow Violence (2018–
22). In the film, the utopic premise of architectural modernism 
is re-translated for a contemporary era through the language of 
advertising, digital simulations of ‘ideal’ homes, and destructive 
rhetoric (p. 54). In many ways, cycles of destruction and
reconstruction are integral to the conceptual and physical
foundations of modernist architecture. For writer and journalist 
Owen Hatherley, the demolition of modernist buildings not only 
enacts the latter’s promise of renewal but provides evidence for 
the precocious nature of modernism’s vision. To quote Hatherley, 
it was as if modernist architects already had ‘[its] ruins … in
mind: a death-drive architecture, where … the corpse has been 
designed before the living body’.34

Fig. 11. Diggers moving in to begin demolition of Birmingham Central Library, 2015

30. Rowan Moore, ‘How Britain is Failing 
its Modernist Masterpieces’, The Observer, 
29 May 2011, www.theguardian.com/
artanddesign/2011/may/29/modernist-
architecture-demolished-listed-buildings.

31. Examples include Ove Arup and 
Partners’ brutalist bus station in Preston, 
which earnt Grade II listed status in 2013 
following a public campaign to preserve 
it, and Le Corbusier’s Capitol Complex 
in Chandigarh, which achieved UNESCO 
World Heritage Status in 2016.

32. See, for example, the case of Hotel 
Kyjev in Bratislava, an icon of Slovak 
modernist architecture, which was 
demolished to make way for urban 
development of the area. Charlotte Arden, 
‘Jewel of Modernist Architecture Slated 
for Demolition’, The Slovak Spectator, 
18 March 2008, www.spectator.sme.
sk/c/20028723/jewel-of-modernist-
architecture-slated-for-demolition.html.

33. Colin Wiles, ‘A Tale of Two Brutalist 
Housing Estates: One Thriving, One Facing 
Demolition’, The Guardian, 13 January 
2016, www.theguardian.com/housing-
network/2016/jan/13/brutalist-housing-
estates-private-barbican-social-london.

34. Owen Hatherley, Militant Modernism 
(Zero Books, 2009): 49.
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The paragraph is an important structural unit of written 
language. Its visual and spatial demarcation signal shifts in 

thought, argument, or subject. Such distinctions are typically 
achieved by one of two main methods: the use of vertical blank 

space between paragraphs, or the horizontal indentation of 
the first line of each new paragraph. The use of vertical space 

offers the clearest segmentation, but uses more space overall. 
The indentation of the first line of each paragraph, established 

through centuries of typographic practice, remains the most 
economical, practical, and widely adopted convention within 

editorial typography. It is straightforward to specify and 
implement, and is understood by the reader. The standard 

em-space indent – a wide blank space, the equivalent size 
of a capital letter M – creates a visual interval sufficient to 

mark the transition to a new paragraph without introducing 
unnecessary white space. Such typographic conventions 

have evolved to assist the reader in visually navigating text, 
signalling structural divisions without interrupting the reading 

flow. Subtle variations in these parameters – the length 
of indent or the amount of inter-paragraph spacing – might 

communicate a text’s tone and reveal the designer’s intention 
or graphic style. The British graphic designer Richard Hollis 
was known in the 1970s for his large indents and his placement 

of images directly within the text column, as in his work for 
Whitechapel Art Gallery in London and his design for 

John Berger’s book Ways of Seeing (Fig. 2). 8 

Figure 2. John Berger, Ways of Seeing (1972), 
designed by Richard Hollis.

Figure 3. The Gutenberg Bible, Mainz (1456), 
printed by Johannes Gutenberg. Image 
retrieved from the Library of Congress. 

1. Herbert Bayer, Visual Communication, 
Architecture, Painting (New York: Reinhold and 
Studio Vista, 1967).

2. The Linotype machine, developed by Ottmar 
Mergenthaler in 1884, revolutionized 
printing by casting entire lines of type 
quickly, dramatically increasing efficiency in 
newspapers, books, and mass communication.

3. Bayer, Visual Communication, p. 26.

4. See immediately below: Melaine Peacock, 
Horror in the Modernist Block (Birmingham: 
Ikon Gallery, 2023), designed by Fraser 
Muggeridge studio.  

Justified Typesetting

Paul Luna describes justification as ‘a more traditional 
approach’ to typesetting.10 Well-executed, it results in 

even, cohesive blocks of text which continue to dominate 
conventions in book publishing, newspapers, and other 

professional printed materials. The adoption of justification as 
a typographic standard can be traced to Johannes Gutenberg’s 

development of movable metal type in the mid‑fifteenth 
century (Fig. 3). Gutenberg’s invention emulated the balanced 

and symmetrical qualities of manuscript tradition, where 
scribes aligned text columns as much as they could to produce 

a uniform visual rhythm. Matthias Grünewald’s annunciation 
panel for the Isenheim Altarpiece depicts a manuscript book 

showing straight leaded grid lines, although the text itself 

Twyman distinguishes between what he terms intrinsic 
and extrinsic features of typesetting. 9 Intrinsic features are 

those shapes within the typeface – the design, proportions, 
and constraints – defined by the type designer. Extrinsic 

features appear in the arrangement and manipulation of 
these characters by typographers, such as word and letter 

spacing, justification method, paragraph layout, and overall 
page composition. Intrinsic characteristics are fixed; they are 

the immutable qualities of the typeface. Extrinsic qualities 
are variable and open to manipulation at both the micro-

typographic level (spacing; hyphenation; alignment) and 
the macro-typographic level (page hierarchy; grid structure; 

relational balance). Through these extrinsic characteristics, 
typographers generate meaning and rhythm, shaping how 

longform text is read and experienced; hence the emphasis 
on ‘communication’ within the discipline. Typesetting 

therefore operates simultaneously as a technical process and 
an expressive visual language, mediating between linguistic 

content and visual form.

5. Michael Twyman, ‘The Graphic Presentation of 
Language’, Information Design Journal, 3.1 (1982), 
2–22 (p. 9).

6. Jost Hochuli, Detail in Typography: Letters, 
Letterspacing, Words, Wordspacing, Lines, 
Linespacing, Columns (London: Hyphen Press, 
2008), p. 32.

7. Peter Burnhill, Dimensional Relationships in the 
Composition of Text (Stafford: Stafford College 
of Art and Design, 1970).

8. John Berger, Ways of Seeing (London: 
Penguin Books, 1972).

9. Twyman, ‘The Graphic Presentation of 
Language’, p. 11.

10. Paul Luna, Understanding Type for Desktop 
Publishing (London: Blueprint, 1992), p. 640.

Fraser Muggeridge 

Cuts and Tears as Justified and 
Unjustified Typesetting: From 

Bayer to the Kindle

Figure 1. Herbert Bayer, Visual 
Communication, Architecture, 
Painting (1967).

Today’s industry standard typesetting software, Adobe 
InDesign, applies a tagging logic to the formatting of text: 

paragraphs can be defined as ranged left, centred, ranged 
right or justified, but these tags cannot be combined within 

a single paragraph. Bayer’s system can only be achieved today 
by manual intervention – inserting paragraph breaks at the 

end of each line that is not justified – rendering the process 
inefficient for modern digital workflows when corrections 

are frequently made, requiring text be repeatedly reflowed.4 

Typography as language

Spoken language is inherently linear, unfolding sequentially as 
a continuous stream of sounds that we understand as words. 

Pauses and intonations provide a certain rhythm, allowing 
listeners to process the words’ meaning and their intended 

positions in the structure of sentences. When transposed into 
written or printed form, language becomes subject to material 

and spatial constraints. Over time, visual conventions have 
emerged that cut continuous speech into relatively uniform 

lines stacked vertically from top to bottom – an arrangement 
that bears no intrinsic semantic function. Michael Twyman, 

Professor of Typography at the University of Reading from 
1974 to 1998, classified this as ‘linear interrupted text’ 

within his schema of graphic language.5 It represents the 
longstanding convention through which language is visually 

reproduced, from writing to print and then screen. Although 
this linear segmentation diverges from the natural flow of 

spoken discourse, readers have adapted to it as the primary 
visual system for linguistic communication of Latin scripts. 

Typographers play a crucial mediating role in this process. 
As a specialised discipline within graphic design, typography 

is concerned with the design, selection, and arrangement 
of groups of letterforms (known as typefaces) across 

varying scales (from individual characters to large complex 
texts), and media (from business cards to billboards; from 

smart phones to cinema screens). The typographer’s task 
is to determine the type size, line length (‘measure’), and 

interlinear spacing (known as ‘leading’), thereby shaping 
the reader’s visual and cognitive engagement with the text. 

It is received wisdom amongst typographers that readers 
typically comprehend text most comfortably when each 

line contains between 50 and 60 characters (7–10 words),6 
however this is dependent on the typeface and the two 

other parameters of type size and leading. The relationship 
between type size, line length and leading is illustrated 

in Peter Burnhill’s The Dimensional Relationships in the 
Composition of Text, in which the same paragraph of text is 

set in the same typeface at five sizes (8, 9, 10, 11 and 12 points) 
and three-line lengths (27, 20 and 13 picas).7 Each parameter 

influences the others: the longer the line length, for example, 
the more leading required to avoid the same line being read 

twice. These variables collectively determine what is known 
as the ‘colour’ of the page, its tonal and spatial density when 

perceived as a whole. Typeface choice, paragraph length, 
and the hierarchical structure of headings and subheadings 

all influence the page’s visual balance. The typographer’s 
skill lies in manipulating these factors to achieve coherence 

and rhythm – not an exact science but rather a craft and 
a practice; an acquired sensitivity developed through 

experience, tacit observation, and continual refinement 
of visual judgement.

The text is justified, except where the last word of a line 
cannot fit within the available horizontal space. Instead 

of deploying hyphenation or tighter or looser spacing 
adjustments (the standard techniques for achieving fit), 

the word is taken over to the following line. The preceding 
line remains unjustified. This hybrid approach – both logical 

and experimental – creates a distinctive and unconventional 
typographic flow. Uneven texture is created at the ends 

of unjustified lines, juxtaposed with an overall even texture 
to the paragraph and page as the letter and word spacing 

appear even. The typesetting, specified by Bayer and 
executed by Graphic Arts Typographers Inc. in New York, 
used mid‑twentieth century ‘machine composition’ technology, 

and was most likely set on a Linotype machine.2 Set as galleys, 
pasted up into pages, then transferred photographically to 

printing plates, the book was printed using offset lithography 
at a time when letterpress was still the primary method used 

for mass production. Ben Bianco is credited for its layout 
and mechanical preparation. Additional typographic quirks 

are Bayer’s use of lowercase letters throughout the book, 
and the deliberate insertion of quadruple word spaces following 
each full point to compensate for the absence of capital letters. 

Bayer defended this system by asking, ‘why do we write and 
print with two different alphabets simultaneously?’, and 

arguing that ‘we do not speak a capital “A” and a small “a”’.3 

Unjustified typesetting, described here as ‘torn typography’, 
produces columns of text with even and consistent spacing 

of words and letters, and a ragged right edge. Its appearance 
and semantic effect differ from justified typesetting – or 

‘cut typography’– in which the spacing between words or 
letters (or both) is expanded or contracted to create a straight 

and uniform right edge. The book Visual Communication,
Architecture, Painting (1967) (Fig. 1), written and designed by 

the Austrian-American artist and designer Herbert Bayer, serves 
as a starting point to this study. Its main text is set using a 

combination of justified and unjustified lines of text within the 
same paragraph.1 This book is the only example within Bayer’s 

oeuvre to use this highly unusual method of typesetting.
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overruns the column edges (Fig. 4). The convention has 
persisted across centuries as a defining feature of Western 

typographic practice. As Robin Kinross observes, ‘[i]t is text 
made exact and formal, encapsulating the precision and 

authoritative nature associated with the printed page’. 11 
With justified composition, the task of the typographer 

and the typesetter is to maintain an even visual texture. 
Historically, these roles would have been separated and were 

performed as distinct professions: designer (who specified 
the typographic parameters) and compositor (who physically 

typeset the text). Today both roles are performed by the same 
person: as well as designing the page, the designer is setting 

the type. Typesetting requires meticulous care and control 
over spacing and hyphenation to avoid excessive gaps between 

words or uneven distribution of white space, which can create 
disruptive visual patterns such as ‘rivers’ running through 

the text. Such irregularities compromise readability and the 
aesthetic balance of a piece of text.

Unjustified Typesetting

Unjustified typesetting (also known as range(d) left, flush 
left, justified left, left justified, or ragged right setting) is a 

relatively recent development in the history of typography, 
which came to prominence in the second half of the twentieth 

century. The shape of the paragraph – its ‘rag’ – reflects 
a more informal and expressive typographic sensibility. 

In Diagrammatic Writing, historian of the book Johanna 
Drucker performs both justified and unjustified typographic 

manoeuvres whilst reflexively describing the effect in her 
writing. For example, the phrase, ‘ragged right breathes 

differently than justified text’ is typographically performed 
on the page, shifting from a justified to a ragged edge.12

The American printer and typographic theorist Theodore 
Low De Vinne made the same visual comparison in 1904:

Ragged endings at the right side of all the lines of the text, 
as is unavoidable in type-writing, is another novelty. This 
new mannerism lessens the labor of spacing, but it makes 
an unsymmetrical page that is unpleasing to the reader. 
Print is preferred to manuscript because it is symmetrical 
and orderly as well as more readable. To reproduce in 
print the irregularities of autographic work is an unwise 
rejection of the uniformity that is the great merit of 
letterpress printing. Lines of ragged outline may attract 
attention to an advertisement or an ephemeral pamphlet, 
but to the reader this raggedness seems slovenly.13

De Vinne’s opinion reflects a broader cultural resistance to this 
perceived disorderly typography. The rise of unjustified setting 

coincided with the spread of typewriters and mimeograph 
machines. Using these machines, material could be prepared 

and printed in a DIY manner rather than through professional 
printing services. Typewriters used a monospaced system, 

assigning equal horizontal space to every character. The lines 
produced were inherently uneven as there was no method for 

justification. This was not seen as a problem since the primary 
role of these machines was in the production of manuscripts 

and letter correspondence. Typewriting has perhaps more 
in common with handwriting than printing: typewriting and 

typesetting are not the same.
Following the Second World War, cultural connotations of 

setting unjustified text began to emerge. No longer associated 
solely with technical limitations, this type of informal 

arrangement began to signify freedom and self-expression. 
In 1946, ‘Über Typographie’ promoted Swiss designer Max 

Bill’s ideas on modernism, set entirely unjustified in a lower-
case sans serif, a departure from the previous layouts of 

the journal in which it appeared.14 As Kinross has observed, 
the aesthetic of unjustified text could be described as ‘free, 

informal, self‑determining: the social overtones are clear’.15 
Its adoption reflected a broader modernist and postmodernist 

impulse to question conventions of order and symmetry in 
visual communication.

The First International Seminar on Typographic Design was 
held in 1958 at Silvermine Guild of Artists, Connecticut and the 

World Affairs Center, New York City. The event was attended 
by renowned typographers at the time: Will Burtin, Ottl Aicher, 

Max Huber, Yusaku Kamekura, Willem Sandberg and Herbert 
Spencer. Max Huber advocated that typography should appear 

unforced and that 

[t]he typographic character today should be employed 
with freedom and nonchalance… Personally I believe that 
when the word falls at the end of the line, it should not be 
separated. A new line should be started, without breaks, 
with simplicity and a free ragged right composition. 
Furthermore, line-lengths should vary according to the 
meaning of the text.16 

This so-called ‘Phrased’ or ’Spaced Unit’ typography, 
in which each line ends where a thought ends, seems logical 

but can only be achieved when the structure and the way the 
text is written are in dialogue with the method of composition. 
The additional amount of work required in typesetting, 

and the additional space needed on the page, led to only a 
small number of implementations, notably Compendium for 

Literates: A System of Writing by Karl Gerstner (1974) (Fig. 5).
Gerstner’s entire book is produced with the length of lines 

determined by their rhythm, creating a typographic ‘aesthetic 

Figure 5. Karl Gerstner, Compendium for 
Literates: A System of Writing (1974).11. Robin Kinross, Unjustified Texts: Perspectives 

on Typography (London: Hyphen Press, 2002), 
p. 289.

12. Johanna Drucker, Diagrammatic Writing 
(Eindhoven: Onomatopee, 2017), p. 3.

13. Theodore Low De Vinne, Modern Methods of 
Book Composition (New York: The Century, 1904), 
p. 105.

14. Max Bill, ‘Über Typographie’, Schweizer 
Garaphische Mitteilungen, 65.4 (1946), 193–200.

15. Kinross, Unjustified Texts, p. 289.

16. World Seminar: Ideas Directions Points of View 
(New York: Type Directors Club, 1958), p. 8.

17. Karl Gerstner, Compendium for Literates: A 
System of Writing (Cambridge, MA: MIT Press, 
1974), p. 137.

18. Maria Lonsdale, ‘Typographic Features of 
Text: Outcomes from Research and Practice’, 
Visible Language, 48.3 (2014), 29–47 (p. 42).

Figure 4. Matthias Grünewald, Annunciation 
Panel: Isenheim Altarpiece, 1516 (detail).
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might assume belong to Picasso’s paintings. A more measured 
example appears in The Penrose Annual of 1938, whose cover 

and dustjacket were designed by Jan Tschichold (Fig. 8). 
The approach reflects a refined interpretation of the principles 

associated with the ‘New Typography’, which Tschichold 
had articulated so influentially a decade earlier. The body 

text on the cover is set justified, while the continuing text 
on the front and back flaps of the dustjacket follows the 

widely‑accepted convention of using unjustified setting in 
narrow measures, to avoid rivers – uncommon in Tschichold’s 

work. This publication exemplifies typographic theory put 
into practice, combining both justified and unjustified setting 

within the same piece of text. In An Essay on Typography 
(1931), Eric Gill states that ‘even spacing is of more importance 

typographically than equal length’.24 Gill composed the book’s 
text like a scribe writing lines of unequal length, as opposed 

to a compositor setting justified lines. If the end of the line 
was either too long or too short, a portion of a word within 

that line would be set in a smaller size – a form of superscript 
abbreviation. Gill borrowed conventions from justified setting, 
such as increasing or reducing the word spacing of individual 

lines to create a more even or semi-justified effect. Twenty 
years later, in 1952, Dutch designer and Stedelijk Museum 

director, Willem Sandberg, featured Gill’s typesetting in the 
article ‘Must line-length be uniform?’, published in the British 

journal Typographica (Fig. 9).25 Sandberg’s text juxtaposed a 
justified left-hand page with an unjustified right-hand page, 
suggesting that uneven line length imparts a ‘dynamic, instead 

of a static, character’.26 This layout embodies a visual dialogue 
between both systems (albeit not within the same paragraph): 

the traditional practice on the left and the new alternative 
on the right. The German designer and artist Dieter Roth 

designed an issue of the Icelandic literary journal Birtingur 
in 1957 (Fig. 10). While the text initially appears unjustified 

(highly unusual in the Icelandic context, where justification 
was ubiquitous), closer analysis reveals that lines which get 

very close to the end of the measure become justified. This is 
due in part to the Linotype composition method, designed and 

built for text justification, which was unable to add in such a 
small amount of space at the end of the line, forcing long lines 

into a justified setting. This is not noticeable to the naked 

Figure 9. Willem Sandberg, ‘Must Line-length 
Be Uniform?’, Typographica, 5 (1952).

Figure 10. Birtingur vol. 3 (1957), designed by 
Dieter Rot.

Figure 8. The Penrose Annual, Volume 40 
(1938), cover designed by Jan Tschichold, 
courtesy of the German National Library.

19. Hochuli, Detail in Typography, p. 36.

20. Ellen Lupton, Thinking with Type, 2nd 
edn (New York: Princeton Architectural Press, 
2010), p. 79.

21. Robert Bringhurst, The Elements of 
Typographic Style, Version 4.2 (Vancover: 
Hartley & Marks, 2013), pp. 137–38.

22. Bayer, Visual Communication, p. 21. The 
original lower-case typesetting has been 
preserved.

23. Typographic Directions, ed. by Edward M. 
Gottschall (New York: Art Directions Book Co., 
1964), p. 139.

24. Eric Gill, An Essay on Typography (London: 
Sheed & Ward, 1931), p. 89.

25. Willem Sandberg, ‘Must Line-length Be 
Uniform?’, Typographica, 5, ed. by Herbert 
Spencer (London: Lund Humphries, 1952), 
pp. 30–31

26. Ibid., p. 31

Figure 6. The Guardian (3 January 2025).

of empty spaces’.17 Researchers who have compared the 
legibility of these two different typesetting methods have not 

reached any definitive conclusions. ‘When comparison was 
made between the two type settings, no differences in reading 

times were found when a medium line length was used’.18 

There are also differing opinions on what is the most efficient 
mode of setting. Justification requires work in terms of where 

and when to break words to create an even effect; in traditional 
setting, adding in space by hand would have been an arduous 

task. Unjustified setting brings into issue the shape of the 
right edge of the column, the rag, and the decisions which 

need to be made in dealing with the shape of the line endings. 
For Swiss book designer Jost Hochuli, ‘perfect unjustified 

setting is very demanding and difficult to achieve and is thus 
rarely encountered’.19

Simultaneous Justified and Unjustified Typesetting 

The simultaneous use of justified and unjustified typesetting 
within the same text block or paragraph presents a conceptual 

and technical paradox. These two systems are regarded as 
mutually exclusive, representing opposing principles of order 

and irregularity. American designer and educator Ellen Lupton 
encourages mixing justified and unjustified settings as part of 

typographic hierarchy for separate parts of text: ‘It’s fine to 
mix alignments if the reader can see why. Justify the main text, 
but let sidebars or lists go ragged – they’ll feel more open and 

less dense’.20 Robert Bringhurst, author of a canonical book 
on typography, adds that ‘different alignments can coexist 

harmoniously if each serves a distinct role. The main text may 
be justified to create calm texture, while notes or quotations 
may be set ragged to signal change in voice’.21 Newspapers such 
as The Guardian in the UK mix the two systems to delineate 
between formal and informal articles on the same page (Fig. 6). 

The viewer registers the difference in tone before reading. 
The peculiar example of Herbert Bayer’s Visual Communication, 
Architecture, Painting, with which this text began, reveals 

a rare and deliberate synthesis of both modes within the 
same paragraph (Fig. 7). The structural discipline of justified 

text is combined with the natural irregularity of unjustified, 
producing an unexpectedly coherent, yet unconventional 

visual rhythm to the text. The book makes numerous 
statements regarding typographic form but offers no 

explanation for its own setting method. Bayer claims the 
text in the book is set unjustified: ‘the “flush left, vignette 

right” method of setting type refrains from letterspacing. 
this is the first known application. it is now widely accepted. 

this method of setting type has been used throughout the 
text pages of this book’.22 A clue to the reasoning behind this 

typesetting appears three years previously in Typographic 
Directions: Trends in Visual Advertising, where Bayer states, 
‘[e]ven if a flush ending at the right is to be maintained, I prefer 
to end lines short of the full length instead of letter spacing 

some words to fill the line. It appears as if emphasis were put 
on the letter-spaced words.’23

Experimental avant garde literature from the early twentieth 
century offers examples of pages which employ unusual 

typesetting compositions with multiple forms of arrangement 
(justified, unjustified, centred and ranged right) occurring 

at the same time. Hollowed-out white shapes within the 
multi typographic arrangement ‘Pablo Picasso’ calligram 

by Apollinaire from 1917, evoke the contours of objects one 

Figure 7. Herbert Bayer, Visual Communication, 
Architecture, Painting (1967).
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life x fire = brilliance  (all this is true)
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  - Added more details to the Boss Guide

01-02-01: - Made some name corrections and corrected a few spelling errors
          - Updated Ridley's section in the boss guide (part one)

12-25-00: - Initial release; merry Christmas!
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CHAPTER I: THE METROID TRILOGY

  For quite some time the galaxy lived in peace. Unfortunately the advances
in technology brought about a new collection of problems. With interstellar
travel and exchange becoming more frequent, space pirates started to appear
and caused a bit of problems. One incident, however, marked the end of this
long period of peace. A science vessel had found a new life form. They were
bringing it back for futher study when space pirates attacked them. The new
life form was called "Metroid" and had the ability to drain energy from any
living being. The galactic federation had a call for bounty hunters to hunt
down the pirates and retrieve the Metroid specimen. Many were sent off, but
none ever came back. Finally, the federation beseeched the help of a famous
bounty hunter: Samus Aran.
  
  Samus was sent after the pirates. Samus Aran infiltrated pirates' base in
search of the Metroid. Surprisingly, Samus found that the pirates had plans
to breed these creatures and use them as weapons! After much searching, and
exterminating, the bounty hunter finally met up with the mastermind: Mother
Brain. After a long battle, our famous bounty hunter prevailed. Despite the
success, the federation still feared these Metroids. They wanted a complete
extermination of the species so no one could use them as weapons like those
space pirates had planned. So Samus was sent to the Metroid home planet.

  On the planet's surface, Samus found a few Metroids similar to that found
by the science vessel. But as the bounty hunter continued the search, these
creatures became increasingly more difficult to fight. The Metroids somehow
had molted and grown stronger and much larger. When Samus finally found the
last Metroid, the Omega queen, the creature had evolved so much that it was
more than 10 times the size of our hero with an extremely mean bite! A long
and arduous battle ensued, and fortunately Samus Aran was the winner. While
returning to the surface to report back to the federation, Samus Aran found
a newly hatched Metroid larva. The creature, mistaking Samus as its mother,
began to fly about Samus and also helped lead Samus up toward the surface.

  The Metroid larva was placed into a capsule. Samus left the creature with
the care of scientists on the Space Colony. Thinking that everything was in
order and peace had returned to the galaxy, Samus left the colony. Suddenly
a distress signal from the Space Colony was received! It was being attacked
by space pirates. You now play the role of Samus Aran. The final chapter of
the Metroid Trilogy is told through you. The fate of the galaxy now lies in
your hands!

                          ---------- I ----------

CHAPTER II: PLANET ZEBES AND ITS INHABITANTS

  Planet Zebes' creatures have all gone into hiding as you will notice when
you land. The only visible creatures resemble trilobites, however they will
scatter as soon as motion is detected. A security eye in Brinstar will wake
up the creatures on this planet, both enemies and allies. In general, it is
best to avoid any enemy creature unless they are the "key" to certain doors
in a particular area.

  There are several types of doors and gates throughout the planet. Most of
them are blue doors, which upon when shot. The red doors require 5 missles,
or a single super missle. Orange doors are opened with power bombs. If they
are opened, they will become blue for the remainder of the game. The fourth
type of door is metallic. This door will flash when a trigger is set. These
triggers can range from killing all enemies in the local area to the defeat
of a boss or mini-boss. Once you open a flashing door, it too turns blue.

  The gates on Planet Zebes are metallic and will have either a green block
or blue block at the top. Shoot the blue blocks with your cannon, and super
missles on the green gates. Blue gates can be opened from the opposite side
when the wave beam is equipped (this "secret" is used to get to Crocomire).

  Also scattered throughout the planet are save points where you can record
your progress. You may also come upon map downloading stations, or stations
that refill your energy (yellow) and regular missles (red). Since it can be
time consuming to use save points and recharge stations, a good number will
be skipped for the speed guide.

                          ---------- II ----------

CHAPTER III: COLLECTIBLE ITEMS AND POWER-UPS

  There are many items that can be obtained while journeying through Zebes.
Some are crucial to completing the mission. Others make exploration of some
areas much easier. While many items are quick easy to find (those which are
crucial to completing your mission won't require too much searching), there
are many which are hidden throughout the planet. Listed below are the items
in the game. They are listed in the order which they can be obtained if you
follow the speed run.

  01 MORPH BALL ................................................ Brinstar

  The Morph Ball allows Samus to morph into a rolling ball. You must have
  this item in order to finish the game. Press down twice to morph into a
  ball. You can roll while in this form. Upon getting the BOMBS item, you
  can set off bombs with the fire button.

  02 MISSLES ................................................. Everywhere

  Missles are much stronger than your regular arm cannon. Use them to get
  through red doors, or when fighting bosses. Upon obtaining a missle set
  your missle capacity will increase by 5. The first set of missles is in
  Brinstar, just east of the elevator.

  03 BOMBS ..................................................... Crateria

  Bombs allow Samus to destroy certain blocks and walls. You must collect
  this item, otherwise your game will be limitid to Crateria. With a good
  amount of practice, you can learn to bomb climb and reach high places.

  04 ENERGY TANK ............................................. Everywhere

  Energy tanks increase your energy meter by 100 hit points. Once you get
  an energy tank, your energy meter will also be restored to 100%. In the
  Craterian diagonal tunnel is the first energy tank, and it's guarded by
  two blue Wavers.

  05 SUPER MISSLES ........................................... Everywhere

  Super missles do as much damage as 5 normal missles. They are needed to
  open green doors and green gates. You can also use them to kill the eye
  creatures on various doors. The first set of super missles can be found
  just after the Spore Spawn's location.

  06 CHARGE BEAM ............................................... Brinstar

  This cannon upgrade allows Samus to store energy in her cannon and then
  release it in a large pulse. She flashes once the cannon reaches max. A
  spin jump while flashing will act like a Screw Attack and can kill some
  of the weaker enemies. While in a spin jump and flashing, no enemy fire
  will hit. Damage is variable.

  07 SPAZER BEAM ............................................... Brinstar

  The Spazer Beam sends out three lasers if not coupled with other beams.
  When coupled with other beam item, it triples the number of beams. This
  item is just above the room with water, a Yapping Maw, and a Cacatac.

  08 VARIA ..................................................... Brinstar

  The Varia is an orange suit of armor which reduces the amount of damage
  from enemies and environmental hazards. It is guarded by Kraid. Without
  the Varia, much of Norfair is too hazardous to explore -- the heat will
  do too much damage.

  09 HIGH JUMP BOOTS ............................................ Norfair

  The High Jump Boots do just what their name says: your jumps will reach
  a higher peak.

  10 SPEED BOOSTER .............................................. Norfair

  The Speed Booster will increase your dashing speed. Samus will flash at
  maximum speed. During this stage, dashing becomes power dashing and all
  enemies in the path of the dash will be killed. Certain types of walls,
  barriers, and floors will also melt from the heat from th kinetics.

  11 WAVE BEAM .................................................. Norfair

  The Wave Beam can pierce through metal and Zebesian rock. When the beam
  is not coupled with any other beams, it produces a wave pattern. It's a
  handy item to have since it allows you to get the power bombs extremely
  early in the game.

  12 POWER BOMBS ............................................. Everywhere

  Power Bombs are the only thing that can open the orange doors. They are
  also very powerfull and can take out an entire room of enemies. People,
  including myself, underestimate the power of these bombs, and often use
  it rather rarely. THe first set of power bombs can be found in Norfair.

  13 GRAPPLE BEAM ............................................... Norfair

  Now you can grab onto those blocks shaped liek [o]. The Grapple Beam is
  also usefull against Draygon. You can also grapple onto Rippers and use
  them as grapple points. 

  14 ICE BEAM ................................................... Norfair

  The Ice Beam is really not an essentail item, though it helps to have a
  freezing beam. Your enemies will be frozen when hit with this beam. The
  Metroids are easier to kill if you have the Ice Beam.

  15 X-RAY SCOPE ............................................... Brinstar

  The X-Ray Scope allows you to see through fake or special barriers such
  as fake walls and dash-blocks. This item is not used every in the speed
  run and is a nuisance if you want to get it. However, beginners who are
  adamant about finding all the hidden areas on their own will like it.

  16 GRAVITY SUIT .......................................... Wrecked Ship

  Most of Maridia is unreachable without the Gravity Suit. This suit will
  not only reduce enemy damage but allow "fluid" motion in viscous medium
  such as water and lava. In some areas, the suit can withstand lava. You
  cannot finish the game without this suit enhancement.

  17 RESERVE TANK ............... Brinstar, Wrecked Ship, Mariai, Norfair

  The four Reserve Tanks allow Samus to store extra energy. At low levels
  the reserve tank (if in auto mode) will kick in and replenish (400 max)
  some of Samus' energy.

  18 SPACE JUMP ................................................. Maridia

  With this item, you can jump midair. While spinning, press jump to make
  a midair jump. Climb up to places you couldn't reach before. 

  19 SPRING BALL ................................................ Maridia

  Morphing jumps are now no longer needed. Just turn into a ball and jump
  while in this form. A nice item to have, but not particularly usefull.

  20 PLASMA BEAM ................................................ Maridia

  The strongest beam of the game, plasma shots will kill almost any enemy
  creature on Planet Zebes. Coupled with the Wave Beam, you should have a
  very easy speed run equipping this item.

  21 SCREW ATTACK ............................................... Norfair

  The Screw Attack will take out EVERY enemy creature. No damage from any
  enemy fire will occur if you are in the middle of a Screw Attack. Space
  Jump Boots and the Screw Attack are a deadly combo.

  There is one last item which is an upgrade to Samus' cannon. It is called
the Hyper Beam. Since it is given to Samus and is used only very briefly in
the game, it is not listed among the other items. The most number of Energy
Tanks is 14, 230 Missles, 50 Super Missles, and 50 Power Bombs. There are 4
Reserve Tanks, one in each major area of Planet Zebes (excluding Cateria).

                          ---------- III ----------

CHAPTER IV: CONTROLLER SETUP AND GAME PLAY

  There are certain basic moves in the game that are rather simple to learn
and master. The techniques are listed below, along with the gamepad buttons
for each move. The default setup IS NOT USED because it does not facilitate
dashing throughout the game. The preferred setup is:

          [ L ]          [ R ]                  L - Dash
                                                R - Aim Up
              ^                                 Y - Shoot
              |       (Y)  (X)                  X - Select Item
          <-- + -->                             B - Jump
              |       (B)  (A)                  A - Cancel Item
              V                             START - Map and Console

The reason for choosing such a setup is that you can continually press down
on the dash button without too much effort. You lose the "Aim Down" button,
however this is not often used anyway. The dash button increases the length
and height of a jump. There are instances where you need to hold down dash,
jump, and shoot all at the same time. You cannot normally do this using the
default layout. So practice with this particular setup. The four directions
left, right, up and down will be represented by (l), (r), (u), and (d).

  [ Basic Movement ]

  The names of the basic movements below are not official names. These were
chosen to best describe the movement. They are, however, often used and are
(most of them) considered common Super Metroid terms.

  Static Jump - (B), optionally (l) or (r)
    The static jump allows for more control over where Samus will land,
    and reaches a higher max height. Simply press jump first before any
    directional button.

  Spin Jump - (l) or (r), (B)
    The spin jump is usefull because it is needed for wall jumping. And
    with teh Charge Beam, it becomes somewhat like the Screw Attack. It
    is less accurate since attempts to adjust a spin jump may result in
    over-compensation. You can break a spin jump by shooting, aiming up
    or diagonally up, or morphing.

  Morph Jump - (d), (d) while the Morph Ball is equipped
    Mroph jumps will allow Samus to morph midair. They are used in this
    speed run, and can be quite usefull when you do not have the Spring
    Ball.

  Dashing - hold (L) and (l) or (r)
    Dashing simply increases the speed at which Samus runs. It can make
    a big difference in low game time.

  Power Dashing - with Speed Booster equipped, hold (L) and (l) or (r)
    This is an automatic ability with the Speed Boosters. Barriers that
    have the [>], [^], or [>] symbols will be pulverized. Samus flashes
    when she reaches maximum speed.

  [ Using Items ]

  To use an item, press (X) until the item you wish to use is selected. The
regular bombs do not need to be selected. Regular bombs can only be used in
morphed form. Set bombs off by pressing the shoot (Y) button. The item that
is currently in use is highlighted in green at the top of the screen. It is
recommended that you become familiar with the maps and pre-equip items; the
time saved will add up considerably.

  [ Special Moves ]

  Certain special moves can be executed upon obtaining various items. These
are moves which you definitely need to master in order to successfully make
it through the speed run. Practice with an emulator or a saved game if your
console is all you have.

  Wall Jumping - (l), (B), (r), (B), repeat or (r), (B), (l), (B)
    Wall jumping consists of spin jumping onto a wall, and then jumping
    off the wall in the other direction. This is an extremely important
    technique and comes in two flavors: two-wall and single-wall. First
    start with a spin jump. Brush up against the wall, and while in the
    spin, press away from the wall. Immediately press and hold the jump
    button. In a two-wall situation, you should be spinning against the
    other wall. Just repeat the process. The single-wall situation will
    be a tad bit more difficult. You will have to maneuver back towards
    the wall while spinning, and repeat the wall jump. Timing is really
    critical. Imagine saying "Ta-da" after a successfull trick. At "ta"
    you should press away from the wall, and press jump at "da." (Don't
    forget the dash button for more height!)

  Super Jump - hold (L) and (l) or (r), (d), (B), <varies>
    There are three types of super jumps, one of which is in the intro,
    near your ship. Start with a power dash, and press down at any time
    during the flashing stage. Samus will then flash yellow/white which
    means you can now do a super jump. First press jump and immediately
    press (u) for a vertical jump, (R) for a diagonal jump, and (l)/(r)
    for a horizontal jump. (Use the "ta-da" technique.)

    NOTE: With the horizontal super jump, you can actually execute this
    jump at a slightly higher height. Use a spin jump and break off the
    spin. While midair, press jump and immediately follow with right or
    left. (Use the "ta-da" technique.) Samus will lose some energy when
    super jumping. The amount lost is proportional to the distance that
    traveled. Also, damage is taken upon impact with any indestructible
    barrier. Enemies in the path of flight will be killed instantly. If
    a door is opened in the same screen as Samus' super jump then Samus
    will drop down. And if her energy level is too low (29 hit points),
    the jump will also stop.

  Charged Spin Jump - hold (Y) until flashing, (l) or (r), (B)
    Hold down the shoot button until Samus begins flashing. Continue to
    hold the shoot button and spin jump. If Samus comes in contact with
    and enemy, it will take a bit of damage (most of the creatures from
    Brinstar can be killed with the charged spin jump).

  Bomb Spread - hold (Y) until flashing, (d), (d)
    The bomb spread uses regular bombs. Charge up with the charge beam,
    and morph into a ball. Five bombs will disperse. This is often used
    to eleminate any parasitic enemies when your super missles are gone
    and your power bombs are too precious to waste.

  Bomb Climbing - while morphed, (Y), wait a moment, repeat
    Bomb climbing is not used in the speed run. However, there are many
    instances where wall jumping might prove far more difficult. Timing
    is critical. Count by "one-one-thousand, two-one-thousand," etc. to
    time your bombs. Set one, and just before it explodes, set off your
    second bomb. While falling from the explosion, keep your ears tuned
    for a small clicking sound. This will tell you when to set the next
    bomb. Also, the quick flashing of a bomb is a sign of detonation in
    a split second. You might want to use this flash and set several of
    your bombs to better insure that you will continue your bomb climb.

    There is a second method of bomb climbing and it is much faster but
    also much more difficult. Just before the first bomb goes, off, set
    off two or three (one of them should send you back up). Set more of
    your bombs while you are going up, the faster the better. With good
    timing you can bomb climb three times as fast as the normal method.

    It is also possible to start out by morph jumping and setting bombs
    before you reach the peak of your morph jump. When you descend from
    your morph jump, the bombs you set will send you up. Just make sure
    to set a bomb just before the very first one explodes. Continue the
    bomb climb as normal.

  Beam Shields - select power bombs and hold (Y) 
    Equipping the charge beam and one (only one) other beam, charge the
    arm cannon with power bombs selected. A beam shield will appear. To
    add some special effects, quickly add and remove various beams. Now
    keep in mind that while a beam shield is up, you cannot shoot. This
    means power dashing and the grapple beams are the only attacks that
    will work.

  Energy Crystal Recharge - hold (L), hold (R), (d), hold (d), hold (Y)
    If you have 10 super missles, 10 power bombs, and are extremely low
    in health, select the power bombs and hold down (all four) the dash
    button, aim up, and shoot button while in morphed form. Your energy
    meter will be replenished. The speed guide below should not require
    this move, but for those who are extremely wreckless with health...
  
Be very familiar with wall jumping and super jumping since they are crucial
to speed running the game. Remember that the typical path is not being used
and that you will need quick gaming fingers to pull off all the tricks.

                          ---------- IV ----------

CHAPTER V: THE SUPER METROID SPEED RUN

  This speed run does not follow the typical sequence of areas that typical
games would explore. Rather, many tricks to obtain items early in the game,
ingenious shortcuts, and difficult paths are taken. (The guide was intended
for those who wish to have 100% item collection with extremely low recorded
game times.) The author recommends practicing certain sections with an SNES
emulator in order to perfect various tricks. Each mini-section is titled in
a way that describes the main goal of that mini-section. The numbers on the
far right denote, in order, the maximum capacity of missles, super missles,
power bombs, energy tanks, and reserve tanks. Just below these numbers is a
list of items that can be found in that section. You should have the listed
items, and have a maximum capacity of items as just described. From here on
it is assumed that you can do wall jumps on a whim. We will shoot for a log
time of about 1 hour 20 minutes. So let's cut to the chase...
  

  The Space Colony                                         (000;00;00;00;0)
  ---------------------------------------------------------------- No Items
  
  The game begins with a sequence of screens showing a brief history of the
Metroid story. Actual gameplay begins once Samus lands on the Space Colony.
Immediately head east until you enter a large room with the Metroid capsule
on the floor. Wait for Ridley to appear, and either defeat him or allow him
to take your energy meter down to 29 hit points. Once Ridley takes off with
the Metroid capsule, you have two minutes to exit the colony. Simply return
to the starting point of the Space Colony, and watch the animation sequence
as your ship takes off.

  Planet Zebes                                             (005;00;00;00;0)
  ------------------------------------------------------- Morph Ball, Bombs

  Your ship will then land on Planet Zebes. Travel west through a blue door
and drop down until you see another blue door on the ground. Go through and
hug the east wall until you finally reach lower Crateria (this is, in fact,
old Tourian). Go through the blue door and continue east. Take the elevator
down to Brinstar, and head west. Pick up the MORPH BALL. The inhabitants of
Planet Zebes have been alerted by the motion sensor, so be carefull. Now go
east of the elevator and past the first blue door. You'll need to shoot the
blocks in order to drop down. Use your morph ball and collect the first set
of MISSLES (005) behind the blue door. Now return to Crateria's surface and
look for the small crawling space. Do not use any of your missles. Use your
morph ball near the Skrees and go through that crawl space. Drop down; take
the blue door and head east. Run past the flying swarm, and use all missles
on the red door. Shoot the disc in the Chozo statue's hand to obtain BOMBS.
The statue will then come alive, and you must defeat the Torizo in order to
continue.

  Once the Torizo is defeated, return to the Skrees' area. You will need to
bomb a few blocks in order to leave. Head west, and hop over the small hole
down which you went to get to lower Crateria. Bomb the wall that blocks the
west side, and continue traveling west. At the end of the sloping tunnel is
an ENERGY TANK (01). In the next area are green Zebesians; use your missles
on them since nothing else will kill them. If they do not leave you refills
for missles, then shoot the spore-like creature in the next area and charge
up your missle reserve (you'll need them soon). Take the elevator and go to
Brinstar.

  Brinstar and the Spore Spawn                             (015;05;00;01;0)
  ------------------------------------------------------------- Charge Beam

  After the Crateria-Brinstar elevator stops, drop as far down as possible,
and avoid all enemies. Use all five missles on the red eastern door. Save a
bit of time by running in, and jumping over the floor crawlers, and landing
slightly back toward the door (to avoid the Reo). Run and ignore the second
Reo. Bomb the barrier blocking the tunnel, and avoid the diving enemies. In
the next section, jump up and try to grab 2 missles from a refill from that
pipe. Head east, up, and the west; use the missles on the Side Hoppers, and
try to avoid being hit. Go up to another pipe, and refill on missles. (Note
that if your energy meter is closer to 100%, the probability of getting the
missle refills increases. This goes for most non-health refill items.) Open
the red door to your right and return to the pipe for 4 more missles. These
will quickly take out the Kihunters in the next area. They must all be dead
in order to open the door up in the ceiling at the end. Go up and fight the
Spore Spawn.

  After you take out the Spore Spawn, head up and east. Jump over the first
pipe, and on top of the second pipe. Drop all the way down and collect some
SUPER MISSLES (05) from the Chozo statue. Now continue west and use a super
missle on the green door. In the room behind this door, crouch on the small
platform and shoot another super missle at the corner. Morph into a ball to
crawl through, and bomb your way out. (Watch out for the Reo.) Drop down to
the MISSLES (010) in plain view. Look for two outlined blocks and bomb them
to drop down to the Chozo statue holding the CHARGE BEAM. Grab the beam and
pass through the green door east of those two bombed blocks. A super missle
will open the green door.
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In a recent conversation with Giulio Paolini in which he cited the 
two biggest innovations of the Renaissance, which in his view were 
perspective and drapery, Kapoor commented:

The motif of the fold in Renaissance painting was a mark of being, 
but if there was a fold in black fabric, you couldn’t distinguish it. 
Through the erasure of the outline and the edge we are offered  
the possibility of going beyond. Beyond being.14

Utilising this revolutionary material, Kapoor has continued his 
long-standing research into the ‘Non-Object’, breaking down every 
boundary between painting and sculpture. By ‘taking away’ the object 
from itself, it appears absorbed by the very material of which it is 
made, asking us to deal with its loss in order to analyse our complex 
relationship with reality.

In Kapoor’s art, in fact, as the title of the exhibition reminds us, the 
unreal is mixed with the untrue, transforming or negating the ordinary 
perception of reality. Thus we are invited to explore a world in which 
the boundary between true and false is dissolved, opening the doors  
to the dimension of the impossible.

This powerful experience of the non-object continues in Gathering 
Clouds (2014, pp. 140–141), monochrome concave forms that absorb 
the surrounding space in a meditative darkness. In fact Kapoor’s art 
offers a new way of seeing and thinking about how we experience 
‘reality’ through his unique use of form and saturation, in works 
pervaded by a profound psychological connotation.

These works of Kapoor’s devoted to investigating the perception of 
forms and spaces, to the sense of distortion, to destabilising but unitary 
forms, are accompanied in the exhibition by works on other themes 
that also constitute a fundamental part of his research: the obsessive 
attention paid to flesh, organic material, the body and blood. Thus 
we are presented with dramatic eviscerated and devastated intimacies, 

14. www.exibart.com/arte-contemporanea/dialogo-tra-assoluti-anish-kapoor-e-giulio-paolini-in-
mostra-alla-galleria-minini-di-brescia/, last accessed 26 August 2023.
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Figure 16. Christian Bök, Diamonds (2003), 
designed by Nick Shinn.

A similar approach can be found in Diamonds by the Canadian 
poet Christian Bök, a text in which small stanzas are set as 

a mosaic of fragments in the monospaced font ‘Panoptica’, 
designed for the project by Nick Shinn (Fig. 16).31 Each line 

has the same number of characters so that even when set 
unjustified, it appears justified. Its text is made to fit its 

typography. Twenty-six characters make up each line, a 
reference to the numbers of letters in the Latin alphabet. 

It’s a typeface, a book, and a type specimen set simultaneously 
justified and unjustified.

Semantic Poetry and Internal Vertical Justification

In the late 1940s, Stefan Themerson developed a typographic 
system to convey the aesthetic and semantic meanings of a 

given text, typically poetry, whose reflexive approach has been 
described by Stuart Bertolotti-Bailey as simply ‘semantics = 

aesthetics’.32 ‘Internal vertical justification’ (IVJ) appeared in 
Themerson’s novel Bayamus and the Theatre of Semantic Poetry 
as an attempt to make type arrangement more diagrammatic 
of the text’s content – more planar than linear – and therefore 

more comprehensible.33 IVJ broke sentences into clusters of 
words, based on their syntax, which could then be spaced 

horizontally or vertically.34 These two systems were born from 
Themerson’s attempt as a writer and poet to strip language 

down to its ‘true reality’ (Fig. 17).35 In describing the system 
in the Penrose Annual in 1965, he writes:

you may read a musical score HORIZONTALLY, following 
the melodic line, and you may read it VERTICALLY, 
following the structure and arrangement. Why shouldn’t 
it be the same with poetry? Typographical topography 
of a printed page is two-dimensional, is it not? If I have 
a number of words that form one entity, why shouldn’t 
I write them as I would write the notes of a chord: ONE 
UNDER ANOTHER INSTEAD OF ONE AFTER ANOTHER? 
Internal vertical justification (I.V.J.) is the answer to 
my problem.36

Themerson illustrates this theory by re-typesetting a 
speech – Printers and Designers, by Herbert Spencer, as given 

to the Double Crown Club in 1963 – using IVJ.37 Using an IBM 
typewriter he was able to drop down a line without having to 

return to the left edge of the text column. Crucial to this, and 
the broader work of Themerson’s Gaberbocchus publishing 

imprint, was the fact that the editing (sometimes authoring), 
design, paste-up and publishing were all done in-house. Only 

with every aspect of production, from manuscript to print 
production, coordinated in this way do certain aesthetic 

outcomes become possible. 

The Shape of Unjustified Text

Unjustified typesetting inherently produces lines of unequal 
length – the rag – whose arrangement into a satisfactory 

order requires conscious decision-making. The appearance 
of columns as text with irregular edges – whether free and 

unstructured or controlled and nuanced – has an influence 
on the tone and legibility of a piece of text, reflecting both 

cultural conventions and the typographic preferences of the 
designer, author and publisher.

In British typographic practice, each paragraph is considered 
a unified visual unit. A discrete undulating contour on the 

text’s right edge is known as a ‘fuzzy D-shape’ (Fig. 18).38 
This was taught in the Department of Typography & Graphic 

Communication at Reading University, an influential 
institution in the national context of the UK, from the 1970s 

Figure 12. Carl Andre / Marcel Broodthaers / 
Daniel Buren / Victor Burgin / Gilbert & George / 
On Kawara / Richard Long / Gerhard Richter 
(Palais des Beaux-Arts, 1974).

Figure 11. Introduction a la peinture moderne 
en belgique (Vielsalm, arts et culture, 1968).

eye and wouldn’t have been specified by Roth. This example 
of setting text justified and unjustified at the same time is 

more technical quirk than design statement. Other examples 
of unjustified typesetting from the same period (1950–1980) 

show similar characteristics (Figs. 11–13). This hybrid setting 
occurred within a period of constant technical and aesthetic 

negotiation between typographer, typesetter and machine, 
while justified composition remained the prevailing norm.

A similar typographic approach emerged in the UK in the 1980s 
at the advertising agency Cogent Elliott, 27 where semi-justified 
text was specified intentionally to achieve an effect similar to 

that of Birtingur. 

Lust, written and designed by the artist and writer Paul Buck, 
deploys a style of paragraph setting in which the point at 

which the last word of a given paragraph ends, arbitrarily 
determines the horizontal indent of the first word of the 

following paragraph (Fig. 14).28 This is described as ‘dropline’ 
paragraph setting by Robert Bringhurst in The Elements 

of Typographical Style.29 An electronic typewriter with a 
monospaced font was used as the method of composition, 

with each character taking up the same amount of horizontal 
space. Three out of five of the line endings on the second 

paragraph of page 17 appear justified as they happen to be the 
same number of characters in each line, to form an accidental 

example of justified and unjustified happening at the same 
time. An extreme example of this effect being self-consciously 

produced is found in Han Duong’s Super Metroid Speed Guide 
and FAQ (1996), a 17,500-word ASCII text in which every line 

contains exactly seventy-five characters (Fig. 15). Written 
in a monospaced text editor, the guide achieves full visual 

justification through the writer’s careful word choice rather 
than by mechanical spacing. Duong reworded sentences so that 
they fit, effectively performing manual justification within the 

constraints of a basic text software.

I figured if I was already going to put the effort into 
writing a helpful guide, I may as well make it look nice as 
well. Back then, many of the guides were in plain text. The 
problem was that back then, plain text was THE way to 
publish such types of guides. My only issue was that many 
of those guides just didn’t look as nice due to the lack of 
right-hand justification. I decided full justification was a 
necessity. How was it done? It was really just a choice of 
words. If the initial text didn’t fit, I would go back and try 
to reword my sentences so that they did.30

This absurd work intentionally combines justified and 
unjustified principles through its extreme linguistic constraint. 

Figure 13. Europe in the seventies  
(The Art Institute of Chicago, 1977),  
designed by Everett McNeal.

Figure 14. Paul Buck, Lust (1976).

Figure 15. Han Duong, Super Metroid Speed 
Guide and FAQ (1996) <https://gamefaqs.
gamespot.com/snes/588741-super-metroid/
faqs/10114> [accessed 6 February 2026].

Figure 18. Anish Kapoor, Untrue Unreal (2023), 
designed by Fraser Muggeridge studio.
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He ordered me to take off my shirt and lie face 
down on a white mantle that had been spread 
over the sofa for my back surgery. Again, he 
asked me to close my eyes. During the surgery 
I could only see illustrations of hieroglyphs, 
as if I was �ipping through a comic book at 
maximum speed, and at the same time I felt 
multiple hands were running down my back.
 “Your lower back is dislocated, I placed 
some shark teeth as support, and little by 
little we will start straightening it. Son, 
what did you see during the surgery?”
 “I didn’t see much, Brother, I only 
saw projections of Aztec symbols in 
cartoon form … I also experienced a 
sensation as if a sharp nail was opening my 
back.”
 The Brother laughed and told me that  
the nail was a very sharp energetic knife which 
he used to open his patients. At that time, I said to 
myself: “I just made the last Aztec emperor laugh.”

 The Questions

When I stood up, Sister Gaby wrapped me in a sheet 
of shiny silk, which was stained brown on all sides. I 
did not dare ask. In his book, Grinberg describes 
the white mantle that Pachita used to cover his 
patients. With time it had become red on 
account of all the blood.
 After a prayer, the questions 
started. 
 “The �rst question; Brother, is 
my mom going to get better?”

20

The brutalist movement, which emerged in the context of 1950s 

post-war reconstruction, was strongly linked to the idea of 

 deploying architecture to help democratise society. The central 

tenets of brutalism—staying true to materials, transparency,  

and rendering structures visible—also permeate the Theater  

St.Gallen’s architectural idiom. Concrete is not concealed or 

 embellished but left just as it is, with all its traces, unevenness, 

and idiosyncrasies. Rather than using this materiality simply  

as a backdrop, Karikis turns it into a protagonist. The slow-moving 

camera hovers over the theatre foyer’s grey concrete walls, 

floors, and ceilings. This probing gaze reveals the traces of the 

wooden formwork that characterize the raw, unadorned material; 

it reveals its rough texture, as if the camera were caressing  

the concrete’s “skin.” The video celebrates the material’s haptic 

and visual qualities, and the cold, lifeless construction material 

takes on a poetic dimension. 

The hexagonal floor plan is a striking feature of the 

Theater St.Gallen. The hexagon serves as a fundamental principle 

in the spatial design and architectural details of the theatre. 

Asymmetrical, often hexagonal spaces are arranged in a spiral 

around the architectural core—the stage and auditorium.3  

In the foyer, where Karikis’s work was filmed, cascade-like stairs 

guide visitors up to the auditorium along bifurcating routes.  

3 For more on the architecture of the Theater St.Gallen, see:  
Hannes Ineichen, ed., Claude Paillard. Bauten und Projekte 1946–1997 (Schweizer 
Baudokumentation, 2002); Michael Niedermann, “Bericht der Denkmalpflege,”  
in Theater St.Gallen. Erneuerung und Umbau 2023 (Bau und Umweltdepartment des 
Kantons St.Gallen, Hochbauamt, 2023), 42–44.

Theater St.Gallen, 1968

30

Sinfonie, die einen Möglichkeitsraum für alternative Visionen 

eröffnet. Sie lädt uns ein, nicht nur über die Zukunft nachzuden-

ken, sondern sie in einem kollektiven Prozess zu imaginieren. 

Angesichts globaler Krisen wie Kriegen und den verheerenden 

Folgen des Klimawandels stellt die Arbeit eine drängende  

Frage: Wie können wir gemeinsam eine bessere Zukunft gestal-

ten? Was können wir tun? 

In einer Reihe von Workshops ermutigte Karikis die 

teilnehmenden Musikerinnen, ihre Gedanken, Visionen und 

 Hoffnungen für eine bessere Zukunft zu formulieren. Ihre Stimmen 

und Ideen wurden zur Grundlage des «Universums der Lösun-

gen», das sich in der finalen Arbeit in Klang und Bild manifestiert. 

Dabei entstand eine neue Art des Denkens, Sprechens und 

 Handelns für das bessere Morgen – eine Sprache der Zukunft. 

Schlüsselbegriffe wie teilen, neu denken, lernen und wir können 

entsprangen den intensiven Diskussionen zum Klimawandel  

und sind in gesprochener, geflüsterter oder gesungener Form in 

die musikalische Komposition integriert. 

Karikis’ Ansatz ist vom Denken der amerikanischen 

Komponistin Pauline Oliveros und ihrem Konzept des «Deep 

 Listening» inspiriert. Oliveros betrachtete die Auseinandersetzung 

mit dem Klang als eine bewusst erlebte Praxis, die alle akusti-

schen Phänomene einbezieht – von natürlichen bis zu technischen 

Geräuschen. Diese auf kollaborativen Methoden basierte Praxis, 

so Oliveros, kann einen bedeutenden Beitrag dazu leisten,  

die Grenzen unserer Wahrnehmung und somit auch unseres 

Denkens zu erweitern.1 Oliveros’ «Deep Listening» bildete auch 

die Grundlage für Karikis’ experimentelle Klangworkshops in 

St.Gallen, in denen die beteiligten Musikerinnen – zwei Cellistinnen 

und eine Geigerin – spielend, lauschend und durch Improvisation 

die Möglichkeiten erkundeten, über Klang ihre Vision von der 

Zukunft zu formulieren. Inspiriert von der Klanglandschaft des 

Weltalls, etwa den elektromagnetischen Teilchen des Sonnen-

1 Vgl. «About Deep Listening», The Center for Deep Listening,  
https://www.deeplistening.rpi.edu/deep-listening/ (3.4.2025).

Examples of “Flattersatz” (ragged margin, ragged alignment) in German and English,  
following the ‘long, short, long, short’ rule. The goal should be to strike a balance between 
legibility (including hyphenation) and reading rhythm.

Reference:
Mikhail Karikis – VOICES, COMMUNITIES, ECOLOGIES.
Editor: Gianni Jetzer, Director, Kunstmuseum St.Gallen
Publisher: Mousse Publishing
ISBN 978-88-6749-676-1
Published in 2025
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Figure 24. Naoya Hatakeyama, Excavating 
the Future City (Aperture, 2018), designed by 
Studio Lin.

Figure 23. Student project (2016),  
designed by Lucas Luccini.

Figure 22. Excerpt from a handout for the 
Typesetting / Grid Systems module, first 
semester, ZHdK, Zurich, taught by Marietta 
Eugster and Giliane Cachin since 2021.

Swiss Professor Rudolf Barmettler advocates for the creation 
of lines that ‘actually flutter’:

It’s all about rhythm. And the rhythm must be long, short, 
long, short, long, etc. It could also be long, long, short, 
short or long, long, short, long, long, etc. That’s rhythm 
too – but even here, a reader might begin to wonder: 
what’s the purpose of this rhythm? Typography, in this 
context, should not draw conscious attention. It’s  
similar to dancing: it’s about whether one can follow the 
rhythm of the music, and whether the dance becomes  
a pleasure for the pair. In terms of maintaining rhythm  
in ragged text, you can’t suddenly switch from  
foxtrot to rock ’n’ roll mid-dance – that would confuse 
your dance partner and the audience alike.43

Marietta Eugster and Giliane Cachin teach a similar theory to 
graphic designers in the Typesetting / Grid Systems module 
during the first semester at ZHdK, Zurich, Switzerland (Fig. 22). 
Swiss designer and letterpress printer Dafi Kühne further 
articulates the complexity of this approach, outlining multiple 

layers of decision-making that inform a successful Flattersatz:

a) the overall visual density of the spread; 
b) the contour and shape of the paragraph’s right-hand 
edge; 
c) the alternation of long and short lines to establish 
rhythm; 
d) variations within these long and short lines; 
e) the management of hyphenation and linguistic rhythm, 
which may differ across languages; and 
f) the acceptable degree of flexibility in word spacing or 
typeface stretching.44

The cumulative effect of these decisions is subjective, 
depending on the designer’s intention and sensitivity to 

visual rhythm of each line. The adoption of Flattersatz is 
as much an expression of individual authorship as it is a 

manifestation of typographic discipline. When heavy-handed 
alterations have been made to achieve the Flattersatz effect, 

even lay readers can become aware of it, to the detriment 
of the text. Contemporary practitioners have parodied and 

created techniques for automating the Flattersatz rhythm, 
with German designer Lucas Luccini inserting a blank box on 

every second line, so that text can be set to justified while still 
preserving the characteristic short-long look (Fig. 23). This 

playful execution blurs the distinction between hand-crafted 
irregularity and programmed precision. American designer 

Alex Lin arrived at the same solution in dialogue with a client: 
‘When we showed the curator the justified type blocks, he 

felt it was too straight and rigid, then we did flush left and he 
said it felt too messy. So we came up with the justified rag!’ 

(Fig. 24).45 Designer Kia Tasbihgou pursued a more expressive 
variation, deliberately exaggerating line lengths to convey 

textual meaning, while maintaining overall visual coherence 
(Fig. 25). And in 2019, the Swiss design studio Norm developed 

a refined iteration of Luccini’s concept, by setting the line 
length to alternate between four standard widths (Fig. 26). 

The result appears natural and organic, yet it is entirely 
mechanical – a case for the most fitting expression of the 

spirit of justified and unjustified at the same time.

to the present. Short words at the end of a line are carried 
over to the next line to avoid them seeming detached from 

the paragraph, and falling off a metaphorical cliff-edge. The 
result is an edge that feels relaxed, with an organic rhythm. 

In my design practice this activity is referred to as ‘doing the 
line endings’, representing a balance between control and 
informal expression. My intention is to acknowledge the visual 

aesthetic of the rag while maintaining care and consistency 
throughout the setting. Adobe InDesign incorporates 

algorithmic systems to manage line breaks and spacing. 
The default mode for specification is the Paragraph Composer, 

which evaluates an entire paragraph holistically, calculating 
the line breaks which will yield the most even overall spacing 

and fewest hyphenations. This approach can produce a 
certain visual harmony, particularly in long passages of 

text. However, it can pose challenges during editing, as even 
minor textual changes may alter the line endings of the entire 

paragraph. In contrast, Single-Line Composer mode analyses 
one line at a time, producing more predictable outcomes with 

greater control for the designer, particularly when managing 
manual line endings or short text extents. These digital 

developments illustrate how the creation of a typographic 
rhythm has shifted from a manual, craft-based operation to 

a semi-automated computational one. Yet the typographer’s 
main objective remains to guide the reader’s eye fluidly along 

the line, while maintaining visual coherence at the right 
edge of the text. This edge becomes a site of subtle design 

decision-making, embodying the tension between automation 
and authorship, efficiency and typographic expression. 

Novel approaches to line ending shapes can be found in 
contemporary art publications that encourage experimental 

and playful strategies. For example, the book The Grinberg 
Mystery, designed by James Langdon derives its line-ending 

forms from the silhouetted shapes of a character’s hands 
within the book itself (Fig. 19). This integration of typographic 

detail becomes an illustrative motif conceptually and visually, 
in dialogue with the content of the publication.39

The Flattersatz

A distinctive approach to unjustified typesetting emerged 
in Switzerland during the late 1980s as designers practicing 

digital typesetting assumed greater control of their work. 
It later spread to and is currently practiced in Germany, Italy, 

and parts of France. The name comes from Flattern, meaning 
‘to flutter’, and Satz, meaning ‘typesetting’.40 This approach 

seeks to achieve an intentional rhythm within the right ragged 
edge of text. Unlike more spontaneous or unregulated forms of 
unjustified composition, Flattersatz utilises precision, balance, 
and craft. It insists on an alternating in-out, short-long rhythm 
along the right edge, creating a visually harmonious effect: 

‘Depending on the intended effect, the line rhythm may be 
subtle or pronounced’.41 The layout and typesetting manual 
Satztechnik Typograpfie illustrates the common errors to avoid 
with this method:

1. Stepped ladder shapes that extend inward or outward. 
2. Bulging rounded shapes. 
3. Typographically and linguistically poor hyphenations. 
4. Isolated words. 
5. Poor rhythm. 
6. Holes that are created by individual lines that are too 
short. 
7. The rag parameters are too short. 
8. The rag parameters are too long. 
9. The short and long lines are the same length. 
10. Linguistically illogical line breaks.42 

The process of creating a Flattersatz involves a significant 
amount of manual labour, adjusting word spacing or character 

tracking to ensure each line reaches its optimal length to 
maintain the effect. In some cases, the horizontal or vertical 

scaling of letterforms is also manipulated, with the resulting 
minor distortions intended to remain imperceptible to the 

reader (Figs. 20–21). In this context, a poorly balanced rag is 
regarded as evidence of insufficient care or craftsmanship. 

Figure 19. Rodrigo Ortiz Monasterio, The 
Grinberg Mystery (Bom Dia Boa Tarde Boa, 
2019), designed by James Langdon.

Figure 20. A Chequered World, Fifty Years 
of Quaderna and the Legacy of Superstudio 
(2022), designed by Think Work Observe.

Figure 21. Mikhail Karikis, Voices, 
Communities, Ecologies (2025), designed by 
Kasper-Florio.

39. Rodrigo Ortiz Monasterio, The Grinberg 
Mystery (Berlin: Bom Dia Boa Tarde Boa Noite, 
2019).

40. Udo Wermuth, ‘An Attempt at Ragged-
Right Typesetting’, TUGboat, 41.1 (2020), 
pp. 73–94.

41. Willi Kunz, Typography: Formation and 
Transformation: A Handbook for Designing with 
Type (Sulgen: Niggli, 2003), p. 85.

42. Satztechnik und Typografie. Band 2: 
Satztechnische Grundlagen, ed. by Richard 
Frick (Bern: comedia-Verlag, 2003). pp. 38–40. 

43. Email correspondence with the author, 25 
January 2025.

44. Email correspondence with the author, 11 
June 2025.

45. Email correspondence with the author, 21 
January 2026.

Im Bus hat sie keinen festen Platz. Sie findet  
es albern, sich eine Präferenz für einen Platz  
zu halten. Alle Menschen sollen beim Einsteigen 
schließlich jeden Tag aufs neue die Chance ha-
ben, überrascht zu werden. Sobald sie sitzt, holt  
sie die Zigarettenschachtel aus ihrer Tasche 
und zählt nach. War es ein sonniger Tag, ist die 
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1 Daniele Balit, “From Ear to Site: On Discreet Sound,” Leon-
ardo Music Journal, vol. 23 (December 2013): 59.

2 Robin Mackay “Sound Out of Line: In Conversation with 
Florian Hecker” from the event held at Urbanomic Studio, 
Falmouth (June 27, 2009). The transcription is available at: 
www.urbanomic.com/document/sound-out-of-line/, ac-
cessed November 5, 2018. See also the seminar with Florian 
Hecker, Sarat Maharaj, and Robin Mackay on occasion of 
the exhibition “Systemics #2: As we may think (or, the next 
world library),” held at Kunsthal Aarhus (December 8, 2013). 
Recording available at: soundcloud.com/kunsthal-aarhus/
florian-hecker-seminar, accessed November 5, 2018.

3 Diana Deutsch, Musical Illusions and Paradoxes (Philomel 
Records, 1995). Albert S. Bregman, Auditory Scene Analysis: 
The Perceptual Organization of Sound (Cambridge, MA: MIT 
Press, 1994).

4 See Hecker, Kunsthal Aarhus seminar (2013).
5 Bregman discusses the question of the cognitive separa-

tion of individual sounds against their acoustic background 
in auditory perception. “The stream,” he explains, “plays the 
same role in auditory mental experience as the object does 
in visual.” See Bregman, Auditory Scene Analysis (1994), 
10–11.

6 Jonathan Sterne, “The MP3 as Cultural Artifact,” New Media 
and Society, vol. 8, no. 5 (October 2006), 834–35.

7 Ibid., 834.

What Is an Object?
Magnus Schaefer

Many installation views of Florian Hecker’s exhibitions show people sitting, 
standing, or moving about in the space. Their postures and expressions 
suggest they are focused on listening to the sounds emanating from the min-
imal arrangements of speakers surrounding them. These scenes often ap-
pear to have been staged for the camera and their theatrical quality underscores 
how Hecker’s installations set up a kind of stage for audiences to perform 
the act of listening. The task he assigns to his listeners is not a facile one. Re-
viewers have noted the challenges (and rewards) of encountering the rapidly 
changing arrangements of synthesized sounds in Hecker’s work. Daniele Balit 
recounts the aggressive audience reaction that one of Hecker’s live perfor-
mances triggered at the Centre Pompidou in Paris in February 2012, culmi-
nating in an audience member cutting the concert short by attacking the PA 
system.1
 Discussing his work, Hecker has highlighted “intensity” as one of the qual-
ities he aims for in his approach to sound and composition.2 Yet this does not 
amount to a mere physical or psychological endurance test for audiences or 
to formal exercises at the more extreme ends of the musical spectrum. Hecker’s 
work is informed by the perceptual fault lines and paradoxes studied in the 
fields of psychoacoustics, musical psychology, and, more recently, image and 
sound recognition. Two authors he references frequently are Albert S. Breg-
man and Diana Deutsch. Both have released CDs with sound examples to illus-
trate their research, and Hecker has incorporated effects modeled on the 
tone sequences and sound patterns from Deutsch’s compact disc, Musical 
Illusions and Paradoxes, and the CD accompanying Bregman’s book, Audi-
tory Scene Analysis, into his own work.3 When asked about the significance of 
these citations during a discussion at Kunsthal Aarhus in 2013, Hecker 
explained that “psychoacoustics is a way of intensifying what is happening 
between the loudspeaker and the audience.”4 What this statement fore-
grounds is the relation between what Bregman terms as the “acoustic event” 
(the physical cause of an auditory perception—in Hecker’s case, sounds 
generated through digital synthesis and translated into physical vibrations by 
the speakers) and the perception of the corresponding “stream,” the grouping 
of perceptual qualities allocated to this event in the individual audience mem-
bers’ mental representation of it which makes the “event” distinct from its 
acoustic background.5 Hecker’s references to psychoacoustics frame the act 
of listening as a mental process of organizing perceptual data.
 Drawing on a number of disciplines, including psychology, acoustics, physics, 
biology, and physiology, psychoacoustics establishes a set of assumptions 
about how this process unfolds in the physical and mental experience of 
sound. The ubiquitous MP3 format, used to reduce the size of sound files for 
easy distribution on the internet, crucially relies on psychoacoustic models of 
human hearing. As Jonathan Sterne explicates, the MP3 compression algo-
rithm decides which elements of a sound are unnecessary for an adequate 
listening experience; it supposes, for example, that the human ear cannot 
distinguish between two sounds of similar frequency of which one is significant-
ly quieter, and thus does not include the quieter sound in the file.6 Unlike 
previous sound reproduction techniques, the MP3 is not designed towards the 
best possible fidelity to a sound source but towards results that “will do” for 
listeners.7 Yet the format assumes that its compression function will remain un-
noticed in the act of listening to an MP3-encoded piece of music—or at 
least not interfere negatively with listeners’ expectations when they hear the 
file. Hecker’s compositions, in contrast, emphasize and expose the psycho-
acoustic effects they employ. What the brief excursus to the MP3 format brings 
into focus is how theoretical models of perception do not simply provide an 

A.2 Sonic Tensors and Mental Ears in Universes of Synthesis

21 James Gibson, “The Theory of Affordances,” Perceiving, Act-
ing, and Knowing: Toward an Ecological Psychology, eds., 
Robert Shaw and John Bransford (Hillsdale, NJ: Lawrence 
Erlbaum, 1977), 67–82.

22 The analysis and resynthesis process employed in the 
eight versions of Resynthese FAVN each entails a different 
function of the sound synthesis concept using statistical 
descriptors developed by Axel Röbel. See Röbel’s contribu-
tion to this volume, 45–96.

signals or data, such as sounds, that are distinguished by being both discontin-
uous and scaled. They may be combined to produce an overall sound, or a 
sound may be decomposed into wavelets. Wavelets are increasingly used 
rather than the more established form of Fourier analysis—which consists 
of adding multiple waveforms together into one overall entity. By virtue of being 
discontinuous, wavelet-based approaches can analyze sounds without an 
assumed continuity or a connectedness of its parts. That wavelets are scaled, 
affording multiple degrees and kinds of foci within an analysis, yet not as-
suming an a priori continuum between parts, becomes particularly pertinent in 
the analysis and development of multi-scalar systems and entities. What 
is uncanny about these approaches to sound as they are deployed in Hecker’s 
work is that they stage the decomposition and recomposition native to the 
interplay between analysis and synthesis in a way in which attentive mental ears 
also partially undergo this process in their listening as they move through 
the sequential playback of the different versions of auditory data as it is arrayed 
through this pipeline.
 The reworking, filtering, and processing of FAVN takes place in a series of 
eight versions in Resynthese FAVN, first shown at Kunsthalle Wien in the 
exhibition “Florian Hecker. Halluzination, Perspektive, Synthese” (2017–18). The 
title of the show is a concise tripartite proposition about the nature of percep-
tion. “Affordance,” the title of another work included, alludes to the theories of 
ecological perception of James Gibson.21 Here, an affordance is a structure 
that allows for an action, movement, or perception. As an example, the leaf of 
a water lily provides a set of affordances to a frog. Aspects of the frog’s per-
ception involve being partially oriented to reading these affordances. These 
perceptions and affordances would be different to those afforded to a 
human who may also happen jump onto the leaf. Part of the work of the artist 
is to create conditions for the elaboration of imagination, the recognition 
and operation of situated experience in the crisscrossing valences of observa-
tion and being, and the work of the composition of universes of synthesis. 
Reworking FAVN by additional processes of synthesis establishes the initial 
piece as part of a multi-dimensional meta-seriality or versioning as its ma-
trices of currents of values and procedures intersect with sounds arrayed as 
sets of data.22 
 These sonic tensors draw mental ears into the matrices of the composi-
tional in universes of synthesis. They establish mediating textures and dip-
lomatic condensates that allow for the provisional interoperability of codes of 
sonic conduct. Sonic tensors elaborate complex syntheses of domains of 
sound. As with poetic composition, their structuring forces may not be imme-
diately obvious, they may do violence to certain treasured forms of tonality 
and ideas of ears. As a complex of sounds, their relation to the mathematical or 
computational entities and procedures they in part arise from, or that model 
and track them, may necessarily imply something of an obfuscated semiotic; 
but it is their proposition, and their manifestation that subtly induces mental 
ears as an act of imagination and sensual intellection as they encounter a sound, 
a sound, a sound, a sound, a sound.
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als Ganzes eine seltsam entrückte Atmosphäre aus- 
geht. Schaut sich ein botanisch Versierter um, mag er 
Rosen, Wildrosen, Anemonen und Magnolien identi-
fizieren, während dieses in gewisser Weise nostalgisch 
anmutende Florilegium dem unbedarft Schaulustigen 
ganz einfach einen wehmütigen Seufzer entlockt. 
Zugleich ist da aber auch die Lust, das irritierende 
Doppelleben der Werke zu untersuchen: Jene Gestal-
tung, die sie zugleich als Fenster und Gemälde,  
als offensichtlich frisch produziert und irgendwie  
doch betagt, als dekorativ und konzeptionell 
 erscheinen lässt. 

Ein Vexierspiel
Gab es im Schaffen von Fredrik Værslev bislang nicht 
ein einziges gerahmtes Bild, so lässt er im Vorfeld  
des Delmenhorster Projektes gleich 41 weiße, zu den 
finalen Werken zusammensetzbare Sprossenrahmen  
in perfekter handwerklicher Arbeit von einem Möbel-
tischler anfertigen.5 Das Wunderliche dabei: Jeder 
einzelne Rahmen kommt zweifellos als ein Fenster- 
rahmen daher, und das, obwohl – auf den ersten Blick 
erkennbar – Beschläge und Griffe und damit eine 
tatsächliche Funktionalität fehlen. In Maß und Propor-
tion entsprechen die nachgeahmten Rahmen genau den 
Coburgʼschen Fensteroriginalen. Dabei lässt der 
gewiefte Artiste-Fenêtrier für den fantasiebegabten  
Betrachter, der eine Fensterscheibe sehen will, eigens 
einen kleinen Abstand zwischen Leinwand und  
Rahmen anlegen. 
Fredrik Værslev hängt seine „Fenstermalerei“ als 
Quadrupel, aber auch als Doppel übereinander oder 
nebeneinander, außerdem gibt es ein einziges Solo-
stück. Was die durch und durch eigenwillige Präsenta-

aber nur ab und an einen vagen Einblick in einen 
Privatraum erhascht. Im Grunde sind fast sämtliche der 
Fenstereinsichten durch eine blickdichte Bespannung, 
eine gemusterte Decke oder einen geblümten Vorhang 
verhindert. Aber, gedankliches Reframing war schon 
immer ein probates Rezept gegen aufkommenden 
Frust: Gleitet der Blick des Spaziergängers durch die 
tatsächlichen Fenster hinaus in die Delmenhorster  
Realität, in sattgrüne Baumkronen, in den urbanen 
Raum oder durch das (filmgeschichtlich vorbelastete) 
Fenster zum Hof auf die angrenzende Architektur, 
vexiert auch der Blick auf die Værslevʼschen Fenster-
malerei: Plötzlich ist es, als schaue man aus einem 
Wohnraum hinaus durch ein Sprossenfenster gegen 
eine teilweise herabgelassene Markise, eine Balkon- 
gitterbespannung, in einen Garten. Dann kann zum 
Beispiel das bereits erwähnte Solostück den Eindruck 
erwecken, als ließe ein nebeltrüber Himmel sein 
indigoblaues Magnolienblüten-Tattoo herab, dann 
kann es ein, dass der Blick über ein braun-grünes 
blütenbedecktes Gewässer wandert. 

Im Schwindel der Diskurshöhe 
Als Absolvent der Frankfurter Städelschule ist Fredrik 
Værslev ein theoriebeschlagener Künstler; seit 2017 ist 
er selbst Professor für Malerei an der Kunsthögskolan 
i Malmö (Malmö Art Academy). Dementsprechend 
hält die Malerei des Norwegers für den Connaisseur 
eine Vielzahl von kunsthistorischen Anspielungen bereit. 
Sie reichen von der Druckgrafik des 19. Jahrhunderts 
bis zu all jenen, im Grunde mit dem Impressionismus 
beginnenden Ansätzen, die die strukturelle Bedeutung 
des Bildrandes schwächen. So lassen sich Bezüge  
zur Stained-Canvas- und All-Over-Malerei der Nach-

tion betrifft, so geben die Originalfenster mit ihrer 
vom Boden gemessenen Unterkante von 24,5 cm und 
mit ihrer horizontalen Mittelachse die Hängehöhen 
vor. Und auch sonst ist das Haus Platzanweiser:  
Die Bilder hängen vorzugsweise dort, wo sich – im  
imaginierten Röntgenblick durch die Ausstellungswände 
bzw. Fassaden hindurch – außen eben gerade keine 
Fenster befinden. Wer dieser untergründigen Matrix 
gewahr wird, der versteht: Letztlich geht es Fredrik 
Værslev um Raumgemälde, d. h. um einen betont 
gleichwertigen Umgang mit Leerstellen und den realen 
Fenstern als faktischen Objekten (samt Ausblick) und 
den von ihm geschaffenen Fenster-Rahmen-Bildern. 
Ihm geht es um eine Potenzierung des Raumes, um 
eine Transformation der Architektur und damit um ein 
Ganzes, das von jedem Punkt des Raumes aus gesehen 
die Frage aufwirft: Wo fängt Malerei an, wo hört  
sie auf? 
So lässt Fredrik Værslevs Projekt „Fenstermalerei“  
die Coburg’schen Säle in die Länge schießen, gestaf-
felte Türdurchblicke, die nur Anschnitte von Gemälden 
zeigen, suggerieren eine eigentlich nicht vorhandene 
Raumhöhe und entlang der Fußleisten und Türrahmen 
laufen plötzlich neu gesehene Linien. Im Treppenhaus 
ist es, als würden die beiden dort präsentierten Fenster-
bilder die Stockwerke miteinander verschmelzen.  
Und stellt sich das Publikum die Gretchenfrage jeder 
Auseinandersetzung mit dem Fenster, die Frage nach 
dem Innen oder Außen, so ist die Verwirrung komplett: 
Mancher sieht sich dann auf einem Spaziergang 
inmitten der Villa und dennoch im Außenraum. Dann 
ist es, als streiche man an einem sonnigen Herbsttag 
um die Ecken und Häuser einer potemkinschen  
Siedlung, als sei man wie ein Voyeur unterwegs, der 

kriegszeit herstellen, zur Pop Art, zu Andy Warhol,  
der das Prinzip Wiederholung und die Banalität des  
Motivs in die Kunstgeschichte einschrieb, bis hin  
zu Christopher Wool. Dass das Streifenmotiv in den 
Værslevʼschen Bildern an Größen wie Barnett  
Newman, Agnes Martin und natürlich den Franzosen 
Daniel Buren erinnert, liegt auf der Hand. Andere 
Bezüge sind eher dem Künstler persönlich abzu- 
lauschen. Dann erwähnt er zum Beispiel Sigmar Polke, 
Michael Krebber oder auch Isa Genzken6 und es geht 
um nicht weniger als um die Frage nach der Rolle  
des Künstlers in der Gesellschaft, letztlich um das 
Verhältnis von Kunst und Leben. 
Im Schwindel der Diskurshöhe, in dem seit Langem das 
Autoritätsgehabe der Malerei, ihr nach wie vor eher 
männlich geprägte Geniekult, ihr Konservatismus und 
ihre Marktaffinität kritisch beäugt werden, wendet sich 
Fredrik Værslev bewusst den ebenso basalen wie 
banalen Prägungen seiner Kindheit und Jugend zu. 
1979 im südnorwegischen Moss geboren, ist er in dem 
pittoresken Ort Drøbak groß geworden – in einem 
durch und durch gewöhnlichen kleinbürgerlichen 
Zuhause und in einem vorstädtischen Umfeld, aus dem 
er in seinen Anfängen zunächst als Graffiti-Künstler 
ausbricht. Was er in seiner Malerei heute zusammen-
führt, ist eine eigenwillige, auch humorvolle Liaison 
zwischen kunstwissenschaftlich reflektierter Konzept-
strenge und einer bewusst bodenständigen Heimelig-
keit. Letzteres heißt, dass er wachsam überall dorthin 
schaut, wo sich Malerei ganz diskursbefreit permanent 
und unerschüttert selbst aufführt. Im Rückblick auf 
seine Kindheit und mit Blick auf seinen heutigen 
Alltag entdeckt er nach wie vor hinreichende Beweise 
für das Beharrungsvermögen von Malerei. In jeder-

Albrecht Dürer, Der Zeichner des liegenden Weibes, 1525
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zur Fischstraße

18 19

41 artisanally perfect sash-bar frames that could be 
joined together to produce the final works. And the 
curious thing about it: every single frame undeniably 
manifests as a window frame, although—discernible 
at first sight—metal mounts and window catches are 
missing—along with their de facto functionality. In terms 
of their dimensions and proportions, the imitated 
frames correspond exactly with the original Haus 
Coburg windows. At the same time, for the fanciful 
viewer who desires to see a windowpane, the cunning 
artiste-fenêtrier has a narrow gap left between  
canvas and frame.
Fredrik Værslev hangs his “window painting” in 
quadruplets, as well as in duplets above or alongside 
one another. There is also one solo specimen. As far as 
the quintessential presentation is concerned, with their 
lower edge measuring 24.5 centimeters from the floor 
and their horizontal central axis, the original windows 
dictate the hanging heights. And the building acts as 
an usher in other ways as well: the paintings chiefly 
hang in those places where—assuming one had X-ray 
vision and could see through the exhibition walls or 
the facades—there are no windows outside. Those who 
become aware of this hidden matrix understand that 
for Fredrik Værslev it is ultimately about spatial 
paintings, i.e., about the decidedly equal handling of 
blank spaces and the real windows as factual objects 
(including the view) and the window frame paintings 
he created. For him it is a matter of exponentiating 
the space, of transforming the architecture and hence 
about an overall that, seen from every point in the 
space, raises the question: Where does painting start, 
and where does it stop?

The Vertiginous Height of the Discourse
As a graduate of Frankfurt’s Städelschule, Fredrik 
Værslev is an artist versed in theory; he has himself 
been a professor of painting at the Kunsthögskolan  
i Malmö (Malmö Art Academy) since 2017. Conse-
quently, the Norwegian’s painting has a large number 
of art-historical references in store for the connoisseur. 
They range from printed graphics from the nineteenth 
century to all of those approaches, essentially beginning 
with Impressionism, that weaken the structural  
importance of the edge of a painting. Hence connec-
tions can be established to the stained canvas and 
all-over painting of the postwar period; to Pop Art; to 
Andy Warhol, who inscribed the principle of repetition 
and the banality of the motif into art history; to  
Christopher Wood. It is obvious that the stripe motif  
in Værslev’s paintings brings to mind greats such as 
Barnett Newman, Agnes Martin, and naturally the 
Frenchman Daniel Buren. Other references can be 
learned by listening to the artist personally. Then he 
mentions, for example, Sigmar Polke, Michael  
Krebber, or even Isa Genzken; and it is no less than a 
question of the artist’s role in society, ultimately of  
the relationship between art and life. 
In the vertiginous height of the discourse, in which the 
authoritarian demeanor of painting, its still male- 
connoted genius cult, its conservatism, and its affinity 
to the market have been under scrutiny for a long time, 
Fredrik Værslev consciously turns towards the basal  
as well as banal influences from his childhood and his 
youth. Born in the southern Norwegian town of Moss 
in 1979, he grew up in the picturesque town of Drøbak, 
in a thoroughly ordinary middle-class home and 
suburban environment that he initially breaks out of as 

Fredrik Værslev’s Fenstermalerei project lengthens the 
halls of Haus Coburg; staggered views through doors 
that only allow seeing sections of paintings suggest 
what is actually a nonexistent ceiling height, and new 
lines suddenly run along the skirting and doorframes. 
In the stairwell it is as if the two window paintings 
being presented there cause the stories to meld. And 
when viewers ask themselves the crucial question of 
what is inside or outside, then the confusion is  
complete: many a visitor then imagines him- or herself 
to be taking a stroll in the middle of the villa and yet 
outdoors. Then it is as if one is meandering through the 
streets of a Potemkin village on a sunny fall day; as if 
one is on the move as a voyeur, however who only 
occasionally catches a vague glimpse into private 
space. For all intents and purposes, looking into almost 
any of the windows is prevented by an opaque cover-
ing, a patterned blanket, or a floral curtain. However, 
mental reframing has always been an effective remedy 
for incipient frustration: Should the stroller’s gaze 
wander through the actual windows out onto the reality 
of Delmenhorst, onto the rich green treetops, urban 
space, or through the (cinematic history-laden) rear 
window to the adjacent structures, the gaze also moves 
to Værslev’s window painting: It is suddenly as if one 
is looking out from a living space through a transom 
window against a partially lowered awning, a covered 
balcony railing, onto a garden. Then the above-
mentioned solo specimen, for example, can create 
the impression that a foggy sky is lowering an indigo 
magnolia-blossom tattoo; then it might happen that 
one’s gaze wanders over a brownish-green body of 
water covered with blossoms.

Christopher Wool, Untitled, 1993

Isa Genzken, FENSTER, 1990

a graffiti artist. What he brings together in his painting 
today is an unconventional, even humorous liaison 
between conceptual aesthetic rigor and a deliberately 
down-home coziness. The latter means that he atten-
tively looks high and low at where  
painting, completely liberated from any discourse, 
permanently and unshakingly presents itself. Looking 
back at his childhood and with a view toward his 
everyday life today, he continues to discover sufficient 
evidence for the perseverance of painting. One can see 
in all the world’s homes and gardens where painting  
is obviously desirable, used, indeed coveted. The artist 
draws inspiration from these observations. Series that 
continue to have a lasting effect, such as, for example, 
the dripped Terazzo Paintings (since 2010), the  
Garden Paintings (since 2011), and the Canopy Paint-
ings inspired by striped awnings (likewise since 2011) 
make reference to where abstraction in architecture 
and environmental design simply happen, where the 
painterly is a direct result of design for the masses as 
well as of prolonged use, weathering, and wear.

Trace Removal
The title Fredrik Værslev chose for the exhibition, 
Fenstermalerei, can be read as a tongue-in-cheek 
comment on Albert Oehlen’s Fingermalerei (Finger 
Painting).7 After all, the Norwegian’s painterly practice 
is based on anything but gesture and signature; rather, 
it is about the painstaking removal of just that. The 
artist essentially pursues various methods of trace 
removal: On the one hand, he camouflages himself 
behind a plethora of visual quotes, and on the other, 
when producing his series he likes to make chance as 
well as the principle of delegation a useful partner. 

8 9

die Malerei als Form und Materie auf einer Oberfläche 
neue, eigengesetzliche Welten eröffne. 
Mit Marcel Duchamp, der sich nicht umsonst augen-
zwinkernd selbst als „Fenêtrier“ (Fenstermacher) 
bezeichnete, kommt in den Zeiten heftiger ästhetischer 
Umbrüche darüber hinaus noch das reale Ding ins 
Spiel: Für sein Werk „Fresh Widow“, 1920, ließ er  
den Holzrahmen eines bodentiefen, zweiflügeligen 
Fensters französischer Bauart (French Window) in 
verkleinertem Maßstab nachbauen und verglasen. Vor 
die Scheiben spannte er dunkle Lederstücke, auf dass 
man sie, wie Schuhe, täglich poliere. Die Genealogie 
der Artistes-Fenêtriers setzt der amerikanische Maler 
Ellsworth Kelly fort. Wie er selbst beschreibt, wird  
für ihn ein Museumsbesuch zu einem Wendepunkt in 
seinem Werk: „In October of 1949 at the Museum of 
Modern Art in Paris I noticed the large windows 
between the paintings interested me more than the art 
exhibited. (…) From then on, painting as I had known 
it was finished for me.”3 Es ist die Präsenz der Fenster, 
die den Maler fasziniert, ihre Linien, ihre reduzierte 
Form, dabei natürlich auch die Ähnlichkeit zwischen 
einem Fenster und einem denkbaren Bildraster samt 
Rahmen. Einigen Zeichnungen lässt Ellsworth Kelly 
schließlich das Werk „Window, Museum of Modern 
Art, Paris“, 1949, folgen, ein Objekt, das ganz schlicht 
aus weiß und grau gestrichenen und von schwarzen 
Holzleisten umfassten Tafeln besteht. 
Woran sich Ellsworth Kelly erinnert, ist ein jedem Galerie- 
besucher bekannter Sündenfall: Ist das Auge auch noch 
so aufrichtig der großen Kunst zugeneigt, entgleitet es 
inmitten eines historischen oder avantgardistischen 
Museumsinterieurs in Richtung der Fenster, schweift 
es, wenn es jäh möglich wird, unweigerlich sogar 

In unmittelbarer Nähe zur Delmenhorster Industrie  
wie auch der Innenstadt gelegen, wird das Anwesen 
hofseitig von dem Flüsschen Delme umschlungen. 
Dahinter schlossen sich zu Beginn des vergangenen 
Jahrhunderts noch Wiesen und Felder an. Ansonsten 
umgab ein weitläufiges Grundstück – ein Hof und ein 
großer Garten mit Pergola und Laube – die Villa. In 
Richtung Innenstadt war der prächtige Garten von 
einer langen Mauer und einer Reihe mächtiger Linden 
begrenzt. Ein lauschiger Fachwerk-Fenstererker und 
ein rundum verglaster Wintergarten geboten dem 
Ländlichen und dem Garten Einlass. Letztlich dienten 
die meisten der großzügig dimensionierten Fenster  
des Hauses genau diesem Ansinnen. 
Heute ist das Haus Coburg an einer mehrspurigen, viel 
befahrenen Straße gelegen. Städtebauliche Entwick-
lungen haben die Situation komplett verändert; der 
Garten und die Felder sind längst verschwunden. Seit 
1974 beherbergt das Ensemble die Städtische Galerie 
Delmenhorst, der man 1999 eine Grundsanierung 
angedeihen ließ. Ein Balanceakt, der sowohl der 
Historie als auch den Anforderungen an ein modernes 
Ausstellungshaus gerecht wurde. Es galt Momente der 
privaten Atmosphäre zu erhalten und zugleich mehr 
Wandmeter als Hängeflächen sowie geklärte Umläufe 
und Türdurchblicke zu gewinnen. Etliche Fenster 
standen dieser Zielsetzung im Wege. Sie verschwan-
den hinter vorgesetzten Ausstellungswänden. Andere, 
wie die sechs markanten Sprossenfenster auf der 
ästhetisch beruhigten Hauptfassade mit dem ehemaligen 
Praxiseingang, sind nach wie vor von außen und auch 
im Inneren der Galerie sichtbar. Die später hinzu- 
gekommenen Vorfenster, die tiefe Laibung, die Profi-
lierung der Fensterrahmen- und sprossen, die mit dem 

hinaus. Seien es die Dächer von Paris, die venezianische 
Lagune oder eine Parkaussicht wie in der Schweizer 
Fondation Beyeler: Architektur schlägt Kunst, Natur 
schlägt Kunst. Im unerbittlichen Wettstreit zieht die 
Hochkunst erstaunlich oft den Kürzeren. Formuliert  
es der Künstler selbst, noch dazu der Maler, der es 
klassisch mit dem Bildgeviert zu tun hat, dann geht es 
ums Ganze. So auch bei Fredrik Værslevs Projekt 
„Fenstermalerei“, das unmittelbar von der Architektur 
der Städtischen Galerie Delmenhorst, Haus Coburg, 
inspiriert ist.

Architektur-Rahmen
Dass das Haus Coburg Fassade für Fassade von  
bemerkenswert vielen verschiedenen und dabei ausge-
sprochen charakterstarken Fenstern geprägt ist, ist dem 
englischen Landhausstil des Ensembles geschuldet. 
1904/05 hatte der Sanitätsarzt Dr. Hermann Coburg ein 
Praxis- und Familiendomizil bei dem Bremer Archi-
tekten Heinz Stoffregen in Auftrag gegeben. Ein 
kompaktes, zweigeschossiges Haus mit einem rusti-
zierten Sockelgeschoss samt einer Remise, einem 
Fachwerk-Nebengebäude, entstand – aufs Ganze 
gesehen ein gelungenes Statement gegen die allgegen-
wärtige Ästhetik der prunksüchtigen Gründerzeit.
In enger Absprache mit dem Bauherrn gelingt dem  
erst 26-jährigen Reformarchitekten der erwünschte 
Spagat zwischen dem Repräsentationsbedürfnis der 
Coburgs einerseits und dem Wunsch nach Ruhe  
und Zurückgezogenheit andererseits. Die Villa wird  
für zwei Generationen der Arztfamilie zu einem  
häuslichen Refugium, das ein gesellschaftlich-kulturell 
offenes wie auch naturverbundenes Leben und  
Arbeiten ermöglicht.

Coburger C verzierten Griffe: All dies macht ihre bemer-
kenswerte Präsenz aus. Vor allem an diesen stattlichen, 
viergeteilten Fenstern mit ihren 24 Einzelscheiben 
entfacht sich Fredrik Værslevs Konzept für eine maß- 
geschneiderte Gemäldeserie. Wurden sie in früheren 
Ausstellungen gerne durch Distanz, eben durch 
geschickte Hängung, wahlweise auch durch Vorhänge 
und Rollos überspielt, so stoßen sie für den nor-
wegischen Fenêtrier einiges an. Die architek toni- 
schen Rahmen-Bedingungen von Haus Coburg sind 
ihm Inspiration im wortwörtlichen und über tra- 
genen Sinne.4

Von Horror Vacui keine Spur
Fredrik Værslev setzt zunächst einmal auf ein ver-
gleichsweise leeres, auf ein selbstbewusstes Haus, wie 
es das Publikum im Grunde selten sieht. Der licht-
durchflutete Wintergarten mit seinem Fenster- 
Panorama bleibt unbespielt – von Horror Vacui keine 
Spur – und wer durch die beiden Stockwerke und das 
Treppenhaus der Villa flaniert, begegnet 16 großen 
Fenster-Rahmen-Bildern. Die im Wesentlichen mit 
Siebdruck und mit Sprühfarbe geschaffenen Werke 
scheinen auf den Wänden seltsam verrutscht, ab und 
an auch geradezu kurios gen Fußboden oder Decke 
entglitten. Sie zeigen in ihrer sechs-, zwölf- oder 
24-fachen Sprossenrasterung stilisierte Blumenmotive 
in einer gedeckten, angeschmutzten Farbigkeit. Blüten 
und Pflanzen locker gestreut, gruppiert oder auch 
strenger angeordnet, außerdem senkrechte oder auch 
waagerechte Streifen in Orange, Gelb, Grün oder Blau. 
Einzig vier monochrome Sonderlinge, vier von  
orangefarbenem Pigment tief gesättigte Fensterbilder-
teile, konterkarieren dieses Bildprogramm, von dem 

Marcel Duchamp, Fresh Widow, 1920

Gordon Matta-Clark, Splitting,1974

Haus Coburg, Ansicht Fischstraße, um 1911
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41 artisanally perfect sash-bar frames that could be 
joined together to produce the final works. And the 
curious thing about it: every single frame undeniably 
manifests as a window frame, although—discernible 
at first sight—metal mounts and window catches are 
missing—along with their de facto functionality. In terms 
of their dimensions and proportions, the imitated 
frames correspond exactly with the original Haus 
Coburg windows. At the same time, for the fanciful 
viewer who desires to see a windowpane, the cunning 
artiste-fenêtrier has a narrow gap left between  
canvas and frame.
Fredrik Værslev hangs his “window painting” in 
quadruplets, as well as in duplets above or alongside 
one another. There is also one solo specimen. As far as 
the quintessential presentation is concerned, with their 
lower edge measuring 24.5 centimeters from the floor 
and their horizontal central axis, the original windows 
dictate the hanging heights. And the building acts as 
an usher in other ways as well: the paintings chiefly 
hang in those places where—assuming one had X-ray 
vision and could see through the exhibition walls or 
the facades—there are no windows outside. Those who 
become aware of this hidden matrix understand that 
for Fredrik Værslev it is ultimately about spatial 
paintings, i.e., about the decidedly equal handling of 
blank spaces and the real windows as factual objects 
(including the view) and the window frame paintings 
he created. For him it is a matter of exponentiating 
the space, of transforming the architecture and hence 
about an overall that, seen from every point in the 
space, raises the question: Where does painting start, 
and where does it stop?

The Vertiginous Height of the Discourse
As a graduate of Frankfurt’s Städelschule, Fredrik 
Værslev is an artist versed in theory; he has himself 
been a professor of painting at the Kunsthögskolan  
i Malmö (Malmö Art Academy) since 2017. Conse-
quently, the Norwegian’s painting has a large number 
of art-historical references in store for the connoisseur. 
They range from printed graphics from the nineteenth 
century to all of those approaches, essentially beginning 
with Impressionism, that weaken the structural  
importance of the edge of a painting. Hence connec-
tions can be established to the stained canvas and 
all-over painting of the postwar period; to Pop Art; to 
Andy Warhol, who inscribed the principle of repetition 
and the banality of the motif into art history; to  
Christopher Wood. It is obvious that the stripe motif  
in Værslev’s paintings brings to mind greats such as 
Barnett Newman, Agnes Martin, and naturally the 
Frenchman Daniel Buren. Other references can be 
learned by listening to the artist personally. Then he 
mentions, for example, Sigmar Polke, Michael  
Krebber, or even Isa Genzken; and it is no less than a 
question of the artist’s role in society, ultimately of  
the relationship between art and life. 
In the vertiginous height of the discourse, in which the 
authoritarian demeanor of painting, its still male- 
connoted genius cult, its conservatism, and its affinity 
to the market have been under scrutiny for a long time, 
Fredrik Værslev consciously turns towards the basal  
as well as banal influences from his childhood and his 
youth. Born in the southern Norwegian town of Moss 
in 1979, he grew up in the picturesque town of Drøbak, 
in a thoroughly ordinary middle-class home and 
suburban environment that he initially breaks out of as 

Fredrik Værslev’s Fenstermalerei project lengthens the 
halls of Haus Coburg; staggered views through doors 
that only allow seeing sections of paintings suggest 
what is actually a nonexistent ceiling height, and new 
lines suddenly run along the skirting and doorframes. 
In the stairwell it is as if the two window paintings 
being presented there cause the stories to meld. And 
when viewers ask themselves the crucial question of 
what is inside or outside, then the confusion is  
complete: many a visitor then imagines him- or herself 
to be taking a stroll in the middle of the villa and yet 
outdoors. Then it is as if one is meandering through the 
streets of a Potemkin village on a sunny fall day; as if 
one is on the move as a voyeur, however who only 
occasionally catches a vague glimpse into private 
space. For all intents and purposes, looking into almost 
any of the windows is prevented by an opaque cover-
ing, a patterned blanket, or a floral curtain. However, 
mental reframing has always been an effective remedy 
for incipient frustration: Should the stroller’s gaze 
wander through the actual windows out onto the reality 
of Delmenhorst, onto the rich green treetops, urban 
space, or through the (cinematic history-laden) rear 
window to the adjacent structures, the gaze also moves 
to Værslev’s window painting: It is suddenly as if one 
is looking out from a living space through a transom 
window against a partially lowered awning, a covered 
balcony railing, onto a garden. Then the above-
mentioned solo specimen, for example, can create 
the impression that a foggy sky is lowering an indigo 
magnolia-blossom tattoo; then it might happen that 
one’s gaze wanders over a brownish-green body of 
water covered with blossoms.

Christopher Wool, Untitled, 1993

Isa Genzken, FENSTER, 1990

a graffiti artist. What he brings together in his painting 
today is an unconventional, even humorous liaison 
between conceptual aesthetic rigor and a deliberately 
down-home coziness. The latter means that he atten-
tively looks high and low at where  
painting, completely liberated from any discourse, 
permanently and unshakingly presents itself. Looking 
back at his childhood and with a view toward his 
everyday life today, he continues to discover sufficient 
evidence for the perseverance of painting. One can see 
in all the world’s homes and gardens where painting  
is obviously desirable, used, indeed coveted. The artist 
draws inspiration from these observations. Series that 
continue to have a lasting effect, such as, for example, 
the dripped Terazzo Paintings (since 2010), the  
Garden Paintings (since 2011), and the Canopy Paint-
ings inspired by striped awnings (likewise since 2011) 
make reference to where abstraction in architecture 
and environmental design simply happen, where the 
painterly is a direct result of design for the masses as 
well as of prolonged use, weathering, and wear.

Trace Removal
The title Fredrik Værslev chose for the exhibition, 
Fenstermalerei, can be read as a tongue-in-cheek 
comment on Albert Oehlen’s Fingermalerei (Finger 
Painting).7 After all, the Norwegian’s painterly practice 
is based on anything but gesture and signature; rather, 
it is about the painstaking removal of just that. The 
artist essentially pursues various methods of trace 
removal: On the one hand, he camouflages himself 
behind a plethora of visual quotes, and on the other, 
when producing his series he likes to make chance as 
well as the principle of delegation a useful partner. 

Examples of “Rausatz” (raw, unjustified setting) in German and English,  
trying to avoid hyphenation or using it as little as possible.  
The rule of “long, short, long, short lines” is not followed.

Reference:
Fredrik Værslev – Fenstermalerei
Editor and publisher: Städtische Galerie Delmenhorst
ISBN 978-3-944683-29-4
Published in 2019
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 22 For the history of the Photographic Institute at the ETH 
Zurich, see Rüst 1951, Berg 1976 and Haller 2006.

 23 H.P. Kl. 1947, p. 2.
 24 Gröning 2009, p. 65f.
 25 Urban 1907, p. 9.

semester of 1869, photography appeared for the first time in the 
Polytechnikum’s course catalogue. As an elective subject depart-
ment in the field of chemistry, various individual courses in pho-
tography and photochemistry were offered.22 After 1880, with the 
naming of Johannes Barbieri (1852–1926) as chemistry professor 
in the elective subject department, the discipline of photography 
was regularly present in the course catalogue. Barbieri, a former 
Austrian cavalry officer, had studied chemistry at the Polytechni-
kum in Zurich and received his doctorate from the neighboring 
University of Zurich. He was considered a well-rounded scientist 
and talented mediator. In the context of his teaching assignments 
he offered “Photography Lectures” and “Photographic Intern-
ships.” In 1886, when the new chemistry building opened on Uni-
versitätsstrasse, photography received its own quarters. The Photographic 
Institute was founded with the basic mission, “of giving students requir- 
ing photography for their subjects a concise introduction and furthermore, 
to be able to carry out photographic commissions requested from within  
the ETH.” 23 The rooms were built for these practical purposes: The laboratory 
with adjacent glasshouse served both as a studio and a working space. In  
the basement, three darkrooms with nine workstations for practical exercises 
were built. For lectures, the lecture hall on the lower floor could be used.

 Practical education
 The lack of recognition of photography as an academic discipline 
was repeatedly criticized at the close of the nineteenth century. Photography 
had attributes of a scientific discipline, both as chemical-physical research as 
well as an imaging process. To be determined, however, were those questions 
and methods that were to define the broad field of photographic study  
and practice and prove its legitimacy as an independent scientific discipline.24 
In light of the undisputed success of photographic recording technology  
as a discipline serving other fields of science, at colleges and universities, intro-
ductory photography courses required, at the very minimum, extensive 
practical exercises.25 The Photographic Institute of the Polytech nikum was 
also oriented along these lines. Barbieri, who led the institute, for some  
years as a one-man enterprise, held overview lectures on the history of photo-
graphy and its most important areas for research and application such as 
astro photography, microphotography, color photography, or photogram-
metry. At the center of his lecture was the introduction into the photo-
graphic technique, from the choice of photographic plates to the set-up and 
calibration of the camera, through to the development of copying photos. 
“Amateurs who do not develop on their own never gain exposure,” was the 

Ans_02471-009. Barbieri-Schüler im Hörsaal des Photo-
graphischen Instituts im Naturwissenschaftlichen Gebäude 
der ETH Zürich, ca. 1920. Ansichtensammlung. / Barbieri 
students in the lecture hall of the Photographic Institute in 
the building of the Institute of Natural Sciences of the ETH 
Zurich, ca. 1920. Collection of views.
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Figure 29. Kindle Paperwhite, 6th generation, 
launched in 2012. 

justified and unjustified principles – whether in Bayer’s 
hybrid settings, Flattersatz compositions, or Kindle’s 

dynamic layout – reveals typography as an evolving dialogue 
between precision and imperfection. What was once a manual 

typesetting constraint now constitutes a continuum of design 
possibilities. These effects are sometimes at odds with the 

standard typographic settings for which software is optimised, 
their implementation requiring ‘hacking’ or inefficient manual 

interventions.

The paragraph – the smallest self-contained unit of textual 
architecture – embodies this negotiation. Its structure, 

spacing, and alignment express not only technical decisions 
but also philosophical attitudes toward language, order, and 
meaning. The typographer’s task, whether performed manually 
or computationally, is to mediate between these competing 

forces, maintaining equilibrium between form and content, 
system and expression, as a profoundly human pursuit.

Swiss designer Giliane Cachin’s 2024 research project 
Alternative Layout System investigated Adobe InDesign’s 

capacity to execute user-defined scripts in order to automate 
a set of strategies for addressing line-endings not offered 

in the software by default.46 The project reconceptualizes 
paragraph formatting, providing alternatives to conventional 

layouts that are limited by the current digital tools which, 
Cachin says, ‘do not provide the means to explore alternative 

possibilities for paragraph formatting beyond the classic 
conventions that have developed over time’.47 The scripts each 

explore different approaches: ‘Same Sizer’ stretches letters so 
that every word occupies the same width, therefore justifying 

each line; ‘Wiggle Out’ shifts oversized words that do not fit 
within the text block into the margin, generating a curved 

effect; ‘Fill the Space’ emulates a manuscript technique by 
filling the gap between the last word and the edge of the text 

block with repeated letters or punctuation to achieve visual 
justification. ‘Hyphen Out’ moves words that would normally 

be hyphenated outside the text frame. ‘Hyphenator’ draws 
on Eric Gill’s method of reducing certain letters’ size to fit the 

line. ‘Last is First’ previews the first portion of the following 
line, while ‘Ext. Word & Letter’ expands the last letter 

or word of a line. Together, these inventive scripts render 
line endings visible in novel ways, drawing on historical 

manuscript practices while adapting them for contemporary 
digital typesetting.

Amazon Kindle

The introduction of Amazon’s Kindle in 2007 marked a decisive 
shift in the history of reading (Fig. 29). As one of the earliest 

commercially successful e-readers, the Kindle redefined 
not only how a digital book is consumed but also how it is 

visually structured and displayed. It exemplifies the continued 
transition from fixed, designer-determined layouts to fluid, 

device-dependent text environments, where typographic form 
is controlled by algorithms and user preferences. The Kindle’s 

typesetting engine automates processes that were historically 
manual, including justification, hyphenation, and spacing. 

The system evaluates text dynamically, adjusting word spacing 
and line breaks in real time based on the reader’s selected font 

size, screen orientation, and device resolution. At specific 
larger font sizes, with justification enabled, the Kindle avoids 

hyphenating words or creating excessively wide spacing by 
shifting the entire word to the next line, leaving the existing 

line unjustified. This is the same principle that Bayer used in 
1967. The Kindle eliminates the fixed relationship between 

designer and page. Each reader experiences a distinct version 
of the text, depending on their personal settings. Typographic 

justification settings here become contingent and adaptive – 
a move from composition to computation.

Conclusion

Typography occupies a liminal space between linguistic 
expression and visual form, between authorial intention and 

mechanical reproduction. The tension between justified and 
unjustified typesetting expresses this duality: one rooted 

in the pursuit of order, alignment, authority and cuts; the 
other in irregularity, individuality, freedom and tears. Each 

approach reflects broader cultural values concerning legibility, 
standardisation, and aesthetic control. The coexistence of 

Figure 26. Florian Hecker, Halluzination, 
Perspektive, Synthese (Sternberg Press, 2019), 
designed by Norm.

46. Giliane Cachin, Alternative Layout System, 
2024 <http:www.alternativelayoutsystem.
com> [accessed 23 February 2026].

47. Cachin, Alternative.

Further Approaches

Swiss designers Megi Zumstein and Claudio Barandun 
developed a system where text is justified only when it is 

adjacent to an image, in order to maintain visual consistency 
between the edge of the text and the image (Fig. 27). Text, 

even in the same paragraph, then becomes unjustified when 
it extends below the image. Because InDesign cannot apply 

both alignment modes to the same paragraph, this effect 
requires manual intervention, reinforcing the labour-intensive 

work of this design. Rausatz, translated as ‘rough setting’, 
is another Swiss style that emphasizes simplicity over 

meticulous visual control (Fig. 28). Rausatz allows lines to 
flow more naturally than Flattersatz, without strict alignment 

or spacing adjustments. It is a raw, default approach often 
used in situations where speed and functionality matter more 

than aesthetics. While it may appear less polished, Rausatz 
prioritizes readability and efficiency. It represents the practical 

side of typesetting, offering a quick, flexible alternative, in line 
with the English approach.

Figure 27. Monika Burri, Forschung im Fokus/
Science in Sight (Scheidegger and Speiss, 
2013), designed by Hi (Megi Zumstein & 
Claudio Barandun).

Figure 28. Fredrik Værslev, Fenstermalerei, 
Städtische Galerie Delmenhorst (2019), 
designed by Kasper-Florio.

Figure 25. Rupert Clervaux, After Masterpieces 
(2019), designed by Kia Tasbihgou.


