
BYE-PRODUCT
A Portfolio of Architectural By-products and Goodbyes

Youngbo Shim



2 3

Abandoned Grain Terminal -> School + Community Space
[Adaptive Reuse]

Jan, 2025 - May, 2025
Advanced Design Studio VI [Re_Use New York]
Critic : Laurie Hawkinson, Hubert Chang
Mentor : Harshvardhan Jhaveri

Crossing Ground
Red Hook, NY, US



4 5

Red Hook Grain Terminal
The Red Hook Grain Terminal is approximately 70 ft  wide, 
429 ft long, and 120 ft tall, housing 54 cylindrical silos 
inside. Originally built for grain transportation via canals, 
its usage sharply declined as rail transport became more 
dominant. It officially ceased operations in 1965 and has 
remained abandoned for nearly 60 years.

Red Hook, where the terminal is located, is a 
neighborhood in western Brooklyn. As shown here, it is 
bordered by the waterfront on the west and south, making 
it historically a major port area.
Naturally, many industrial facilities and warehouses were 
built in this region.

Context 

Open Space & Community

Population & Education
Currently, around 2,100 school-aged children live in Red Hook.
However, schools located within Red Hook—excluding private 
institutions—can only accommodate approximately 1,250 students.
This means that about 800 students commute to schools outside of 
Red Hook.

Given this context, I saw the potential to design a school that could 
offer a large outdoor sports field—something rare in New York City.
I also imagined an interior space that could be shared with local 
residents, encouraging interactions between the two groups of users.

There are many outdoor facilities near the Red Hook Grain Terminal 
for local residents.
These facilities not only enhance the quality of life for the community 
but also function as infrastructure to prevent flood damage in the Red 
Hook area.
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Cutting Operation
This is the concept that inspired my design.
A powerful void cuts through the silo structures, serving as a kind of visual portal, a pathway,
and a conduit that connects to various interior spaces within the silos.

Shared spaces between students and residents include larger programs such as an auditorium and basketball court.
To create these large spaces, I first removed portions of the building and inserted massive truss structures to maintain the building’s integrity.

Structural Diagram

Front Facade

Rear Facade
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Section Perspective_1
This space also functions as an observation deck, providing views of the soccer field in front of the building and the sea behind it.

At the same time, it serves as a vertical circulation core.
The upper levels are where the school is located.

The interior of the truss is hollowed out to accommodate the basketball court, and the outer portions are thickened.
These thickened areas house the spectator seating and circulation routes.
Classrooms are arranged around this central indoor field.

Indoor Playground

Observatory + Auditorium
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Section Perspective_2
The shared facilities between students and residents are set along a different axis from the existing building, protruding outward so they 
are visually noticeable from the outside.
In contrast, the more private classrooms are placed using the original geometry of the silos.

Indoor Playground Class Room

Observatory + Auditorium

Entrance
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Jan, 2025 - May, 2025
Visual Studies & Representation Elective Class
Instructor : Marc Tsurumaki

The floor plan of Kimbell Art Museum is composed of a repetitive form; however, the interior reveals a variety of ceiling heights, which I aimed to highlight. 
Additionally, I sought to illustrate how light enters the space through architectural elements such as the light court, light well, and skylights on the roof.
The primary spaces that are exposed to visitors were rendered with shading, while the secondary or service spaces—those that support the main areas and 
remain hidden from visitors—were depicted using only line work, without shading.

Seminar of Section

Behind the Scenes

Fort Worth, Texas
Louis Isadore Kahn

Kimbell Art Museum, 1972
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Multi Graphics and Representations
Jan, 2025 - May, 2025
Visual Studies & Representation Elective Class
Instructor : Wael Morcos

Printed Thoughts
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#1 Poster Design #2 Typeface Design

Exploring Dualities
01 Analog

Sketch design of the Balloon Typeface

Final version of the Balloon Typeface

02 Digital

I prefer stability.
I meet the same people, visit familiar places, and find comfort in what I know.
When I follow my daily plan and move through the rhythm of my habits, I confirm that I am a steady and grounded person.
With every new habit I build, I feel it supporting me, making me stronger.
Small routines accumulate to shape who I am, reinforcing my sense of stability.

However, at the same time, I also like chaos.
Curiosity for the new, fascination with the unknown, and imagination of lives I have never lived.
When I break away from the familiar and step into the unknown, I discover another side of myself.
I enjoy adventure because it is always filled with unexpected events.
Such disorder inspires me, sometimes reigniting a passion that was fading.
Chaos brings me fear, but at the same time, it gives me the most liberating moments.

Within me, stability and chaos take turns appearing.
I find comfort in the familiar, yet at times, I step into the unknown.
When these two forces are in harmony, I become both my most creative and resilient self.

Balloon Typeface
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Fuck Content
Michael Rock, 2009

In Designer as Author I argued that we are insecure about the value of our work. We are envi-
ous of the power, social position and cachet that artists and authors seem to command.
By declaring ourselves “designer/authors” we hope to garner similar respect. Our deep-seated 
anxiety has motivated a movement in design that values origination of content over manipula-
tion of content.

Designer as Author was an attempt to recuperate the act of design itself as essentially linguis-
tic—a vibrant, evocative language. However, it has often been read as a call for designers to 
generate content: in effect, to become designers and authors, not designers as authors. While
I am all for more authors, that was not quite the point I wanted to make.

The problem is one of content. The misconception is that without deep content, design is 
reduced to pure style, a bag of dubious tricks. In graphic-design circles, form-follows-function is 
reconfigured as form-follows-content. If content is the source of form, always preceding it and 
imbuing it with meaning, form without content (as if that were even possible) is some kind of 
empty shell.

The apotheosis of this notion, repeated ad nauseum (still!), is Beatrice Warde’s famous Crystal 
Goblet metaphor, which asserts that design (the glass) should be a transparent vessel for con-
tent (the wine). Anyone who favored the ornate or the bejeweled was a knuckle-dragging oaf. 
Agitators on both sides of the ideological spectrum took up the debate: minimalists embraced it 
as a manifesto; maximalists decried it as aesthetic fascism. Neither camp questioned the basic, 
implicit premise: it’s all about the wine. 

This false dichotomy has circulated for so long that we have started to believe it ourselves. It 
has become a central tenet of design education and the benchmark against which all design is 
judged. We seem to accept the fact that developing content is more essential than shaping it, 
that good content is the measure of good design.

Back when Paul Rand wrote “There is no such thing as bad content, only bad form,” I remember 
being intensely annoyed. I took it as an abdication of a designer’s responsibility to meaning. 
Over time, I have come to read it differently: he was not defending hate speech or schlock or 
banality; he meant that the designer’s purview is to shape, not to write. But that shaping itself 
is a profoundly affecting form. (Perhaps this is the reason that modern designers—Rand, Mu-
nari, Leoni—always seem to end their careers designing children’s books. The children’s book 
is the purest venue of the designer/author because the content is negligible and the evocative 
potential of the form unlimited.) 

So what else is new? This seems to be a rather mundane point, but for some reason we don’t real-
ly believe it. We don’t believe shaping is enough. So to bring design out from under the thumb of 
content we must go one step further and observe that treatment is, in fact, a kind of text itself, as 
complex and referential as any traditional understanding of content.

 ‘Whiplash’ logo for Korean idol group aespa’s title track, 2024

 ‘Supernova’ logo for Korean idol group aespa’s title track, 2024

 ‘Savage’ logo for Korean idol group aespa’s title track, 2021

 ‘My World’ logo for Korean idol group aespa’s title track, 2023
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Because the nature of the designed object is limited, individual ob-
jects are rarely substantial enough to contain fully rendered ideas. 
Ideas develop over many projects, spanning years. Form itself is 
indexical. We are intimately, physically connected to the work we 
produce, and it is inevitable that our work bears our stamp. The 
choice of projects in each designer’s oeuvre lays out a map of inter-
ests and proclivities. (I use the singular designer in the categorical 
sense, not the individual.) The way those projects are parsed out, 
disassembled, reorganized and rendered reveals a philosophy, an 
aesthetic position, an argument and a critique.

This deep connection to making also positions design in a modu-
lating role between the user and the world. By manipulating form, 
design reshapes that essential relationship. Form is replaced by 
exchange. The things we make negotiate a relationship over which 
we have a profound control.

The trick is to find ways to speak through treatment, via a range of 
rhetorical devices— from the written to the visual to the operation-
al—to make those proclamations as poignant as possible, and to 
return consistently to central ideas, to re-examine and re-express. 
In this way we build a body of work, and from that body of work 
emerges a singular message, maybe even what it feels like to be liv-
ing now. As a popular film critic once wrote, “A movie is not what it 
is about, it’s how it is about it.” Likewise, for us, our What is a How. 
Our content is, perpetually, Design itself.

Psycho, 1960, Alfred Hitchcock

The Birds, 1963, Alfred Hitchcock

Avant-Garde Catalog for Standard Cables,
1927-1928, Piet Zwart

A director can be the esteemed auteur of a film he didn’t write, 
score, edit or shoot. What makes a Hitchcock film a Hitchcock film is 
not the story but a consistency of style, which winds intact through 
different technologies, plots, actors, and time periods like a sub-
stance of its own. Every film is about filmmaking. His great genius is 
that he is able to mold the form into his style in a genuinely unique 
and entertaining way. The meaning of his work is not in the story 
but in the storytelling.

Designers also trade in storytelling. The elements we must master 
are not the content narratives but the devices of the telling: typog-
raphy, line, form, color, contrast, scale, weight. We speak through 
our assignment, literally between the lines.

The span of graphic design is not a history of concepts but of 
forms. Form has evolved dramatically from one year to the next, 
and suggests a profession that continually revises and reshapes the 
world through the way it is rendered. Stellar examples of graphic 
design, design that changes the way we look at the world, are often 
found in service of the most mundane content: an ad for ink, cig-
arettes, sparkplugs or machinery. Think of Piet Zwart’s catalogues 
for electrical cable; or the travel posters of Cassandre or Matter; 
or the New Wave work of Weingart, Greiman and Freidman; or the 
punk incitations of Jamie Reid, in which the manipulation of form 
has an essential, even transformative, meaning.

At a 1962 conference at the Museum of Modern Art, conservative 
art critic Hilton Kramer denounced Pop Art as “indistinguishable 
from advertising art” because “Pop Art does not tell us what it feels 
like to be living through the present moment of civilization. Its 
social effect is simply to reconcile us to a world of commodities, ba-
nalities and vulgarities.” But perhaps the content of graphic design 
is exactly that: an evocation of “what it feels like to be living through 
the present moment of civilization,” with all its “commodities, 
banalities and vulgarities.” How else can we discuss the content of 
a typeface or why the typography of a surfing magazine suddenly 
becomes relevant? Or how a series of made-up or ‘self-initiated’ 
posters—already a medium of dubious functionality— can end up 
on the wall of a major design museum? Work must be saying some-
thing, which is different than being about something.

Rock received his B.A. in Humanities from Union College in 1981, before going on 
to receive his M.F.A. in Graphic Design from the Rhode Island School of Design.
In 1994, Rock, alongside designers Susan Sellers and Georgianna Stout, founded 
2x4, a design firm based in New York City.
He is currently the Director of the Graphic Architecture Project at Columbia 
University’s Graduate School of Architecture, Planning and Preservation.
He is also a member of the graphic design faculty at the Yale School of Art.

Michael Rock, Graphic Designer, founded 2X4
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And if what I have said is true of book printing, even of the 
most exquisite limited editions, it is fifty times more obvi-
ous in advertising, where the one and only justification for 
the purchase of space is that you are conveying a message 
- that you are implanting a desire, straight into the mind 
of the reader. It is tragically easy to throw away half the 
reader interest of an advertisement by setting the simple 
and compelling argument in a face which is uncomfort-
ably alien to the classic reasonableness of the book-face. 
Get attention as you will by your headline, and make any 
pretty type pictures you like if you are sure that the copy 
is useless as a means of selling goods; but if you are happy 
enough to have really good copy to work with, I beg you 
to remember that thousands of people pay hard-earned 
money for the privilege of reading quietly set book-pages, 
and that only your wildest ingenuity can stop people from 
reading a really interesting text.

Printing demands a humility of mind, for the lack of 
which many of the fine arts are even now floundering in 
self-conscious and maudlin experiments. There is nothing 
simple or dull in achieving the transparent page. Vulgar 
ostentation is twice as easy as discipline. When you realize 
that ugly typography never effaces itself; you will be able 
to capture beauty as the wise men capture happiness by 
aiming at something else. The ‘stunt typographer’ learns 
the fickleness of rich men who hate to read. Not for them 
are long breaths held over serif and kern, they will not 
appreciate your splitting of hair-spaces. Nobody (save the 
other craftsmen) will appreciate half your skill. But you 
may spend endless years of happy experiment in devising 
that crystalline goblet which is worthy to hold the vintage 
of the human mind.

I once was talking to a man who designed a very pleasing 
advertising type which undoubtedly all of you have used. 
I said something about what artists think about a certain 
problem, and he replied with a beautiful gesture: ‘Ah, mad-
am, we artists do not think - we feel!’ That same day I quot-
ed that remark to another designer of my acquaintance, and 
he, being less poetically inclined, murmured: ‘I’m not feeling 
very well today, I think!’ He was right, he did think; he was 
the thinking sort; and that is why he is not so good a painter, 
and to my mind ten times better as a typographer and type 
designer than the man who instinctively avoided anything as 
coherent as a reason.

I always suspect the typographic enthusiast who takes a 
printed page from a book and frames it to hang on the wall, 
for I believe that in order to gratify a sensory delight he 
has mutilated something infinitely more important. I re-
member that T.M. Cleland, the famous American typogra-
pher, once showed me a very beautiful layout for a Cadillac 
booklet involving decorations in colour. He did not have the 
actual text to work with in drawing up his specimen pages, 
so he had set the lines in Latin. This was not only for the 
reason that you will all think of; if you have seen the old 
type foundries’ famous Quousque Tandem copy (i.e. that 
Latin has few descenders and thus gives a remarkably 
even line). No, he told me that originally he had set up the 
dullest ‘wording’ that he could find (I dare say it was from 
Hansard), and yet he discovered that the man to whom he 
submitted it would start reading and making comments on 
the text. I made some remark on the mentality of Boards 
of Directors, but Mr Cleland said, ‘No: you’re wrong; if the 
reader had not been practically forced to read---if he had 
not seen those words suddenly imbued with glamour and 
significance---then the layout would have been a failure. 
Setting it in Italian or Latin is only an easy way of saying 
“This is not the text as it will appear”.’

Let me start my specific conclusions with book typogra-
phy, because that contains all the fundamentals, and then 
go on to a few points about advertising. The book typogra-
pher has the job of erecting a window between the reader 
inside the room and that landscape which is the author’s 
words. He may put up a stained-glass window of marvel-
lous beauty, but a failure as a window; that is, he may use 
some rich superb type like text gothic that is something to 
be looked at, not through. Or he may work in what I call 
transparent or invisible typography. I have a book at home, 
of which I have no visual recollection whatever as far as 
its typography goes; when I think of it, all I see is the 
Three Musketeers and their comrades swaggering up and 
down the streets of Paris. The third type of window is one 
in which the glass is broken into relatively small leaded 
panes; and this corresponds to what is called ‘fine print-
ing’ today, in that you are at least conscious that there is 
a window there, and that someone has enjoyed building it. 
That is not objectionable, because of a very important fact 
which has to do with the psychology of the subconscious 
mind. That is that the mental eye focuses through type 
and not upon it. The type which, through any arbitrary 
warping of design or excess of ‘colour’, gets in the way of 
the mental picture to be conveyed, is a bad type.

Our subconsciousness is always afraid of blunders (which 
illogical setting, tight spacing and too-wide unleaded lines 
can trick us into), of boredom, and of officiousness. The 
running headline that keeps shouting at us, the line that 
looks like one long word, the capitals jammed together 
without hair-spaces - these mean subconscious squinting 
and loss of mental focus.

We may say, therefore, that printing may be delightful for 
many reasons, but that it is important, first and foremost, 
as a means of doing something. That is why it is mischie-
vous to call any printed piece a work of art, especially fine 
art: because that would imply that its first purpose was to 
exist as an expression of beauty for its own sake and for the 
delectation of the senses. Calligraphy can almost be consid-
ered a fine art nowadays, because its primary economic and 
educational purpose has been taken away; but printing in 
English will not qualify as an art until the present English 
language no longer conveys ideas to future generations, and 
until printing itself hands its usefulness to some yet unimag-
ined successor.

There is no end to the maze of practices in typography, and 
this idea of printing as a conveyor is, at least in the minds 
of all the great typographers with whom I have had the 
privilege of talking, the one clue that can guide you through 
the maze. Without this essential humility of mind, I have 
seen ardent designers go more hopelessly wrong, make 
more ludicrous mistakes out of an excessive enthusiasm, 
than I could have thought possible. And with this clue, this 
purposiveness in the back of your mind, it is possible to do 
the most unheard-of things, and find that they justify you 
triumphantly. It is not a waste of time to go to the simple 
fundamentals and reason from them. In the flurry of your 
individual problems, I think you will not mind spending 
half an hour on one broad and simple set of ideas involving 
abstract principles.

Cadillac Advertising Arts, 1927-1928, Thomas M. Cleland St Vitus’ Cathedral. Stained glass windows, Prague, Czech Republic

As a marketing manager for the British Monotype Corporation, she was 
influential in the development of printing tastes in Britain and elsewhere 
in the mid-twentieth century and was recognized at the time as “one of 
the few women typographers in the world”.
Her writing advocated higher standards in printing, and championed 
intelligent use of historic typefaces from the past, which Monotype 
specialised in reviving, and the work of contemporary typeface 
designers.

Beatrice Warde, a twentieth-century writer and scholar of typography
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The Crystal Goblet

Imagine that you have before you a flagon 
of wine. You may choose your own favourite 
vintage for this imaginary demonstration, 
so that it be a deep shimmering crimson in 
colour. You have two goblets before you. One 
is of solid gold, wrought in the most exquisite 
patterns. The other is of crystal-clear glass, 
thin as a bubble, and as transparent. Pour and 
drink; and according to your choice of goblet, 
I shall know whether or not you are a connois-
seur of wine. For if you have no feelings about 
wine one way or the other, you will want the 
sensation of drinking the stuff out of a vessel 
that may have cost thousands of pounds; but 
if you are a member of that vanishing tribe, 
the amateurs of fine vintages, you will choose 
the crystal, because everything about it is cal-
culated to reveal rather than hide the beautiful 
thing which it was meant to contain.

Bear with me in this long-winded and fragrant 
metaphor, for you will find that almost all the 
virtues of the perfect wine-glass have a paral-
lel in typography. There is the long, thin stem 
that obviates fingerprints on the bowl. Why? 
Because no cloud must come between your 
eyes and the fiery heart of the liquid. Are not 
the margins on book pages similarly meant to 
obviate the necessity of fingering the type-
page? Again: the glass is colourless or at the 
most only faintly tinged in the bowl, because 
the connoisseur judges wine partly by its co-
lour and is impatient of anything that alters it. 
There are a thousand mannerisms in typog-
raphy that are as impudent and arbitrary as 
putting port in tumblers of red or green glass! 
When a goblet has a base that looks too small 
for security, it does not matter how cleverly it 
is weighted; you feel nervous lest it should tip 
over. There are ways of setting lines of type 
which may work well enough, and yet keep the 
reader subconsciously worried by the fear of 
‘doubling’ lines, reading three words as one, 
and so forth.

Now the man who first chose glass instead 
of clay or metal to hold his wine was a ‘mod-
ernist’ in the sense in which I am going to use 
that term. That is, the first thing he asked 
of his particular object was not ‘How should 
it look?’ but ‘What must it do?’ and to that 
extent all good typography is modernist.

Wine is so strange and potent a thing that it 
has been used in the central ritual of religion 
in one place and time, and attacked by a virago 
with a hatchet in another. There is only one 
thing in the world that is capable of stirring 
and altering men’s minds to the same extent, 
and that is the coherent expression of thought. 
That is man’s chief miracle, unique to man. 
There is no ‘explanation’ whatever of the fact 
that I can make arbitrary sounds which will 
lead a total stranger to think my own thought. 
It is sheer magic that I should be able to hold 
a one-sided conversation by means of black 
marks on paper with an unknown person 
half-way across the world. Talking, broadcast-
ing, writing, and printing are all quite literally 
forms of thought transference, and it is the 
ability and eagerness to transfer and receive 
the contents of the mind that is almost alone 
responsible for human civilization.

If you agree with this, you will agree with my 
one main idea, i.e. that the most important 
thing about printing is that it conveys thought, 
ideas, images, from one mind to other minds. 
This statement is what you might call the 
front door of the science of typography. With-
in lie hundreds of rooms; but unless you start 
by assuming that printing is meant to convey 
specific and coherent ideas, it is very easy to 
find yourself in the wrong house altogether.

Beatrice Warde, 1932

Before asking what this statement leads to, let 
us see what it does not necessarily lead to. If 
books are printed in order to be read, we must 
distinguish readability from what the optician 
would call legibility. A page set in 14-pt Bold 
Sans is, according to the laboratory tests, 
more ‘legible’ than one set in 11-pt Baskerville. 
A public speaker is more ‘audible’ in that 
sense when he bellows. But a good speaking 
voice is one which is inaudible as a voice. It is 
the transparent goblet again! I need not warn 
you that if you begin listening to the inflec-
tions and speaking rhythms of a voice from 
a platform, you are falling asleep. When you 
listen to a song in a language you do not un-
derstand, part of your mind actually does fall 
asleep, leaving your quite separate aesthetic 
sensibilities to enjoy themselves unimpeded 
by your reasoning faculties. The fine arts do 
that; but that is not the purpose of printing. 
Type well used is invisible as type, just as the 
perfect talking voice is the unnoticed vehicle 
for the transmission of words, ideas.

Waterford Crystal Goblet
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Readability
Youngbo Shim, 2025

Michael Rock’s Fuck Content argues that design can go 
beyond being a mere vessel—it can become content itself. 
In contrast, Beatrice Warde’s The Crystal Gob-
let emphasizes that typography, as the ves-
sel that holds the written word, should 
remain as invisible as possible and 
must not interfere with the 
transmission of content.

Balloon Font is a typeface 
inspired by an inflated bal-
loon tightly filling a square 
space. It was designed to 
possess a strong visual 
presence, especially for 
viewers already familiar 
with the tension evoked 
by the image of a balloon 
about to burst. In other 
words, it conveys a sen-
sory impression through 
its form, beyond the literal 
content of the text.

However, this also means legibility 
is sacrificed, and from Warde’s per-
spective—where typography should not 
add anything beyond content—Balloon would 
be considered a complete failure. Nevertheless, the fact 
that it draws on viewers’ prior experiences to induce a 
sense of tension, regardless of content, and the way it 
prompts constant comparison to conventional letterforms 
in order to be legible, gives it experimental value.

In this regard, from Michael Rock’s perspective, Balloon 
represents a successful case of design. Especially 

when used in sentences or paragraphs, its 
appearance resembles that of a solid 

block, offering people a new visual 
and cognitive experience. As a 
paragraph, it is first perceived 

as a single mass, and only 
upon closer inspection is 
it recognized as text—at 

which point the content is 
finally delivered. The kind 

of information conveyed 
shifts depending on the 
level of perception. This 
sensory interaction with 

the reader provides a 
dimension of experience 

that traditional content 
alone cannot offer.

Balloon is an experiment 
that explores a new kind of 

content that design can deliver. 
It is a valuable design in that it 

attempts to demonstrate how form can 
offer sensory and cognitive experiences 

more quickly than textual content, while also 
actively engaging with the viewer.

He is a graduate student in the M.S. AAD program at Columbia 
University GSAPP(Graduate School of Architecture, Planning and 
Preservation) and the creator of the Balloon Font. 
Before coming to New York, he completed a Bachelor of 
Architecture at Hanyang University in Seoul, South Korea. 
Afterward, he gained about five years of professional experience 
at the architectural firm RoA.

Youngbo Shim, a graduate student at Columbia University GSAPP
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Michael Rock’s Fuck Content argues that design can go 
beyond being a mere vessel—it can become content itself. 
In contrast, Beatrice Warde’s The Crystal Gob-
let emphasizes that typography, as the ves-
sel that holds the written word, should 
remain as invisible as possible and 
must not interfere with the 
transmission of content.

Balloon Font is a typeface 
inspired by an inflated bal-
loon tightly filling a square 
space. It was designed to 
possess a strong visual 
presence, especially for 
viewers already familiar 
with the tension evoked 
by the image of a balloon 
about to burst. In other 
words, it conveys a sen-
sory impression through 
its form, beyond the literal 
content of the text.

However, this also means legibility 
is sacrificed, and from Warde’s per-
spective—where typography should not 
add anything beyond content—Balloon would 
be considered a complete failure. Nevertheless, the fact 
that it draws on viewers’ prior experiences to induce a 
sense of tension, regardless of content, and the way it 
prompts constant comparison to conventional letterforms 
in order to be legible, gives it experimental value.

In this regard, from Michael Rock’s perspective, Balloon 
represents a successful case of design. Especially 

when used in sentences or paragraphs, its 
appearance resembles that of a solid 

block, offering people a new visual 
and cognitive experience. As a 
paragraph, it is first perceived 

as a single mass, and only 
upon closer inspection is 
it recognized as text—at 

which point the content is 
finally delivered. The kind 

of information conveyed 
shifts depending on the 
level of perception. This 
sensory interaction with 

the reader provides a 
dimension of experience 

that traditional content 
alone cannot offer.

Balloon is an experiment 
that explores a new kind of 

content that design can deliver. 
It is a valuable design in that it 

attempts to demonstrate how form can 
offer sensory and cognitive experiences 

more quickly than textual content, while also 
actively engaging with the viewer.

He is a graduate student in the M.S. AAD program at Columbia 
University GSAPP(Graduate School of Architecture, Planning and 
Preservation) and the creator of the Balloon Font. 
Before coming to New York, he completed a Bachelor of 
Architecture at Hanyang University in Seoul, South Korea. 
Afterward, he gained about five years of professional experience 
at the architectural firm RoA.

Youngbo Shim, a graduate student at Columbia University GSAPP
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Rendering Systems
Sep, 2024 - Dec, 2024
Visual Studies & Computation Elective Class
Instructor : Seth Thompson

Beneath the Gabled Roof
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Visual Study of Roof Orientation
This building is a tofu factory designed by Xu Tiantian, characterized by its diverse roof orientations facing east, west, and north.
 
The first image illustrates how natural light enters and transforms the interior throughout the day. Morning light reaches the rear 
space through the east-facing roof, while afternoon light enters the front space via the west-facing roof. Different colors were used 
to distinguish the varying times of day when light penetrates these areas. 
 
The second image highlights the building’s varied roof structures. As the factory is situated along a slope, visitors can ascend via an 
upper corridor. A depth map was utilized to convey the spatial relationship between the upper and lower areas. 
 
The final image presents a view of the hallway as seen from the entrance. In order to emphasize the geometry of the roof, the floor 
material was replaced with a reflective surface.
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Architectural Photography: From the Models to the Built World
Sep, 2024 - Dec, 2024
Visual Studies & Representation Elective Class
Instructor : Michael Vahrenwald

Fragments of Stillness

ISO-100 | 31mm | f/5 | 1/400 sec
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According to the description on Columbia University’s website, the Jerome L. Greene Science Center was designed to connect 
scholars with the broader community beyond the campus through its transparet design and public spaces. Thus, I focused on how 
the building interacts with its surroundings.

I started by observing the public space shared with the Lenfest Center, located right next to the building, and then moved 
counterclockwise around it. With no nearby buildings, I noticed that the upper levels, which receive abundant sunlight, have a 
different facade design. On the first floor, I observed that people actively use both the interior and exterior spaces, taking advantage 
of the public areas and the canopy connected to the building. However, as I moved toward areas with more pedestrian and vehicle 
traffic, I noticed a decrease in public space usage. At sunset, the building’s facade reflects onto nearby buildings, highlighting the 
impact the Jerome L. Greene Science Center has on its surroundings.

3227 Broadway, New York, NY 10027The Jerome L. Greene Science Center The transformative qualities of light

ISO 100 | 25.34mm | f / 8.0 | 1/320 sec ISO 100 | 32.7mm | f / 8.0 | 1/200 sec ISO-100 | 41mm | f/14 | 1/125 sec ISO-100 | 31mm | f/9 | 1/100 sec
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Ghost in a shell People and place

ISO-100 | 35mm | f/11 | 1/3 sec ISO-100 | 55mm | f/22 | 2.5 sec ISO-100 | 29mm | f/5.6 | 1/100 sec




