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4 FIG 1. 

Gertrude 
Vanderbilt 

Whitney in her  
studio in 1920

Photo: Everett 
Collection

FIG 2. 

Whitney Museum of 
American Art at 10 
West 8th Street, c. 1931

Photos: whitney.org



5CONTEXT

Over a century ago, a young Gertrude Vanderbilt  
Whitney opened the doors of the Whitney Studio in Greenwich 
Village, NYC. Often referred to as “New York’s Most Beautiful 
Society Matron,” Whitney is responsible  
for nurturing an entire generation of U.S. artists- a  
generation that was otherwise overlooked and rejected  
by mainstream art institutions. 

Whitney’s artwork, although an accomplished sculptor, was 
dismissed because she was a woman by the narrow-minded art 
world of the early 20th century. She wasn’t alone–  
all artists attempting the challenge the status-quo were 
marginalized and found it virtually impossible to exhibit  
or sell their work. Starting in 1914, Whitney opened the doors 
to her studio and exhibition space, proudly teaching classes 
and celebrating the work that had been disregarded by 
contemporary institutions. 

By 1929, Whitney had a collection of over 500 works  
of art including works by now-renowned artsists such  
as Edward Hopper, Stuart Davis, Max Weber and Reginald 
Marsh. With her original studio bursting at the seams,  
she relocated to West Eighth Street– the first official incarnation 
of the Whitney Musem.

The Whitney Museum outgrew this space by the 1950s and 
moved into a larger building on West 54th Street in 1954. 
However, the Museum rapidly outgrew this space as well. In 
1963, The Whitney acquired its conteroversial Marcel Breuer-
designed building on Madison Avenue at 75th Street, which 
opened in 1966.
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FIG 4. 

Jacqueline Kennedy 
attended the 
opening of the 
Whitney Museum of 
American Art, 1966.

Photo: nytimes.com

FIG 3. 

Marcel Breuer-
designed building on 

Madison Avenue at 
75th Street, opened 

in 1966.

Photo: whitney.org
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By now, the Whitney Museum of American Art was a highly 
repsected cutlural institution- boasting board members such 
as Jaqueline Kennedy. The fortress-like museum operated at 
this location until 2014. 

In 2015, The Whitney trasnitioned, once again, into its  
newly built location at 99 Gansevoort Street between the 
High Line and the Hudson River. The Whitney’s sparkling  
new building in the Meatpacking District vastly increases the 
Museum’s exhibition and programming space, providing the 
largest exhibition space ever for its collection of modern and 
contemporary American art. 

During the transition, the museum also unveiled its newly 
redesigned identity system, created by the Amsterdam-based 
Experimental Jetset. 

These decisions, too, stirred up controversy. For a second 
time, The Whitney, founded in order to celebrate emerging 
artists in the United States, had commissioned a non-U.S. 
architect and design studio to sculpt their identity. 

Experimental Jetset is a small, independent Dutch  
graphic design studio founded in 1997. The trio of founding 
designers, Marieke Stolk, Erwin Brinkers, and Danny van den 
Dungen, have become world-renowned for their unique 
approach to design; describing their methodology as “turning 
language into objects.” The studio largely focuses on printed 
matter and site-specific installations. 
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FIG 5. 

The Whitney’s New building, designed by 
Renzo Piano. 

Photo: whitney.org
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FIG 7. 

Portrait of 
Experimental Jetset 

Photo: Museum für 
Gestaltung Zürich 

FIG 6. 

Interior View of 
the Whitney’s New 
Exhibition Space

Photo: whitney.org



9The team entusiastically dove into the project, in 
collaboration with the in-house design staff from The 
Whitney. They soon realized that it would be a unique 
challenge to tell the story of such a unique organization 
within a single design system. However, they found 
inspiration within the archives of the museum itself: 

“While going through the large archive of material the 
Whitney provided us with, we came across a booklet that 
was published in the Spring of 2011, on the occasion of the 
‘ground-breaking’ of the new Whitney building. In an article 
titled ‘A Chief’s Curator’s Perspective on the Whitney of the 
Future’, Donna De Salvo wrote the following:

	� “It would be much easier to present the history of art as 
a simplistic line – but that’s not the Whitney”.

This sentence immediately conjured up an image, a shape... 
That’s when we came up with the idea of the zig-zag line 
– the zig-zag being a metaphor for a non-simplistic, more 
complicated (and thus more interesting) history of art. And 
as it happens, the zig-zag also resembles a capital W.”

And thus, the ‘Responsive W” was born! The “W” mark 
functions in a similar way a hinged carpenter’s ruler might- 
constantly re-adjusting to fit new contexts and compositions. 
The W seems almost acrobatic as it zig-zags its way around 
textblocks and images. On its own, it offers a striking 
opportunity for pattern creation through repetition and 
fragmentation.  The static “Whitney” wordmark, set in neutral- 
feeling Neue Haas Grotesk, holds the system together- 
functioning as an anchor for the left side of the W. 

FIG. 8
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FIG 8. 

Applications of the 
“Responsive W” 
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FIG 9A. 

Whitney Musuem 
Comment card, 
Admission ticket,  
and Receipt 

[Front]
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FIG 9B. 

Whitney Musuem 
Comment card, 
Admission ticket,  
and Receipt 

[Back]



16 FIG 10A. 

Whitney Musuem 
Guide: Cover and 
interior spreads
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FIG 10B. 

Whitney Musuem 
Guide: Back cover and 
interior spreads



20 FIG 11A. 

Whitney Musuem 
Informational 
Pamphlet: Side 1
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22 FIG 11B. 

Whitney Musuem 
Informational 
Pamphlet: Side 2
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FIG 12. 

“...photo of one of the 
walls in our studio 
(taken around August 
2011), showing a 
selection of early 
sketches and models. 
These really were our 
first drafts – a couple 
of months before we 
came up with that 
whole ‘Responsive W’ 
concept. (facebook 
image caption) 

Photo:  
Experimental Jetset  



25CORRESPONDENCE

The following pages are a short email correspondence between 
myself and the Experimental Jetset team. 
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Emily Scheffler­Jones <escheffler­jones@cca.edu>

California College of the Arts Graduate project 
3 messages

Emily Scheffler­Jones <escheffler­jones@cca.edu> Sun, Sep 25, 2016 at 7:29 PM
To: experimental@jetset.nl

Hello Experimental Jetset!

My name is Emily Scheffler Jones and I'm a graduate student at California College of the Arts studying Graphic design. For one of my classes, I'm
exploring The Whitney's re­brand, which, of course, was designed by you! 

For my project, I'm being challenged to investigate the new brand through several lenses, including the process of its creation as well as the final outcome
and current use. The reflections on your website's archive was incredibly helpful in this process! (Thank you!!) 

However, I was speaking with my program chair, Jon Sueda, about the project and he mentioned that you had shared a book that contained process work
from The Whitney's branding project during his visit to your studio.  

I was wondering if you might be kind enough to share some of your process designs from that book and/or additional thoughts on some of your "rejected"
designs? Jon mentioned that much of the work that was not chosen was incredibly interesting and powerful. 

Also, I was wondering how you feel about the work being produced by The Whitney's team from the guidelines you provided. Are they what you intended?
Were there any happy surprises their team came up with? 

Any additional insight/materials would be very much appreciated!  

Thank you so much for taking the time to consider my request, and I hope you all have a wonderful week! Cheers, 

­­  
Emily Scheffler   Jones
escheffler­jones@cca.edu
224.301.1377

Experimental Jetset <experimental@jetset.nl> Tue, Oct 4, 2016 at 1:33 PM
To: Emily Scheffler­Jones <escheffler­jones@cca.edu>

Dear Emily,

Sorry for the late reply!
And we actually think we might be TOO late – we just saw some of Jon’s updates on Instagram, and noticed that he was reviewing a group of students
presenting reworked versions of existing graphic identities. And this was probably your class.
If this is indeed the case, and we’re simply too late – we’re sorry!

However, even if we weren’t so late, we still couldn’t really help you.
We would've loved to show you the graphic manual (which includes all our early sketches) we created for the Whitney – but we simply can’t.
We promised the Whitney (in fact, we signed a contract) that we would never distribute or share this manual.
It’s very frustrating for us – but that’s the way it is!

However – some very early drafts (sketches we made even before we came up with that whole ‘Responsive W’ concept) can be seen here:
http://www.facebook.com/experimentaljetset.nl/photos/10152980359064160/
http://scontent.xx.fbcdn.net/t31.0­8/11155150_10152980359064160_5325582489805258123_o.jpg
http://www.instagram.com/p/oRQSvjMIIf/

Other than that, we have a lot (but really, A LOT) of written material.
Right after the introduction of the graphic identity, we answered dozens and dozens of e­mail interviews.
We collected all these interviews in one giant e­mail (titled ’The Whitney Tapes’) – if you’re interested, let us know, and we can send it to you.

In the meantime, we attached below one of these interviews.
You might find it interesting to read.

And that’s it for now.
Good luck with your project.
And say hi to Jon!

Best,

Danny, Marieke, Erwin,
Experimental Jetset.
www.experimentaljetset.nl

Attached interview:
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Interview for D&AD, November 20, 2013 

The 'Responsive W' reacts to the available space, why was that important in this context? 

In a way, the whole concept of the 'Responsive W' has a lot to do with the notion of institutional space. In our view, a museum is not a neutral, invisible
space, but a very specific environment, one that has quite a complex relationship with the works of art that are contained within this environment. And when
you think about it, objects such a posters, invitations and banners are institutional spaces as well – material environments that have a very specific, spatial
relationship with the reproduced artworks that are printed on them. So we thought it would be interesting to somehow make this relationship visible, to make
it material – or better said, to make it graphic. 

The underlying principle is quite basic – it's actually a game of proportions. A poster is a sheet of paper that comes in certain proportions, while the
proportions of the reproduced artwork are usually given as well. So when you print this reproduction on a given piece of paper, there will always be a certain
amount of remaining space. And this remaining space will always be different, as almost every artwork will have different proportions. So the 'Responsive W'
is basically a zigzag­shaped line measuring (or mapping) the remaining space, and by doing so, making visible the institutional space.  

So we think it's a very honest and open gesture – instead of pretending the institutional environment to be neutral and invisible, the zigzag reveals the
material dimensions of this space.   

Does it feel empowering to design a scheme to be used by others, rather than a specific set of executions? Do you enjoy seeing what people
do with it? 

We regard the graphic identity basically as a set of instructions, or notations. The designer in charge of executing these instructions (the 'performer', so to
speak) first has to define a certain space, in which she then has to draw a series of four connected lines, in such a way that the result resembles a zigzag (or
the letter W, depending on the way you choose to look at it).  
In many ways, it can be compared to the rules of a instruction­based artwork, or musical notation, or a theatre script – the rules seem quite strict, but are at
the same time quite open to interpretation. In other words, the shape won't be determined in an algorithmic way, but is fully dependent on a human
interpretation – the decisions made by the individual designer.   

In that sense, we think the graphic identity is not so much about empowering us, but more about empowering the designers who are currently working with
the graphic identity. We really developed this whole graphic system for them, so that it could serve as a sort of stage, or platform, for their creativity.  

In fact, the moment we saw the items produced by the Whitney's in­house design team (headed by the brilliant Hilary Greenbaum) was the moment we felt
the whole graphic identity really came together.  
You know, we have been working on this assignment from November 2011 to May 2013. We gave all we could in this project, and we designed hundreds of
templates, manuals, models and examples; but all these items make up only half of the story. The other half of the story is the actual application, and we
really think the Whitney designers excelled themselves. You can see they really put their heart in it, coming up with results we never even dreamed of. So
yeah, we absolutely enjoy seeing what they are currently doing with it. 

If we can give two examples of these results (coming from the Whitney Tumblr) – first of all, here's a subway poster announcing a Hopper exhibition:
http://whitneymuseum.tumblr.com/post/54115049392/spotted­underground­a­hopper­drawing­subway 
…and secondly, here's a newspaper advertisement, as appeared last September in the New York Times: 
http://whitneymuseum.tumblr.com/post/60541861365/need­some­good­weekend­reading­check­out­the­new 

You've described before how the Witney identity allows the user to bring their own interpretation to the design. Why is this important? 

We like the idea of the 'Responsive W' as an 'open sign' – as a spatial structure that can catch several meanings. On our own website, we posted a sort of
personal account of the development of the graphic identity, and in that text we mentioned a couple of possible meanings of the zigzag: the letter W, the
movement of the Whitney Museum through Manhattan throughout the years, an architectural ziggurat, etc. (And another meaning can be found in the
flexibility of the shape; a flexibility that symbolizes the fact that the Whitney is always changing, adapting itself to the dynamic conditions of art, etc.) 
However, it's not our intention to force other people to agree on these possible meanings – we really mentioned these meanings just as personal
associations, nothing more, nothing less. Above all, the 'Responsive W' is a spatial gesture, a graphic construction. It has no inherent, fixed meaning – it is
open to interpretation. An open sign. 

It's funny – in the same period that we were working on the graphic identity of the Whitney, we were also curating two exhibitions (taking place in 2011 and
2012, respectively) on the subject of Provo, an Amsterdam anarchist movement that existed between 1965 and 1967. As a sort of 'logo' for their movement,
the Provos used a symbol that had the shape of an apple. This symbol was actually created a couple of years before Provo, around 1962, by pre­Provo
pioneers Bart Hughes and Robert Jasper Grootveld, when they were looking for a sign to symbolize the concept of Amsterdam as "Magies Sentrum"
("Magikal Centre").  
By the time the Provo movement started to use the symbol, its meaning had narrowed down to the idea of the apple being a very concise map of the city of
Amsterdam (the circle symbolizing the system of canals, the 'stem' referring to the Amstel river, and the dot marking the location of the Spui square where
most of the happenings took place) – but in the beginning, when the sign was originally conceived, it was actually presented as a sign that could hold a wide
variety of meanings: from a foetus to a brain to a skull, etc. Here's a chart of the sign, as created in 1962 by Bart Hughes and Robert Jasper Grootveld: 
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We were working on both projects (the graphic identity of the Whitney, and the project about Provo) pretty much at the same time, so the two signs (the
'Responsive W' and the 'Provo apple') became inextricably linked to each other – in our own minds, at least.  
Both are 'open signs' – graphic structures, open to several interpretations. And both signs are rooted in particular cities – the 'Provo apple' is grounded in
Amsterdam, while the 'Responsive W' is designed specifically for the context of New York (which is, after all, a sort of Amsterdam as well – New
Amsterdam).   
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Do you feel the Witney identity is a marriage of European and American cultures? 

Needless to say, it's impossible to define, homogenize or essentialize both 'European culture' and 'American culture' – there exist obviously a lot of different
cultures within Europe, in the same way that there are several different Americas.  
Having said that, it's inevitable that we could only approach the Whitney project from a (more­or­less) European viewpoint. After all, it's impossible for us to
suppress our own background, our native tongue – and why should we? Why should anyone, for that matter? So in that sense, we have no problem
describing the graphic identity as a marriage of two cultures (or, as we would rather put it, as a synthesis of two languages). 

However, one should also keep in mind that the Whitney Museum, as an institute, is in itself a synthesis of European and American cultures – or at least,
when seen from a historical perspective.  
The Whitney Museum came into existence during a very interesting time in art history – the period in which Paris stopped being the center of modern art,
and New York became the capitol of it (a really interesting book in this regard is 'How New York Stole the Idea of Modern Art', by Serge Guilbaut).  
So this was a time when, especially in New York, there existed a certain dialectical tension between American art and European art – in fact, at that time, the
Whitney was founded specifically as an 'pro­American', emancipatory reaction to the 'pro­European' policies of the Metropolitan Museum and the Museum of
Modern Art. And even though the Whitney specifically defined itself as a museum for American artists, there have always been these hidden European
undercurrents in its history – think for example of the fact that the Whitney building on Madison Avenue was designed by an European architect (Hungarian­
born Marcel Breuer).  

In fact, that was one of the (many) reasons why we decided to choose, as a typeface for this project, for a version of an European typeface (Neue Haas
Grotesk), as redrawn by an American type­designer (Christian Schwartz). In short, we tried to detect, in this redrawn typeface, the same sort of tension
between American and European cultures as can be found in the history of the Whitney Museum. An European typeface, with hidden American
undercurrents – that was more or less what we had in mind when we chose the typeface. We don't know whether we actually managed to convey this idea –
but in the end, it doesn't really matter. It turned out to be very good typeface for the Whitney either way.  
  
     

Yours is a very philosophical approach to design. How do you ensure that this is always a consideration during the design process? 
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You know, it's actually more the other way around – it is our graphic design practice that has informed (and keeps informing) our 'philosophical' approach.
We actually don't have a proper theoretical or academic background – it really is through our daily practice that we keep coming across all these more
theoretical concepts (and then we piece them together, in a rather 'savage' way, we have to admit). 

For example, in 2007 we were working on the graphic identity of Le Cent Quatre (104), a French cultural institute that was situated in a large, roofed street –
basically a 'passage', or 'gallery'. Doing research for this project, we automatically came across Walter Benjamin's 'Arcades Project' – which immediately had
a huge impact on our way of working and thinking, and keeps on inspiring us ever since.  
A similar thing happened when we were working on the graphic identity of the Whitney. Thinking about instructions and notations, we remembered an essay
by the Welsh New Left scholar Raymond Williams, in which he basically describes art as a form of notation. And this idea (of art­as­notation) then
immediately became part of the design process, amplifying ideas we already had, but were (until then) unable to articulate.  

So we wouldn't say that theory is something we try to impose on our practice from the outside. It really is the other way around – while designing, we
discover all these theoretical principles that are already buried within the practice of the graphic design itself, almost like treasures. Or at least, that's how we
experience it.  

And finally, is there an example of some creative work you've seen in the past year that made you think "I Wish I'd Done That'? 

Without doubt, the new graphic identity of the Stedelijk Museum, designed by Mevis & Van Deursen. It's a visual language that seems very light and casual,
but comes fully loaded (at least to us) with all kinds of interesting associations (Mallarmé, Apollinaire, Concrete Poetry, etc.). When we first saw it, it literally
took our breath away. 

In a recent interview, Armand Mevis (of Mevis & Van Deursen) actually mentioned that one of their inspirations (for the Stedelijk Museum project) was the
graphic identity that we designed in 2004 for SMCS (Stedelijk Museum CS, which was, at that time, the temporary location of the Stedelijk Museum). So that
was quite flattering to hear.  

EJ 21.11.2013 

[Quoted text hidden]

Emily Scheffler­Jones <escheffler­jones@cca.edu> Sun, Oct 9, 2016 at 7:40 PM
To: Experimental Jetset <experimental@jetset.nl>

Hello Danny, Marieke, and Erwin! 

Thank you so much for taking the time to reply to my email and attach these materials. It's absolutely not too late­ I'm pursuing this project on my own outside
the bounds of my class assignment. I absolutely understand that you cannot release your sketches­ I thought this may be the case, but I figured it would be
worth asking! 

I would love to read The Whitney Tapes! Thank you for offering to share the email. 

I will tell Jon you said hello! 

Wishing you a great week,

Emily Scheffler­Jones

[Quoted text hidden]
­­  
Emily Scheffler­Jones
escheffler­jones@cca.edu
224.301.1377
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35EXPLORATION

The following portion of the manual catalogs various visual 
and conceptual explorations of the existing logo mark. 
Several methods, including stretching, warping, scanning, 
fragmenting, and setting the “W” in motion, were used to 
uncover the strengths and limitations of the current system.  
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WHITNEY

Whitney

WHITNEY
WHITNEY

FIG 13. 

“Feminine” typefaces 
Chanel, Optima, 
Bodoni, Antre, and 
Pussy Galore
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WHITNEY

WHITNEY

GENDERED TYPE

During the exploration and subversion process, I became 
interested in the role of gender in the Whitney’s identity 
design. As previously discussed, the Whitney Museum 
was founded to celebrate art and artists that have been 
marginalized by the contemporary art world. 

However, it seems that The Whitney has lost track of its 
vision. Today, the collection consists of 70% male artists and 
30% female artists. 

The identity has recieved some criticism for feeling “too 
masculine.” This led to an exploration of gender in typography. 
It’s evident that the trend of white male domination extends 
into the design and typography world; there is a real 
imbalance of female voices within the typography industry. 

However, the characteristics that designate typefaces  
as either “male” or “female” reinforce tired gender-binary 
stereotypes. For example, traditionally “feminine” fonts  
are decribed as “decorative, rounded, delicate, and  
sensual” while “masculine” typefaces are “sturdy, sharp,  
and broad-shouldered.” 

Therefore, rather than choosing a “feminine” typeface to 
replace Neue Haas Grotesk, I chose to replace Jetset’s choice 
with a similarly neutral-feeling typeface designed by a 
woman: Hind by Manushi Parikh of Indian Type Foundry.  

 
 
 
 

 
 

 
 
 
 

FIG. 13
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A B C D E F G H I J K L M N 
O P Q R S T U V W X Y Z
a b c d e f g h i j k l m n o p 
q r s t u v w x y z
 ~ ! @ # $ % ^ & * ( ) + = 
 [ ] { } ” : ;  < > / ?

HIND :  
MANUSHI PARIKH 
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HIND :  
MANUSHI PARIKH 

A B C D E F G H I J K L M N 
O P Q R S T U V W X Y Z

a b c d e f g h i j k l m n o p q r s 
t u v w x y z

 ~ ! @ # $ % ^ & * ( ) + = 
 [ ] { } ” : ;  < > / ?

NEUE HAAS GROTESK :  
CHRISTIAN SCHWARTZ
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53FINDINGS

After a thorough exploration of Jetset’s identity 
guidelines, I will to focus my subversion process around 
two concepts: 

1. �The relationship between the artist’s hand, technology, 
and time. 

2. �Commentary on the gender bias of the Whitney’s  
art collection.

First, I chose to use a digital scanner in order to create 
an organic, gestural, time-based mark that is individual 
to its creator. The scanner allows the “Responsive W” to 
transition into a performative “Gesutral W”, reacting not 
just to the composition, but also the conceptual content. 
This process allows the identity to literally warp and 
evolve to fit each new context over time. 

Secondly, I chose to use the proportions of the 
composition to create a deeper dialoge about the  
lack of female representation and masculine domination 
in the Whitney’s collection. 
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SUBVERSION PROCESS FLOWCHART

Decide whether or 
not the final 
composition will 
include an image of 
an artwork 

Use a piece of 
white paper and a 
black marker to 
draw a zig-zag 
with two “valleys”

import the image 
into Photoshop and 
isolate the scanned 
“Gestural W”

Import your isolated 
“Gestural W” into 
Indesign and 
superimpose any 
text and/or with the 
Gestural W. 

Create a gesture 
that informs the 
content of your  
final composition

Place your zig zag face 
down on your scanning 
bed in its desired 
starting position. Press 
“scan” and perform your 
chosen gesture, 
following the scanner 
bar as it moves across 
the composition. 

Is the artist male 
or female?

Is the artist male 
or female?

Does your 
composition 
contain an image 
of an artwork?

Do you like 
the results?

Place your artwork face down on 
the scanning bed as a reference 
point for your final composition 

Print out a 
copy of the 
artwork at 
70% the size 
of the total 
composition

Print out a 
copy of the 
artwork at 
30% the size 
of the total 
composition

YES

MALE FEMALE

The Gestural W should not 
be allowed to overlap the 
artwork, but should activate the 
negative space around it. The 
artsit’s name and description 
should be clear and prominent, 
and the Whitney logo should 
be understated. 

The Gestural W should 
activate the negative 
space around any text. The 
Whitney logo should 
be large and prominent 
in the composition. 

The Gestural W should  
be allowed to overlap the 
artwork, artist’s name, and any 
descriptive text. The W should 
take over the negative space 
around it. The Whitney logo 
should be large and prominent 
in the composition. 

FEMALE MALE

NO

YES NO

YES NO
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SUBVERSION PROCESS FLOWCHART

Decide whether or 
not the final 
composition will 
include an image of 
an artwork 

Use a piece of 
white paper and a 
black marker to 
draw a zig-zag 
with two “valleys”

import the image 
into Photoshop and 
isolate the scanned 
“Gestural W”

Import your isolated 
“Gestural W” into 
Indesign and 
superimpose any 
text and/or with the 
Gestural W. 

Create a gesture 
that informs the 
content of your  
final composition

Place your zig zag face 
down on your scanning 
bed in its desired 
starting position. Press 
“scan” and perform your 
chosen gesture, 
following the scanner 
bar as it moves across 
the composition. 

Is the artist male 
or female?

Is the artist male 
or female?

Does your 
composition 
contain an image 
of an artwork?

Do you like 
the results?

Place your artwork face down on 
the scanning bed as a reference 
point for your final composition 

Print out a 
copy of the 
artwork at 
70% the size 
of the total 
composition

Print out a 
copy of the 
artwork at 
30% the size 
of the total 
composition

YES

MALE FEMALE

The Gestural W should not 
be allowed to overlap the 
artwork, but should activate the 
negative space around it. The 
artsit’s name and description 
should be clear and prominent, 
and the Whitney logo should 
be understated. 

The Gestural W should 
activate the negative 
space around any text. The 
Whitney logo should 
be large and prominent 
in the composition. 

The Gestural W should  
be allowed to overlap the 
artwork, artist’s name, and any 
descriptive text. The W should 
take over the negative space 
around it. The Whitney logo 
should be large and prominent 
in the composition. 

FEMALE MALE

NO

YES NO

YES NO



MASCULINE  
COMPOSITION

“Masculine” compositions should clearly celebrate the 
work and legacy of the artist. The Gestural W should 
not invade the image or typography and the Whitney 
wordmark should be understated. The artwork should be 
the “hero” of the composition. 



MALE  
ARTIST
70%

WHITNEY



FEMININE 
COMPOSITION

“Feminine” compositions should clearly celebrate the 
work’s inclusion in the Whiteny’s collection. The  
Gestural W should freely invade the image and/or 
typography The Whitney wordmark should be the  
“hero” of the composition. 



FEMALE  
ARTIST
30%

WHITNEY
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STEP 1

Draw a zig-zag line with two “valleys”  
on a white sheet of paper using a  
black marker. 

STEP 2

Decide which artwork you will be 
using in your composition and your 
composition size. If your artist is female, 
print out a copy of the artwork at 30% 
scale of total composition. If the artist is 
male, the image should be 70% the size 
of your total composition. (NOTE: you 
may need to do some additional math 
if your final compositon size is greater 
than the area of your scanning bed)
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STEP 3

Place the image of the artwork face down 
on your scanning bed in its desired position. 
Press “scan” and perform your chosen 
gesture, following the scanner bar as it 
moves across the composition. 

STEP 4

View the scanned image. You may need to  
repeat step 3 several times in order to get 
satsifactory results. 
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STEP 5

Once you have a satisfactory scanning 
result, import the image into Photoshop 
and isolate the scanned “Gestural W”
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STEP 6

Import your isolated “Gestural W” into 
Indesign and superimpose any text and 
your chosen image onto the W. 

For masculine images, the Gestural  
W should not overlap the image of 
artists’ work. 

For feminine images, the Gestural W 
may overlap the image of artists’ work. 



FEMININE 
COMPOSITION
EXAMPLE



Michele Abeles
Pochoir, 2012 

Michele Abeles is an American visual 
artist and photographer.

Abeles graduated with a Bachelor of Arts 
in Psychology from Washington University 
in St Louis in 1999, followed by a Master 
of Fine Arts in photography from Yale 
University in 2007.

WHITNEY
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& BUS ADVERTISEMENT
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Female Artists 
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Your Body is a Battleground, 1989
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MASCULINE  
COMPOSITION
EXAMPLE



WHITNEY

Frank Stella (b. 1936) is one of the most important 
living American artists. This retrospective is the most 
comprehensive presentation of Stella’s career to date, 
showcasing his prolific output from the mid-1950s to the 
present through approximately 100 works. 

Frank Stella
Gobba, zoppa e collotorto, 1985

Frank Stella: A Retrospective
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ADDITIONAL  
COLLATERAL   
APPLICATIONS
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