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the complete guide to digital type
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This book provides an insight into the typographic
creativity produced by this digital revolution. It takes
you through a brief history of typography and the
anatomy and various classifications of fonts. You will
see the influence that digital media has had on the
practice of typography, in particular the role of
software and digital formats.

Then you will see the conventions that govern
typography. These conventions, laid down over time,
provide a framework for creating legible text, both for
display purposes and extended reading. These rules
always apply, whether using digitally generated type
or traditional methods. Also, the way in which text is
used on the page is very important in determining its
readability, so you will see how to use grid structures,
then learn how to manage your digital fonts using

software such as Suitcase Fusion.




Designers need to create maximum impact with
their typography. You will see at length the various
effects that can be applied to type using software
such as Adobe Photoshop, Illustrator, and FreeHand.
The rise of the internet has made reading type on
screen as important as reading it on paper, so this
effects section been divided in two, looking at print-
then screen-based typography. The section on print
deals with static display typography and
demonstrates how to achieve a myriad of different
effects, from mimicking screen-printing to warping
and distressing type.

Since the internet can carry dynamic content as
well as static type, you will see how to be creative
with moving typography, within the limitations
imposed by screen technology. These limitations are

explored, showing you the typefaces and methods

introduction

used to improve on-screen type recognition, along
with a look at animation techniques.

Manipuiating fonts is one thing but generating
your own typefaces is something else. So the final
section looks at font creation, taking you from a set
of sketches to a working typeface, explaining the
process of building and digitizing letterforms and
creating font formats for use with both Mac and PC
platforms. Because applications such as Fontographer
and FontlLab allow you to design and publish a font in
a matter of hours, you will see how to construct
various pieces of homemade typography, such as
handwritten, modular, and hybrid fonts, including
how to deal with spacing and kerning.

Together, you will learn how to create original,
contemporary digital typography that is both
beautiful and technically accurate.






typography and fonts

In order to produce beautiful, legible typography, the

user must have a good knowledge of the subject: it is

not simply a case of making type look pretty on the

page. A typographer must also understand how the

viewer will read and interpret the information

¢ displayed, and should know what is available in terms
of fonts and printing techniques. With a brief history

of printing technology and how it has advanced

typographic composition, this section explains the
terminology used to describe typography. There is also

) discussion on the implications of digital technology.
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a history of typography

rder to understand why typography looks the way it does, it is important to know how

technological developments have affected the nature of typography over the centuries.
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first Linotype hot-metal line-casting
machine was introduced in 1886. It com-
prised of a keyboard, matrix, and caster. The
keyboard controlled the assembly of the
matrix of letters. When a line was completed,
it was cast as a single piece of metal, called
a “slug.” The slugs were then arranged to
make up the required design for inking up
and printing.

In 1887, the Monotype composing
machine appeared, which cast each charac-
ter individually. The keyboard and caster
were separate, with the keyboard operation
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generating a punched paper ribbon. When
this was fed through the caster it gave
instructions to move the type into position
to produce the lines of text. These were
then assembled in a galley to be printed
from. Letters were cast quickly with this
machinery (up to 150 per minute) and, since
the keyboard was a separate entity, opera-
tors could generate type away from the
noise of the machinery.

the age of phototypesetting
Electronics have played a key role in the
progression of professional printing tech-
nigues and also in the availability of cheap
and accurate ways to reproduce type for
the home user.

The first generation of keyboard photo-
typesetters was introduced in 1950. Many
others have been developed since but,
despite this, they break down into two cate-
gories. These are Photo-optical and Photo-
scanning systems. Photo-optical systems
store characters in the form of a master
font on film, disks, grids, or strips. These
negative images are then optically pro-
jected onto photographic film or paper.

Photo-scanning also stores characters in
the form of a master font, but they are not
projected onto film or paper. Instead, they
are scanned electronically and broken
down into dots or lines. They are projected
onto a cathode-ray tube (CRT), then onto
photographic film or paper.

The advantages of this method over hot-
metal type are significant: it is fast and flex-
ible and can set up to 500 characters per
second as opposed to just five using hot-
metal machines.

The current mode of printing type pro-
fessionally is that of digital typesetting. The
first machine to use digitized fonts was the
Digiset in 1965, designed by Dr.Ing Rudolph
Hell. The method used a CRT to generate
the image. It later gave way to the use of a
laser the of the
Monotype Lasercomp in 1976.

The 1980s witnessed

with introduction

considerable
changes in the design world. Personal com-
puters came down in price, WYSIWYG dis-
plays appeared and, most importantly, in
1984, page language
appeared via the Pagemaker software for

the PostScript

the Apple Macintosh. The PostScript lan

guage enabled typefaces from any
manufacturer to be used on any compat-
ible computer and printer. Previously, this
had been impossible and printing presses

a history of typography

44 The introduction
of the Apple Mac in
1984 revolutionized
the graphic design
industry. This box
meant that the
designer could
generate quality
designs, without
complicated
instructions to
typesetting houses.

had only been able to use fonts released by
the manufacturer of the press.

This upheaval resulted in a dramatic
change in the relationship between type-
setting and design. Computer workstations
could now be networked directly to presses.
Where, previously, designers had prepared
pencil sketches for client approval, sending
detailed instructions to the typesetting
houses, each stage could now take place on
a computer, complete and ready to print,
cutting both time and expense.

One major difference between this and
previous methods of printing type is that
there is no physical type. The font informa
tion is stored as data in the computer's
memory, viewed on screen and output
directly onto paper, plate, or digital press
cylinder for offset lithography.
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~ anatomy of a typeface

Itis essential to know and understand typography in order to use it convincingly and

competently. This includes learning the terminology involved.
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Studying letterforms aids us to under-
stand why certain fonts are more elegant
than others—or more quirky. It I1s precisely
for these reasons that we may choose to
use a particular font or not Some fonts
have a large x-height-to-ascender ratio and

so lend themselves well to display text.
Conversely, those with a small >q=\-eigh'tare
better suited to body copy. Understanding
how a well-proportioned font is constructed
will also help if you are planning to design
any fonts of your own.




anatomy of a typeface
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x-height
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slab serif —

I

4¢ Aslab-serf
letterform differs
from a regular serif in
that the stoke width
is uniform all the way
around. The serifs do
not taper, as you
would normally
expect to see.

hairline

link

— apex

2 Hairlines refer to
the thin serifs, which
contrast with the
thicker strokes of the
rest of the letterform
as demonstrated here

on this lowercase “k.” *
I
I
I

4« Certain glyphs
have terms that are
unique only to them,
such as the eye of a
lowercase “e,” the
apex of an uppercase
“A” and the loop of a ]h
lowercase “g.” Iy
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descriptions and font classifications

Fonts are classified in categories, based on their visual and historical characteristics. This

gives us an insight into their construction and helps identify them precisely.
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have angled serifs on the tops of the lower
case letters

transitional
Faces in the 1700s evolved from old style
to modern, Those in the intenm period.
which include Baskerville, are classified as
transitional There 1s a greater contrast
between the thick and thin strokes, with a
more horizontal stress within the letter-
torms. Transitional

fonts also appear

wider than old style tonts

modern

Modern typefaces, such as Bodoni. have
more contrast between thick and thin
strokes—the thin strokes are sometimes
reduced to hairline widths, Stresses with
n characters are horizontal and serifs join

stems horizontally, with no bracketing.

slab serifs
These typefaces are sometimes known as
Egyptian faces. At the time they were

caramonD:ahcdefghijklmnopqgrstuvwxyz

introduced (around 1815) there was a huge
interest in Egyptian artefacts and so some
foundries used the term for their type
designs. These fonts have heavy square, or
rectangular, serifs.In many of the fonts, the
stroke widths are uniform and there are
horizontat stresses within characters.

sans serif (grotesques)

These first appeared in the 19th century. The
characters have vertical stresses with no
serifs and some contrast in stroke width.
This group also covers categories such as
Neogrotesque, Geometric, and Humanist.
Neogrotesques are uniform in stroke width.
Geometric typefaces are created using sim-
ple geometric shapes, such as the circle or
rectangle. They have a single-storey lower-
case letter "a.” finally, Humanist faces are
based on the proportions of old style
Humanist fonts but without serifs. They
have some contrast in their stroke widths
and have two-storey lowercase letters "a”
and“g”

44 Old style fonts
include Garamond
and Bembo, designed
during the 16th and
17th centuries.

\BCDEFGHITKLMNOPQRSTUVWXYZ 1234567890.,7":;&%!-{I

BemBO: abcdefghyklmnopgrstuvwxyz

ABCDEFGHIIKEMNOPQRSTUVWXYZ 1234567890.,27::&%!-{ §




descriptions and font classifications

TRANSITIONAL 44 Transitional fonts

include Baskervifle.
They have wider forms

BASKERVILLE: abcdefghijklmnopqrstm'wxyz and have no middle

serifs on uppercase “W.”

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,2”:;&%!-{}

44 Modern faces
MODERN include Bodoni. They

have a high contrast

BODONI: abcdefghijklmnopqrstuvwxyz between the weight

of strokes and serifs.

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,7”:;&%!-{ }

EGYPTIAN 44 Egyptian faces,

also known as sfab
serifs, have heavy

RockweELL: abcdefghijklmnopqgrstuvwxyz rectangular serfs of

uniform width.

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,7"":;&%0!-{}

« S if
SANS SERIF ans serif faces

have uniform stroke
widths and tend to

HELVETICA: abcdefghijkimnopqgrstuvwxyz be condensed.
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,7":;&%!-{}
univers: abcdefghijklmnopgrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567830.,7"::&%!-{}
EurosTILE: @abcdefghijklmnopgrstuvwxyz
ABCDEFGHIUKLMNOPQRSTUVWXYZ 1234567830.,7":;8%!-{
_ opTimA: abcdefghijklmnopgrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUV (/. 1234567890.,¢" ;&% !-1]
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descriptions and font classifications continued

n typography  because it 1s the width of this square (An
t ! s en dash 1s half this size). Nowadays. with
t digital typography, the fetter "m” has no

real relationship to an em measurement,
ind, but the term has remained When typeset
ting, paragraph indents are usually an em

14
n, equa

to the point size
em square

{ rement for any upper- and lowercase letters

trom the Many people wonder why we have the
va terms upper- and lowercase to describe the
t haracters within a font. As with much of

the terminology used for tvp(\ghuﬂ'wv this
be jerives from the printing trays that where
1 for storing the type. Two trays were

f equ et ised for each font, one stored above the

yled ther

The top tray, or upper case, was used

for capital letters, while the bottom tray
(lower case), held all the non-capital letters.
The terms have stayed with us, despite
bearing no relation to digital type.

point size

Type is measured in points, the term deriving
from the days of the letterpress when a let-
terform was printed from a raised character
cut on a steel punch (see p.10).The point size
refers to the body of the punch and not the
letterform itself. The measurement there-
fore includes the space above and below the
strokes of the letterform. As a result, when
measured manually with a ruler, a character
will always appear slightly smaller than its

given point size.



descriptions and font classifications

POINT SIZE

6 PO I N T abedefghijklmnopqgrsiuvwxyz
ghy P )

ABCDEFGHIJKLMNOPQRSTUVWNYZ 1234567890 2" n&%a!-{ )

8 POINT abedefghyklmnopqrstuvivxyz
ABCDEFGHYKLMNOPQRSTUVWXYZ 1234567890.,77::&%!-{ |

10 POINT abedefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890..2"::&%!-{ }

12 POINT abcdefghyklmnopgrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXY7Z 1234567890..27::&%!-{ }

16 POINT abcdefghyklmnopqrstuvwxyz

The text here is set in
a variety of point
sizes. The term refers
to the dimensions of
the typography. One
point is equal to /72
of an inch. It is worth
noting that the size is
determined by the

height from the
bottom of the
descender to the cap
height with a little
extra space, and not
just the measurement
of an uppercase letter,
as is often the
misconception.

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,2:;&%!-{ }

18 POINT abcdefghijklmnopqrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,°”:;&%!-{ }

24 poiNT abcdefghyklmnopgrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567
wronr abcdefghijklmnopqgrstuvwxyz

ABCDEFGHIJKLMNOPQRSTU
#onr abcdefghijklmnopqrstuvwxyz

ABCDEFGH

 MNOPQ
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descriptions and font classifications continued
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tterforms
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3 f ter { ind r Roman H\'I[‘fl.‘-'\'*
be around ten times as high as their stroke

oht Any variation of this ratio will have
f making letterforms bolder or

{

he proport iny font can be

I one

t to get right They have to look cor
iy, rather than mathematically

tion of the font may also play a

factor in this relationship. A display font
can break with several conventions for the
sake of design, white a text face must
obtain the optimum proportions to retain
maximun legibilty.

contrast in stroke weight

Original typeforms were based on the cal-
ligraphic penmanship of the Renaissance
period. Since the pens had a flat edge, they
created thick and thin strokes as the pen
travelled around the letterform. Such vari-
ation within the contrast of a stroke 1s usu-
ally referred to as “stress.” The pen pro-
duced angled stresses and, as such, the nib

4 Garamond is
shown here, which
has telatively tall and
elegant proportions.

4 The Baskerville
letterform is slightly
wider than that of the
Gatamond, it has
more confrast
between its stroke
widths. It 1s also
shightly shorter.



was used to create asymmetric letter-
forms. As typefaces have progressed, the
influence of the pen has declined and
stresses have now all but disappeared.
Most sans serif typefaces today have an
almost completely even stroke weight. To
balance the font optically, however, the
horizontal strokes are normally drawn
slightly thinner than the vertical ones.

x-height and proportion

The relationship between the x-height and
the height of caps and ascenders and
descenders can have a profound effect on
a font. Some fonts have a very large x-
height-to-ascender ratio making the font

STROKE WEIGHTS

descriptions and font classifications

appear larger at specific point sizes. The
reason for this is that the body of the type-
face covers more space. Other fonts that
have a longer ascender and descender
compared to their x-height will appear
smaller at the same point size.

As a rule, choose a typeface with longer
ascenders and descenders for text type.
The longer stems allow for better recogni-
tion at smaller sizes. It also means that
short, stubby stems do not become invisi-
ble when reduced in point size. Conversely,
display type works well with a larger x-
the
shorter ascenders and descenders will

height-to-cap-height ratio. Here,

work just as well as longer ones.

X-HEIGHT

4 Itisacommon

misconception that
fonts of the same size
all conform to the
same x-height. You
often find that sans

hamburgerfont

hamburgerfont
hamburgerfont

hamburgerfont

serif faces such as
Helvetica, shown here
on the right, have a
much larger x-height
and shorter ascenders
and descenders.

44 You can see in the
fonts shown here the
difference in stroke
weights between
typefaces. From top

to bottom, Futura

has a fairly uniform
stroke width, whereas
Optima has more
contrast within the
stresses of the shapes.
Bodoni has the largest
contrast of all, ranging
from hairline serifs

to broad strokes and
stresses within the
loops. VAG rounded

at the bottom has a
consistent thickness
to its stroke.
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descriptions and font classifications continued

numerous  more extended or condensed When choos-

ing these kinds of fonts, consider their

FRUTIGER’S GRID

7 The Frutiger gnid shows
P {rect hin'a  function caretully Condensed letterforms  type width and weight
g are useful when setting fonts within a lim. ~ 'etationships. The grid 39
_ ranges from 30 (the
ited amount of space—tor example, when  nparowest face) to over
extended and condensed styles used 1IN a newspaper. Extra-condensed 80 (the most extended). univers
vterforms can be  fonts. however. re X ) K the Roman faces are given
| - tan be  fonts, however, require more work on the 4\ mbers, talics
tically by making them part of the reader to recognize and read by even.
45 46 47 48 49
univers univers UNIVETS unvers UNIVers
53 55 56 57 58 59
univers univers univers univers univers Uunivers
63 65 66 67 68
univers univers univers univers univers
13 75 11 type families and Frutiger’s grid
A type farmily 15 a collection of fonts, all of
" & - which are based on the same proportions
univers univers univers 41 :
and design, but with a wide-ranging set
— ] nctuding everything from condensed to
extended and hight to heavy.
&3 2 The Frutiger grid throughout the tuns, The type designer, Adrian Fratiger devel-
also shows the for example, §3-59 ' _
{ increase i siroka This gid has also oped a gnd to show the vanations of fonts
weight for hight to been used by many within a type family in conjunction with a
univers SeACLby inclizasiy CHSECSEOR numbenng system. In this system, the incre-
the numencal value 4

including Melvetica,

froern one (o nine Frutiger, and Rotis

ments of ten indicate the weight of the



font, the single figure increases the width,
with odd numbers for roman fonts and even
numbers for italic.

Frutiger's font, Univers, designed in 1957,
was the first to apply this grid. Originally,
the font had 21 variations in five weights
and four widths. The font family has since
been added to and now includes more than
50 fonts, increasing the choice for the

designer immeasurably.

ABCDEFGHIUKLMINOFPORS

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,7":;:8%!-{)
ABCDEFGHIVKLMNOPQRS TUVWXYZ 1234567890.,?":;8%!-{}

TUANWXYZ 1234567890, % i8%-{}

descriptions and font classifications

Using just one extended type family
such as Univers achieves a sense of clarity
and uniformity within a design. This leads to
clear, consistent communication with the
least number of variables to detract from
the information.

Many designers restrict themselves to
just two type families per project for
exactly this reason. It is far more visually
pleasing to the eye to use several variations

of one typeface, than to use several differ-
ent, unrelated fonts.

There are now a growing number of
typefaces that have multiple variations
within a family, and these include typefaces
such as, Futura, Rotis, Frutiger, Optima, and
Meta. Most type designers recognize the
demand and need for such families and pro-
duce different weights and widths as a
result of this.

44 As you can see
here, a type family
provides a wide
variety of weights
and widths within a
typeface. These can
be used for a variety
of jobs to create
emphasis or enforce
hierarchy with a

ABCDEFGHIUKLMNOPQRSTUVWXYZ 1234567890.,7":;&%!-{}
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,7":;&%!-{}
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,7":;&%!-{}
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,77:;&%!-{}

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,?”:;&%!-{}

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,7%:;&%!-{}

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,?”:;&%!-{}

ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,2”:;&%!-{}
ABCDEFGHIJKLMNOPQRSTUVWXYZ 1234567890.,2”:;&%!-{}

ABCDEFGHIJKLMNOPQR < Z 1234567890.,?":;&%!-{}

given design.
A HISTORY OF
| TYPOGRAPHY 10
ANATOMY OF
A TYPEFACE 12
? TYPE AND FONTS 28
& REVIVING HISTORICAL
FONTS 156
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the digital age

The digital age has brought with it a newfound freedom in typography, allowing

typographic design to push the boundaries of legibility and visual esthetics.

QuarkiPress Fue Page Lavoul View Utilities Window ©  Melp L} ) W (D Tuel8o02 |
' YaXa bhquu Layout 1
. a bt o 1 s L (Jda [ ¢ e e & dog i ted  ted Ve oy ], 8
e .
I |
4 W
4 -
o =% + = Sheu -
b = { + T -i| ‘
-
-4 3 | { [a) ) Page Layout
- : | oosia's
» » Oarkesme A
T3 . - S ! v e | e _a ©,  The advent of the
7 TS BISSUIRe e T I ST | e U computer has made
b~ e 1, wrese =T base wov cmtun qu it | [Mssmde, P oo of mamp b o et | n . .
| EEEEEEE EEEE E=m bemi B D) nuge changes within
. Seames =it EE o T S e ey the graphic design
f ESos Ermoin. mer okl e N PG industry Once the
& ::::c'-: :m::-:::‘. o e ram ey ety a5 «é:’::‘;:::‘::‘] ::.::::—-T-:: realm Of the Skl”ed
f P | e | BN T | b o typographer, the
e o S oty o Pt s, g0 D o W S0 w.:‘:::::-? Pas ayatun et duee [:-::.-:-\-':::.:w ]
. e s | Poatatres | et | e = | e o com 7O AR
i ELTSTIERS RRITI pRITESS Freegl St by Ay type into the hands
» onoo e SO e T B =R | oty 7 R of anyone with a
i L e | Bat e ] LR =Tl el | ST y
: e T T B ey e T ([ qie==——=r PC. Now type can
! ‘ be generated,
. . manipulated, and
- == - .. output directly from
» v 1| = { the desktop.
—‘
Trv c revolutionized the Such people understood that the com- Type 1s no longer printed for large runs
¢ e Introduction of the  puter could give a designer a degree of using letterpress or phototypesetting. The
foicle 4 24 brought about the  autonomy he or she could now manipulate  design industry embraced the new tech-
digital a3 - ntroduction, imagery, design page layouts, and even cre-  nology and utilized it to the fullest. Today,
it gut etrated every aspect  ate typefaces for particular projects where, we research via the internet, acquire
f the desigr previously, collaboration with a host of spe-  1mages and manipulate them digitally, and
f the fes narles such  clalists would have been necessary create and manage typography at our own
el G reailzed the fu Designers like Neville Brody influenced  computer work stations.
=y { s} jrémagazine  how the computer was viewed and har- Such advances have opened up a debate
o0 K1 ite page lay-  nessed by the design comrunity His publi-  about the standards of graphic design.
¢ PRt tn designing  cation, Fuse, allowed the experimentation People question whether this newfound
- b < lirr freedom has resulted in a decline in typo-

afforded by the computer to come to the
forefront of the design process

graphic standards in particular, since



the digital age

Cynlluc Emngre Fonts

- almost anybody can now use a computer
”m - - thtp /Iwww emlgre comlencodetvpe php’enc 2l Q- Googl Yy y. B | p .
to produce a piece of “graphic design.

Should the unskilled be allowed to do this?
Whatever your view, the digital age has cer-
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tainly transformed graphic design for the
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= such as QuarkXpress or Adobe [nDesign.

use image-manipulation packages, such as
Adobe Photoshop, a vector-illustration
package, such as Adobe Illustrator or
FreeHand (the latter formerly made by
Macromedia), and a page layout package,
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the complete guide to digital type

type formats

Fonts are used on every computer—whether an Apple Mac or a PC—and all designers need

to know how to use them.
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~phate at and
with eath other PC
oms used format. Mac ones another,

fainetner they were PostScript

T f@rmats afe dgescrioed below,
gong with Informatllon on how the tech-
NOMOE hanging with the growing num-
ber and avallatility of Openiype formats
Tyooersony has, at last, a universal format
that everyane £an use. regardless of operat-
ng platform or computer language

TRUETYPE FONTS

PostScript Type 1

The PostScript format, devised by Adobe,
nvolves a file with two parts. The first part
s the bitmap data for on-screen represen-
tation of the font The second, and outline,
file contains information for output on a
printer, The operating system uses the out-
ine file to accurately render the font’s let-
terforms at the printing stage. It relies on
outlines generated via bezier curves; these
are then converted to bitmaps appropriate
to the resolution of the printer for a greater
degree of accuracy This format requires a
separate outline file for every font within

POSTSCRIPT FONTS

the typeface—regular, italic, bold, and bold
italic, for example. The latest operating sys-
tems have built-in rasterizers to read the
vector information contained within the
file and produce more accurate and better-
looking glyphs on screen. The older versions
will require the addition on Adobe Type
Manager (ATM) Light to be installed in
order to produce a more accurate screen
display of a font.

TrueType
TrueType is format that was developed
jointly by Apple and Microsoft to rival

OPENTYPE FONTS
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xind font Suitcase
148 KB on disk
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Created Tuesday 20
November 1990 16
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Modified Tuesday 20
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2 PostScript fonts
differ from TrueType
n that they have two
files in order to render
them correctly—the
surtcase and printer
font. If both these
fltes are not placed in
the operating system,
the forit wiill be
titmapped ot jagged
when vieweed on

Sitstream Type
Library 2 0

screen or printed out

> Shaker2X8i otf

Name Shaker2Li.otf
Kind OpenType font
Size 220 KB on ditk

(222.308 bytes)
Created --
Moditied Thuriday, 7 July
20095 21 54
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2 OpenType fonts
were developed

by Adobe and
Microsoft as a
response to TrueType
incompatibility
problems between
Macs and PCs.
OpenType fonts use
Unicode-based
character coding

to extend the
TrueType format

across all platforms




type formats

Adobe PostScript Type 1. The character set is
based on Unicode and the fonts combine
both vector and bitmap data for screen
drawing and printing within one file,
known as a suitcase. It works on a similar
principle to PostScript but uses quadratic
as opposed to bezier curves. This allows
them to be scaled infinitely with no loss of
detail. Both the operating systems for the

Macintosh and the PC have TrueType raster-
izers built in, to allow the accurate repre-
sentation both on screen and at the print-
ing stage. The advantage of using TrueType

over PostScript formats is that they will

print more successfully using some of

the cheaper printers available and so are

better suited to the amateur designer or
home user.

2 The current crop ¥ Adobe software,
of desktop computers  such as lllustrator and

OpenType

OpenType was developed by Microsoft and  5re powerful and have  Photoshop, supports Q - 3
Adobe and launched in 1997,and is currently ~ the ability tohandle  OpenType formats, p? - ©
o . L : many high-definition meaning that a o) . =
gaining popularity within the type industry. applications with wlnele est 6 @ 3
il The advantage of this format is that it isa relative ease. specialist glyphs are § =
. . i i ] D
! single cross-platform file: it can contain fleviaralal Giels 3 )
type file. <
both PostScript and TrueType outlines. It is <
based on the Unicode encoding standard
and can therefore have an expanded char- b
| acter set that includes small caps, ligatures, =
_ 2 Al
swashes, and any other variations. The font o 3 Aobe
T
could also theoretically include characters 0 <]
. &=
from Greek, Cyrillic, and Latin, producing a § QQ-)
multilingual font within a single file. The 3 '_;8
possibilities for this format are far reach- ' < f@_
ing. All that remains now is for software to THE DIGITAL AGE 22
incorporate a provision for its use. InDesign, ;’E‘:I;‘:“I’; e rome '1‘;2
being an Adobe product, allows the use of GENERATING FONT FILES
OpenType formats, whereas, at the time of Adobe

writing, QuarkXpress does not.
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using typography

Typography is a craft like any other. While once the
province of skilled typographers, the digital age has
allowed all designers to take control of their text.
Despite the ease with which typography can now be
generated and manipulated, the basic “rules” are the
same now as they have always been. This chapter
looks at the uses of typography and the principles that
govern clear communication. It shows how to avoid
some common mistakes and looks at how to lay out

in grids to obtain the most legible results.



the complete guide to digital type

m type and fonts

Uke all aspects of design, typography has to be learned. It has its own set of rules and

conventions that allow it to be used to its full potential.
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GARAMOND 12 & 24°7

Lorem ipsum dolor sit amet
nsectetuer adipis cing elit sed
immy nibh eursmod
t laoreet dolore
Mg quam erat volu tpat
1 entm ad minmm veniam,
d exera tnon
scipit lobortis

Hp ¢x ¢a commodo

Lorem psum
dolor sit amet
elit seddiam

»

digital age, the terms type, font, and type-
tace had distinct ditfferences. Today these
Jifferences are less clear."Type” was used to
describe the object itself—a piece of metal
with a reversed, raised character on one
je meant for the purposes of printing.
nt” (sometimes spelled “fount”) refers to
the set of characters of a particular type
face These would be of the same style and
ze A "typeface” refers to a set or related

BEMBO 12 & 24PT

Lorem psum dolor sit amet
consectetuer adipis cing ehit sed
diam nonummy nibh cuismod
tnd unt ut laoreet dolore magna
aliquam erat volu tpat. Ut wisi
enim ad minmm veniam, quis nost
rud exercr moon ullamcorper
suscipit foborus nisl ut ahquip ex

ca commodo consequut.

Lorem 1psum
dolor sit amet
elit seddiam

2 The Bermmbo

typeface wal

Manulius's work wis
widely admired by his
conlemporaries
Bembo s referred to
as an Old Style or
Antique face

lesigr ed h'/ Aldus
ARSI 14906 Lo
Bemibo's
ook De Actnag

z,r?frh

family of fonts. This applies to italic, bold,
and bold itatic versions of a font.

In addition to this are the classifications
of display and text faces. Traditionally, any
type 12 point and under can be described as
text type. This type is usually used for body
copy. or any text used for continuous read-
ing of large amounts of information.
Conversely, type sizes above 12 point are
known as “display” or “headline” type. These

TIMES 12 & 24p7

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed
diam nonummy nibh cuismod tind
unt ut laoreet dolore magna
aliquam erat volu tpat. Ut wisi
cnim ad minim vemam, quis nost
rud exerci tation ullamcorper
suscipit lobortis nisl ut aliquip ex

ca commodo consequat.

Lorem 1psum
dolor sit amet
elit seddiam

Monson. It was
inended, and used,

for both headlines

and body copy and
was defined by
Classical forms |

2 Times Poman was
designed in 1933 for
The Times newspaper
in London, England, by
lypographer and lype
designer Slanley



are usually used for titles, headlines, sig-
nage, or any text that tries to grab atten-
tion at large sizes.

Body copy has to take many other fac-
tors into account. Text to be used for printed
purposes at small sizes requires a certain
amount of attention to detail in the design
and selection of the font. Stanley Morison
agreed with this by commenting that for
a typeface to be successful, it must be

HELVETICA 12 & 24PT

Lorem ipsum dolor sit amet
consectetuer adipis cing elit
sed diam nonummy nibh
euismod tind unt ut laoreet
dolore magna aliquam erat
volu tpat. Ut wisi enim ad
minim veniam, quis nost rud
exerci tation ullamcorper
suscipit lobortis nisl ut aliquip
ex ea commodo consequat.

Lorem ipsum
dolor sit amet
elit seddiam

2 The Neogrotesque
face, Helvetica, was
designed in 1959 by
the Zurich-born type
designer Max

- Miedinger. Originally

known as Haas-
Grotesk, Helvetica
became the most
widely used typeface in
the world by the end
of the 20th century.

transparent and go completely unnoticed
by the reader. Our awareness of the means
by which a message is transmitted only
diverts attention from the real meaning of
the message being communicated.

A typeface has its own personality or
“tone of voice.” The qualities of the font
lend themselves to particular functions
due to the nature of the design of the let-
terforms. We choose to use certain fonts

GILL SANS 12 & 24°PT

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed
diam nonummy nibh euismod tind
unt ut laoreet dolore magna
aliquam erat volu tpat. Ut wisi
enim ad minim veniam, quis nost
rud exerci tation ullamcorper
suscipit lobortis nisl ut aliquip ex
ea commodo consequat.

Lorem ipsum
dolor sit amet
elit seddiam

to its pleasing
proportions and open,
rounded counters, it is
still widely used for
both display text and
body copy.

2 Gill Sans was
designed by Eric Gill
in 1931 and based on
Edward Johnston's
face for the Londor
Underground Due

type and fonts

because of the values they communicate to
the reader or viewer. They can be strong,
bold, forthright, whimsical, distressed,
futuristic, common, or utilitarian, among
many other personalities. Serif faces have
more in common with traditional or luxury
values, having a sense of history and
integrity to them. Sans serifs are modern
and uniform and so lend themselves to
more functional purposes.

FUTURA 12 & 24T

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed
diam nonummy nibh euismod
tind unt ut laoreet dolore magna
aliquam erat volu tpat. Ut wisi
enim ad minim veniam, quis
nost rud exerci tation
ullamcorper suscipit lobortis nisl
ut aliquip ex ea commodo
consequat.

Lorem ipsum
dolor sit amet
elit seddiam

% Designed ir 1927
by the German
artist Paul Renner,
Futura took its
inspiration fron the
Bauhaus arts

movement and
geometric forms. lts
success relies cn its
simple construction,
which is functional
and friendly.
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principles of good practice

Cood practice relies on a set of conventions that have been built up over time. If adhered

to, these conventions create more legible and credible results.

i lesigner and tounder of

« Speekermann, wrote that
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nister of Typography
tgr this was that he had noticed
t computer technology.
red art of typography was
tactwed by anyone and everyone.

he resudts he found were ugly and an insult
yraphic senslbilities. Since his

' was not going to come Into
ydvice was that there was only

y 10 actiiewe high standards within

typoR A fesion, and that was to look,

Aithdugh Splesermann s deslre to govern

o je 3 little extreme, his reasoning

DEFAULT SETTING

Suspendisse at enim. In mattis, arcu
at lacinia convallis, massa justo laor
eel tellus, non consectetuer purus
velit et felis, Quisque pellentesque.
Munc gravida tincidunt misi. Vestib
ulum quis enim, Fusce nulla ante,
Instique eu, vulputate eget, semper
sed ml. In tempor diam vel sem.
Maecenas ahquet, tellus eu sceler
isque pellentesque, arcu ante sagittis

magna, i posuere Ipsum risus sit
amet n

2 Bt nay vary from face
[

- fage, sven though

¢ s P thesy Wuive the tame

&) & rcartt size Alviays
et afiee the scttings to
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1s sound. Typography has numerous subtleties
that cannot be be automatically understood
just because the user can use a keyboard. It
takes time to understand the craft and to
implement typography that communicates
a message while still looking good The key is
to understand the problems that can arise
when using type and not just relying on the
computer’s default settings. A good typogra-
pher will consider the function and meaning
of the type and set text with that in mind,
altering the control measurements to suit.
Over time a set of typographic conven-
tions have been set up to ensure that the
use of typography is competent and consis-
tent However, these rules are not definitive

»

S Here, you can see
that the default
settings for Gill Sans
look very different to
those for Helvetica
(left), as Gill Sans has

a smaller x-height
Resetting the default
settings to take
account of this
difference results in
better proportions

Suspendisse at enim. In mattis, arcu at
lacinia convallis, massa justo laoreet
tellus, non consectetuer purus velit et
felis. Quisque pellentesque. Nunc gravida
tuncidunt nisi. Vestubulum quis enim.
Fusce nulla ante, tristique eu, vulputate
eget, semper sed, mi. In tempor diam vel
sem. Maecenas aliquet, tellus eu
scelerisque pellentesque, arcu ante
sagittis magna, In posuere Ipsum risus sit
amet mi.

but provide a framework within which clear
graphic design can be achieved. These rules
can be broken and in doing so may provide a
meaningful message within itself. If you
understand the rules then you can judge
when it is best to break or disregard them
altogether to effectively achieve the desired
message or idea. However, for the most part,
these rules are for the benefit of everyone
using typography. They provide for clear and
concise text that communicates succinctly,
while looking visually attractive.

Digital technology provides designers
with a wealth of permutations at their fin-
gertips, needing only the click of a mouse
button. It is very easy to become seduced by

Suspendisse at enim. In mattis, arcu at
lacinia convallis, massa justo laoreet
tellus, non consectetuer purus velit et
felis. Quisque pellentesque. Nunc gravida
tincidunt nisi. Vestibulum quis enim.
Fusce nulla ante, tristique eu, vulputate
eget, semper sed, mi. In tempor diam vel
sem. Maecenas aliquet, tellus eu
scelerisque pellentesque, arcu ante
sagittis magna, in posuere ipsum risus sit
amet mi.

this can cause
problems for the
reader. If large
portions of text are
set this way, the eyes
get tired.

2 Inthis example,
the text has been
ranged nght. For
standard body copy,
which is designed to
be read as one piece,



AMAC FONT CHICAGO

Lorem ipsum dolor sit amet
conse ctetuer adipis cing elit
sed diam nonummy nibh
euismod tind unt ut laoreet
dolore magna aliquam erat
volutpat wisi enim ad minim.

CLASSIC FONT UNIVERS

Lorem ipsum dolor sit amet conse
ctetuer adipis cing elit sed diam
nonummy nibh euismod tind unt ut
laoreet dolore magna aliguam erat
volutpat wisi enim ad minim.

CLASSIC FONT GARAMOND

Lorem ipsum dolor sit amet conse
ctetuer adipis cing elit sed diam
nonummy nibh euismod tind unt ut
laoreet dolore magna aliquam erat
volutpat wisi enim ad minin.

the options available. It is much more diffi-
cult to represent the thoughts of the
author and create beautiful, legible typog-
raphy.The best typographers are those who
express the meaning of the text while still
retaining its legibility and making it appear
visually stimulating.

The following “rules” are meant to
reflect the principles of good practice.
Many of them are common sense, others
are the result of years of typesetting expe-
rience and problem-solving. These prob-
lems may occur due to the construction of
the type or the nature of how information

principles of good practice

44 In these examples,
you can see the
difference between
using system fonts
such as Chicago and
classic fonts such as
Univers and Garamond.
Designed for reading
continuous text in
print, classic fonts

EMPHASIS 1

have considered
proportions and
spacing. Chicago was
designed to be viewed
on screen. It has none
of the subtleties of
the classical fonts and
proves hard on the
eye when reading a
lot of body copy.

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed
diam nenummy nibh euismod tind
unt ut laoreet dolore magna
aliguam erat volu tpat. Ut wisi enim
ad minim veniam, quis nost rud
exerci tation ullamcorper suscipit
lobortis nisl ut aliquip ex ea
commodo consequat.

2 In this example,
you can see the use of
several fonts to create
emphasis. This is
confusing for the
reader as they do not

work in harmony with
the rest of the copy
and there seems to be
no reason why a
different font is used
for each word.

is best presented in order for readers to
retain it. All the rules are designed to retain
the integrity of typographic information as
presented, by whatever means.

font selection

It is often better to use a classical typeface
with a proven track record. These fonts have
consistency within their characters and
have legible proportions that aid the read-
ing process and produce more legible pas-
| information.

g to create emphasis within

sages of textt
\\hel' 'Vl
i separate sections, it is

a niece Of ext
d r-(

EMPHASIS 2

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed diam
nonummy nibh euismod tind unt ut
laoreet dolore magna aliqguam erat
volu tpat. Ut wisi enim ad minim
veniam, quis nost rud exerci tation
ullamcorper suscipit lobortis nisl ut
aliquip ex ea commodo consequat.

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed diam
nonummy nibh euismod tind unt ut
laoreet dolore magna aliquam erat
volu tpat. Ut wisi enim ad minim
veniam, quis nost rud exerci tation
ullamcorper suscipit lobortis nis| ut
aliquip ex ea commodo consequat.

2 Do not choose
typefaces that are too
similar, such as
Helvetica and Futura
(top). The similarity
means that the reader

can often miss the
difference. It is better
to use an italic version
of the same font
(Helvetica) to create
emphasis (below).

advisable not to use too many typefaces at
one time. If too many are used, the reader
becomes confused and is unable to deter-
mine what is important and what is not.
There is no clear hierarchy.

When considering emphasis within a
sentence, try to avoid using a typeface that
is too similar in appearance to the main
face. This often looks like a mistake. Strive
for contrast within the text. Use a font that
appears very different—a serif as opposed
to a sans serif, or alternatively, use an italic
version of the same typeface for a more
subtle approach.



the complete guide to digital type

m principles of good practice continued

sizes, hierarchies, and weights

e the thoice,

Throwing n

es the reader and

31 presented

e text sizes that range
e body copy This can
ar average distance of
These polint sizes

e legible and comfort:
e I mportant to realize
SiZ€ M3y visually

lepending on their

To establish clear hierarchy within
typography, avoid using too many different
type sizes and weights at the same time
It is easier for the reader if there s clear
differentiation between all the sizes, but
too many only serves to confuse and cre-
ates a cluttered design. Exercise restraint
and use only two or three font sizes to
maintain functional and esthetically
attractive designs.

For text type, avoid using typefaces that
are too light or too heavy. A font that is too
light cannot be easily distinguished from
its background; a font that is too heavy 1s
less legible, as the thickness of the stroke

diminishes the size of the counterspaces,

OPTIMUM SIZES FOR BODY COPY

124 b s H Lwe
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making the letterform less recognizable.
Typefaces that have a book weight strike a
balance between these extremes and are
more suited to text type.

As a general rule,don’t use condensed or
extended faces for body copy. For the letter-
forms to be easily recognized, the space in
and around the letters is crucial at small
sizes. Distorting letters by altering the pro-
portions means the letters do not appear
familiar to us and so retards our ability to
instantly read them. Some type families
may include extended or condensed fonts
whose proportions fall within accepted
proportions, but even these are best avoided
for large amounts of body text.
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Lorem ipsum dolor sitamet consectetuer adipis cing
elit sed diam nonummy nibh cuismod tind unt ut
laorcet dolore magna aliquam erat volu tpat. Ut wist
cnim ad minim ventam, guis nost rud exerer tation
ullamcorper suscipit loborts nisl ut aliquuip ex ea

commodo (’()l].\(‘(lllill.

Lorem ipsum dolor sit amet
conscctetuer adipis cing elit sed diam
nonummy nibh cuismod tund unt ut
laoreet dolore magna aliquam erat volu
tpat. Ut wist enim ad minim veniam,
quis nost rud exerci tation ullamcorper
suscipit loborts nisl ut ahquip ex ea
commodo consequat,



TYPE HIERARCHY
passage title

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed diam
laoreet dolore magna aliquam erat volu
tpat. Ut wisi enim ad minim veniam, quis
nost rud exerci tation ullamcorper
suscipit lobortis nisl ut aliquip ex ea

commodo consequat.

principles of good practice

passage title

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed diam
laoreet dolore magna aliquam erat volu
tpat. Ut wisi enim ad minim veniam, quis
nost rud exerci tation ullamcorper
suscipit lobortis nisl ut aliquip ex ea
commodo consequat.

44 On the left, the
size of the type has
been varied to create
hierarchy within the
type. Since the text
in the middle of

the sentence is the
same size as the
subheading text, this
can confuse the
reader at first glance.
The example on the
right uses bold to

subheading

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed diam
nonummy nibh euismod tind unt ut
laoreet dolore magna aliquam erat volu

tpat. Ut wisi enim ad minim veniam.

subheading

OPTIMUM WEIGHTS FOR BODY COPY

M The Futura light
(top) is too pale to

be distinguished
from the background
for reading large
amounts of
continuous text. The
bold version of Futura
{bottom) is too heavy
and proves to be
tiring on the eye as
the counterspaces are
diminished, making it
very dark on the page.
The center example
set in Futura Book

has just the right
weight to be easily
recognizable from the
background, without
being too heavy.

Lorem ipsum dolor sit amet consectetuer
odipis cing elit sed diom nonummy nibh
evismod tind unt ut looreet dolore mogno
oliquam erat volu tpot. Ut wisi enim ad
minim veniom, quis nost rud exerci tofion
ullomeorper suscipit lobortis nisl ut oliquip ex
eo commodo consequat.

Larem ipsum dalor sit amet consectetuer
adipis cing elit sed diam nanummy nibh
evismad tind unt ut laareet dolare magna
aliquam erat valu tpat. Ut wisi enim ad
minim veniam, quis nast rud exerci tatian
ullamcarper suscipit labartis nisl ut aliquip
ex ea commado cansequat.

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed
diam nonummy nibh euvismod tind
unt ut laoreet dolore magna
aliquam erat volu tpat. Ut wisi
enim ad minim veniam, quis nost
rud exerci tation ullamcorper
suscipit lobortis nisl ut aliquip ex
ea commodo consequat.

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed diam
nonummy nibh euismod tind unt ut

laoreet dolore magna aliquam erat volu

denote a subheading
and italic to create
emphasis within the
copy. This results in a
clear way of reading
the text, letting the
viewer know what is
more important
within the type.

tpat. Ut wisi enim ad minim veniam.

Lorem ipsum dolor sit amet consectetuer adipis
cing elit sed diam nonummy nibh euismod tind unt
ut laoreet dolore magna aliquam erat volu tpat. Ut
wisi enim ad minim veniam, quis nost rud exerci
tation ultamcorper suscipit lobortis nist ut aliquip ex
ea commodo consequat.

Lorem ipsum dolor sit amet
consectetuer adipis cing elit sed
diam nonummy nibh euismod tind
unt ut laoreet dolore magna
aliguam erat volu tpat wisi enim ad
minim veniam, quis nost rud.

Lorem ipsum dolor sit amet
consectetuer adipis cing elit
sed diam nonummy nibh
euismod tind unt ut laoreet
dolore magna aliquam erat
volu tpat. Ut wisi enim ad
minim veniam, quis nost rud
exerci tation ullamcorper
suscipit lobortis nislut.

44 The light
condensed version of
Helvetica (top) can
be difficult to read as
the lack of space
surrounding the
letterforms makes

it more difficult to
distinguish word
shapes. This is also
true of the extended
and bold extended
versions (center and
bottom), as the more
space a word takes
up, the fewer words
per line, which slows
our ability toread a
comfortable amount
of words per line.
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working with text in layouts
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CAPITALS & UPPER- AND LOWERCASE
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used in small amounts, you can use upper
case text successfully It may require some
extra word spacing of tracking to make 1t
more visually appealing. Typefaces are nor-
mally kerned so that you can use combina
tions of upper- and lowercase tetters, not alt
capitals As a result, type made up of capi-
tals only can look squashed

Always use consistent letter- and word
spacing to produce an even tone of text on
the page If you increase letter spacing for any
reason, you should increase word spacing or
tracking proportionately This will result in an
even flow to the text, aiding legibility

For best results, use an appropriate line
length, or “measure.” This 1s normally 8-10

TRACKING

CURABITUR

LEBIERCQ).

Curabinr mietus.

4« When we read, we
recognize the shapes
of letterforms Setting
text in capitals only
means that word
shapes are harder to
recognize and so the
speed at which we
1ead 1s slowed

rhoncus noumm-

VIV hon, orc)

Pty 1or1or, a vulputate purus felis al
Lk dalar enapaum. Quisgue pel-

olhcwudin, erom 1o consec e

words per line. Lines that are too short or
too long impede reading. Short lines inter-
rupt the flow of text and cause the eye to
flick back and forth, quickly tiring the read-
er. Long lines can cause problems, too, in
that as the eye travels ovet the course of
the hne, it has difficulty locating the begin-
ning of the next one.

Use appropriate leading or line spacing
for text type so as not to break the flow from
one line to the next. Type with too little lead-
ing slows reading as the eye takes in infor-
mation from more than one line at a time. To
improve legibility, add -4 points of space
between lines, depending on the x-height of
the typeface chosen.

Loreni ipsum dalar sit aniet consecterner adipiscing elit. Aenea
Lacima nulla. Nime vitae erat eu turpis rhoneus nonanmy: S(:(‘ll
lignla pede fengiac in fringilla non viverra non orel. Praesen

pede. Cnrabitur mietns.

Lorem ipsnm dolor si et consecteter adipiscing elit. Aenea
lacinta mlle. Nune vitwe eran en taepes thoncas nannmmy. Se

lignke pede Yeugi i fungilla nonoviverra non arci. Praesent ped

2 Inceasing or

reducing the amount
of space within and
between words—-
“tracking“—also
makes it more
difficult to recogmze
word shapes and so
hmders reading,



OPTIMUM LINE LENGTH

principles of good practice

Lorem ipsum dolor sit amet, consectetuer adipiscing elit. Aenean lacinia nulla. Nunc vitae erat eu turpis rhoncus nonummy. Sed ligula pede, feu-
giat in, fringilla non, viverra non, orci. Praesent pede. Curabitur metus. Etiam tincidunt, odio sed venenatis ornare, dui purus dignissim tortor, a
vulputate purus felis at neque. Ut libero. Phasellus egestas dolor eu ipsum. Quisque pellentesque, urna sit amet gravida sollicitudin, eros mi con-
sectetuer mauris, malesuada eleifend augue nibh vitae justo. Donec volutpat dui id tortor. Ut mattis. Integer id lectus ut tortor adipiscing aliquam.
Nunc posuere massa sed urna ultrices volutpat. Class aptent taciti sociosqu ad litora torquent per conubia nostra, per inceptos hymenaeos.

Lorem ipsum dolor sit amet, consectetuer adipiscing elit. Aenean lacinia
nulla. Nunc vitae erat eu turpis rhoncus nonummy. Sed ligula pede, feu-  sit
giat in, fringilla non, viverra non, orci. Praesent pede. Curabitur metus.
Etiam tincidunt, odio sed venenatis ornare, dui purus dignissim tortor,
a vulputate purus felis at neque. Ut libero. Phasellus egestas dolor eu
ipsum. Quisque pellentesque, urna sit amet gravida sollicicudin, eros mi
consectetuer mauris, malesuada eleifend augue nibh vitae justo. Donec
volutpat dui id tortor. Ut mattis. Integer id lectus ut tortor adipiscing
aliquam. Nunc posuere massa sed urna ultrices volutpat. Class aptent
taciti sociosqu ad litora torquent per conubia nostra, per inceptos

hymenaeos.

LEGIBLE LEADING

Lorem ipsum dolor sit amet. con-

sectetuer adipiscing  elit.  Aenean
lacinia nulla. Nunc vitae erat eu turpis
rhoncus nonummy. Sed ligula pede.
feugiat in, fringilla non, viverra non.
orci. Praesent pede. Curabitur metus.
Etiam tincidunt, odio sed venenatis
ornare, dui purus dignissim tortor, a
vulputate purus felis at neque. Ut
libero. Phasellus egestas dolor eu
ipsum. Quisque pellentesque, urna sit
amet gravida sollicitudin, eros mi con-
sectetuer mauris, malesuada eleifend
augue nibh vitac justo. Donec volutpat
dui id tortor. Ut mattis. Integer id lec-
tus ut tortor adipiscing aliquam. Nunc
posuere massa sed urna ultrices volut-
pat. Class aptent taciti sociosqu ad lito-
ra torquent per conubia nostra, per

inceptos hymenaeos.

Lorem ipsum dolor
amet,  con-
sectetuer adipiscing
elit. Aenean lacinia
nulla. Nunc vitae erat
eu turpis rhoncus
nonummy. Sed ligula
pede, feugiat in,
fringilla non, viverra
Praesent

non, oOrci.

ped bitur met.

Lorem ipsum dolor sit amet, con-
sectetuer elit.  Aenean
lacinia nulla. Nunc vitae erat eu turpis
rhoncus nonummy. Sed ligula pede.
feugiat in, fringilla non, viverra non,
orci. Praesent pede. Curabitur metus.
Etiam tincidunt, odio venenatis
ornare, dui purus dignissim tortor, a

adipiscing

sed

vulputate  purus felis at neque. Ut
libero. Phasellus egestas dolor eu
ipsum. Quisque pellentesque, urna sit
amet gravida sollicitudin, eros mi con-
sectetuer mauris, malesuada eleifend
augue nibh vitae justo. Donec volutpat
dui id tortor. Ut mattis. Integer id lec-
tus ut tortor adipiscing aliquam. Nunc
posuere massa sed urna ultrices volut-
pat. Class aptent taciti sociosqu ad lito-
ra torquent per conubia nostra. per

inceptos hymenaeos

-~ v

2 Lines of type that v
are too long make
reading difficult as
the viewer can lose
his or her place. Lines
that are too short
can mean the rapid
movement of the

eye across the text

to digest the
information can be
very tiring. It is best
to aim for 8~10 words
per line.

Leading must be
carefully considered
when setting copy.
Too little leading and
the ascenders and
descenders of the
letterforms can touch,
making it difficult to
distinguish the word
shapes. Too much
leading can mean the
eye loses its place on
the return sweep
between lines.

Lorem ipsum dolor sit amet. con-
sectetuer adipiscing elit. Aenean lacinia
nulla. Nunc vitae erat eu turpis rhoncus
nonummy. Sed ligula pede, feugiat in,
fringilla non, viverra non, orci. Praesent
pede. Curabitur metus. Etiam tincidunt,
odio sed venenatis ornare, dui purus
dignissim tortor, a vulputate purus felis
at neque. Ut libero. Phasellus egestas
dolor eu ipsum. Quisque pellentesque,
urna sit amet gravida sollicitudin, cros
mi consectetuer mauris, malesuada
eleifend augue nibh vitae justo. Donec
volutpat dui id tortor. Ut mattis. Integer
id lectus ut tortor adipiscing aliquam.
Nunc posuere massa sed urna ultrices
volutpat. Class aptent taciti sociosqu ad
litora torquent per conubia nostra. per
inceptos hymenaeos.
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text in columns and paragraphs
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RANGED RIGHT

Lorem aipsum dolor st amet,

nsectetuer adipisang el Aencan

Nune vitae et cu turpis
honcus nonumimy. Sed ligula pede,
tringilla non, viverra non,
riesent pede Curabitur metas

Fiam tunadunt, odio sed venenatis

purnus dignissim tonor,

tate puarus Iehs ot neqgue U
lmere. Phiasellus egestas dolor eu
Ouisgue pellentesdue, arma sit
pravida solliciuding, ¢ros nu
CletueT mauns, nmlesundn
demd augue mblh vitae Justo
dutpat chun ad wonor T

gor id lectus ut tonon

i Ijuam. Nunc posudere

i ulinces volutpat
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are used For best results, a long-short-long
rag shape aids legibility. This can be
achieved by using line breaks within the
text (type Shift-Return) to shuffle the
text around without creating unwanted
paragraph breaks.

It 1s best to indicate any paragraphs
clearly but take care not to upset the visual
consistency of the copy Indenting is the
most common way to do this, along with
adding space between paragraphs within a
piece of text. The rule is to indent the text
to the same measure as the point size; 12

point text requires an indent of 12 points.

JUSTIFIED
Lorem ipsum  dolor sit amet,  con-
sectetuer  adipiscing  clit. Aencan

Facinia nulli. Nunce vitae erat cu trpis
rhoncus nonummy. Sed ligula pede,
tcugian . bringilla non, viverrsr non,

orcr Pracsent pede. Curabitur metus.

Fnam uncidunt, odio sed  venenatis

ormare. dur purus dignissim tortor, 4

vulputate  purus felis ar neque. U

libero  Phasellus  egestas  dolor cu

ipsum. Quisque pellentesque, urma st
amet gravida sollicitudim, cros mi con-
sectetucr muans, malesuada elellend
augue mbh vitae justo. Donec volurpat
dan ad tortor, Ut matns, Integer ad e
tus at tortor adipiscing aliquam. Nung
posuere nrassa sed ura ultrices volu
pat Class aptent tacit socosgu ad hito
ra tofguent conulna nostra

[ pet

mceptos hymenacos

Try to achieve text without widows or
orphans as they create inconsistent text
blocks and interfere with the flow of read-
ing. They produce pages that look ugly and
il-considered. By definition, a widow is a
very short hine at the end or beginning of a
paragraph;an orphan is a single syllable on
one line at the end of a paragraph. The best
ways to avoid both 1s to either shuffle the
text around by looking at line endings and
adding hine breaks, or to subtly change the
tracking across the text by a minute
amount. This will rectify the problem with-
out affecting the appearance of the text.

RANGED LEFT

Lorem ipsum dolor sit aimet,
conscctetuer adipiscing elit. Aeneian
Licinia nulla, Nunc vitae erat eu wrpis
rhoncus nonummy. Sed ligula pede,
feugiat in, fringilla non, viverra non,
orci. Pracsent pede. Curabitur inetus,
Etiam tncidunt, odio sed venenatis
ormare, dui purus dignissim tortor, @
vulputate purus lelis at neque. U
libero. Phasellus egestas dolor eu
ipsuin. Quisque pellentesque, urna sit
amet gravida sollicitudin, ¢ros mi |

CONSCCLCTUCT NEIUNS, nulesuada

cleifend augue nibh vitae justo.
bonee volutpat dui id tortor. Uh
nattis. Integer id lectus ut tortor

adipiscmg aliquam. Nunc posuere

massa sed arna altrices volutpat.
Class aptent taciti socioscu ad litora
torquent per conubia nostra, per

meeptos hymenacos.



LINE ENDINGS

Lorem ipsum dolor sit amet, consectetuer adipiscing elit,
Aencan lacinia nulla. Nunc vitae erat eu turpis rhoncus
nonummy. Sed ligula pede, feugiat in. fringilla non,
viverra non, orci. Praesent pede. Curabitur metus.

Etiam tincidunt, odio sed venenatis ornare, dui purus
dignissim tortor, a vulputate purus felis at neque.
Phasellus egestas dolor eu ipsum. Quisque pellentesque,
urna sit amet gravida sollicitudin, eros mi consectetuer
mauris, malesuada eleifend augue nibh

vitacjusto. Donec volutpat dui id tortor. Ut mattis.
Integer id lectus ut tortor adipiscing aliquam. Nunc
posuere massa sed urna ultrices volutpat. Class aptent

taciti sociosqu ad litora torquent per conubia nostra, per

inceptos hymenaeos.

4 There are three
different ways to
justify text. The most
common is ranged
left, ragged right,
which provides legible
text. Another way
favored by many
designers is justified
text, where the type
lines up along both
left and right edges.
This is often used in
newspaper design but
can cause problems
by creating big gaps
(called “rivers”)
between words, which
can be distracting to
the reader. The third
option is that of
ranged right, where
type lines up on the
right edge only.

2 Default software
settings may create
awkward shapes
through inconsistent
line endings within
columns of text
(above left). To rectify
this, use line breaks
to shuffle the text
around. This will
result in consistent
short-long-short

line endings, which
aids readability
(above right).

M Avoid single words
at the end of
paragraphs: they look
ugly. In the left-hand
column, there is no
clear indication where
paragraphs begin and
end. The type in the
right-hand column
features an indent
equal to that of the
point size of the text.

principles of good practice

Lorem ipsum dolor sit amet, consectetuer adipiscing elit.
Aencean lacinia nulla. Nunc vitae crat eu turpis rhoncus
nonummy. Sed ligula pede, feugiat in, fringilla non,
viverra non, orci. Pracsent pede. Curabitur metus. Etiam
tincidunt, odio sed venenatis ornare, dui purus dignissim
tortor, a vulputate purus felis at neque. Phasellus egestas
dolor eu ipsum. Quisque pellentesque, urna sit amet

gravida sollicitudin, eros mi conscectetuer mauris,

malesuada eleifend augue nibh vitae justo. Donec volutpat

dui id tortor. Ut mattis. Integer id lectus ut tortor
adipiscing aliquam. Nunc posuere massa sed urna ultrices
volutpat. Class aptent taciti sociosqu ad litora torquent per

conubia nostra, per inceptos hymenaeos.

PARAGRAPH INDENTS AND WIDOWS

Lorem ipsum dolor sit amet,
consectetuer adipiscing elit. Aenean
lacinia nulla. Nunc vitae cerat cu turpis
rhoncus nonummy. Sed ligula pede,
feugiat in, fringilla non, viverra non,
orci. Praesent pede. Curabitur metus.
Etiam tincidunt, odio sed venenatis
ornare, dui purus dignissim tortor, a
vulputate purus felis at neque.

Ut libero. Phasellus egestas dolor eu
ipsum. Quisque pellentesque, urna sit
amet gravida sollicitudin, eros mi
consectetuer mauris, malesuada
eleifend augue nibh vitae justo.
Donec volutpat dui id tortor. Ut
mattis. Integer id lectus ut tortor
adipiscing aliquam. Nunc posuere
massa sed urna ultrices volutpat.
Class aptent taciti sociosqu ad litora
torquent per conubia nostra, per

i'l'."‘] HOS

Lorem ipsum dolor sit amet,
consectetuer adipiscing elit. Aenean
lacinia nuila. Nunc vitae erat eu
turpis rhoncus nonummy. Sed ligula
pede, feugiat in, fringilla non. viverra
non, orci. Pracsent pede. Curabitur
metus. Etiam tincidunt, odio sed
venenatis ornare, dui purus dignissim
tortor, a vulputate purus felis at neque.
Ut libero. Phasellus egestas dolor
eu ipsum. Quisque pellentesque, urna
sit amet gravida sollicitudin, eros mi
consectetuer mauris, malesuada
cleifend augue nibh vitae justo.
Donec volutpat dui id tortor. Ut
mattis. Integer id lectus ut tortor
adipiscing aliquam. Nunc posuere
massa sed urna ultrices volutpat.
Class aptent taciti sociosqu ad
litora torquent per conubia nostra,

per inceptos.
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common mistakes

Good typography is one of the essential elements in any piece of graphic design. Being able

to use it well will aid any design and communicate the message more clearly.

oters, howevey, these mis-

takes can De rectified to produce more

(3
(47

alty pleasing results. The following
eci €S at these common mistakes
# they can be corrected The
¥s at often-used punctuation

dmerals

apostrophe and quotation marks
Whisuse af primes and apostrophes is com-
n amang pecple who set type. Primes
3r¢ a lefiover from the days of the type-
willer anc are now used to denote feet and
ocated on the keyboard to

cV aie

[y" s ',0 ferp emicolon Arazcstyrjphe 1S

SMART QUOTES

used to indicate a missing letter or a word
that i1s possessive. The proper apostrophe,
also known as the typographer's apostro-
phe.1s hidden on the keyboard and can be
accessed by typing Shift-Alt-] on the
Alt-0146 on the PC
Quotation marks, also known as smart

Macintosh or

quotes, are also hidden on the keyboard
and can be located by typing Shift-Alt-{ on
the Macintosh or Alt 147/148 on the PC. It is
possible to automate this procedure by set-
ting the preferences of the layout applica-
tion, such as QuarkXpress, to use smart
quotes, or typographer’s quotes for InDesign

numerals

In the majority of fonts the numerals are
the same height as the capital letters
These are called lining figures. This is fine

“Suspendisse at enim’

W Looitophes and Smart Quotes to
automate this
functlon and avoid
iskng primes

Pe— o

J0S ey gre
s Bt M

AR Ln e ’
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PRIMES
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when setting using all caps or within dis-
play text. Using them in conjunction with
lowercase text can cause problems since
they tend to overpower the surrounding
copy. For use with lowercase characters it is
best to use old-style figures, which have
numerals that conform to an x-height with
tails protruding as ascenders or descen-
ders. These retain the consistency of the
text. On the other hand, it is usually best
not to use old-style figures with caps or dis-
play copy.

The basic character set of most modern
digital faces offers only lining figures. If
your typesetting involves working with a
large amount of figures, it is probably more.
effective to choose a font with an expert
set—an extra font matching the design of
the original with added features. These

"Ante sagrtti's magnal”

44 Primes are used
with numerals (for
example, feet and
inches) The two

examples show how
to write two feet, six
inches and 30

minutes, 15 seconds.



features might include old-style figures,
ligatures, ornaments, fractions, and some-
times even swashes.

hyphens, ens, and ems

Use a hyphen (-) to connect compound
words or to divide words broken by line
endings. The en dash () is used (with no
space either side) in number ranges, such
as dates. The em dash (—) is used (with no
space either side) to denote a separate idea
within a sentence or an abrupt change in
thought. Depending on linguistic varia-
tions, en dashes can also be used in this
way, with a space either side.

Again, depending on language, both ens
ems can sometimes be used instead of
parentheses. In this instance, ens appear
with a space either side and are better
suited typographically to sans serif type.
Em dashes are used without space on
either side and are typographically better
suited to serif typefaces.

HYPHENS

NUMERALS

2 Asyoucan see
above, there is quite
a big difference
between lining and
old style numerals.
The ascending and
descending tails
provide more rhythm
within text if using a
lot of numbers.

» The en dash is
normally used without
space on either side
within dates, page
numbers, and other
numerical ranges.

common mistakes

ENS IN NUMBER RANGES

1920-1931
pp. 2627

44 The function of

Lorem ipsum dolor sit amet adip-iscing thehyphen s o

ENS IN A SANS SERIF TYPEFACE

Lorem ipsum dolor — sit amet adipiscing
Lorem ipsum — dolor sit — amet adipiscing

EMS IN A SERIF TYPEFACE

connect compound
words or to divide
words separated by
line endings. Ens and
ems have varying
uses (above and left)
Typographically, ens
are suited to sans
serif faces, ems to
serif ones.

Lorem ipsum dolor—sit amet adipiscing
Lorem ipsum—dolor sit—amet adipiscing
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drop capitals (“caps”)

Do caps are traditionally placed at the
neginming of a chapter if left with default

¥ou may see a large gap between

the caphal letter and the following word

(@]
%
D
=
[oV]

SE
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o the spacing

DROP CAPITALS

¥ Toset adrop cap » On the near right,
you can see the drop
cap default setting,
where there is a lot

of space between the
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B common mistakes continued

between the cap and the rest of the para-
graph to make sure it integrates with the
text well. For best results, kern the cap and
following text carefully and align it with
the top of the body copy. The standard for-
mat 1s to place the cap a set number of
lines within the copy. This can be easily con-
trolled within the formats dialog box in
QuarkXpress and InDesign.

hyphenation

Hyphens are used In compound words.
When hyphenation is left on the default
setting, words are hyphenated at the end

uspendisse at enim. In matus, arca
at lacinia convallis, massa justo
laorcet tellus, non conscetetner
purus vehit et lelis. Quisque pellentesque.
Nune gravida tuncidunt nisi. Vestibulum
quis enim. Fusce nulla ante, mistique eu,
valputate eget, semper sed, mi. In tempor
diam vel sem. Naecenas aliquer, wellus cu
scelensque pellentesque, arcu ante sagitts
magna, in posucre ipsuin risus Sit amet
rm. Nunc ullamcorper, nrna vel venenatis
pharetra. lorem risus tempus arcu, at
loborts el negue vel lectus, Quisque
cim justo, uncidunt sit amet, portaet,
vilputate in. eros. Manns eget pede sed
()‘lli\qll('
ultricies, velit in bibendum porunor, pede

|]('(|IH' dlicton (')ll]ll]()(l().

massa feugrar Tehs, nec ahquram magna
apien il sapien. b hace habitasse platea
dictumst. Donec  seelerisque  sapien

Nulla
Suspendise hgula dolor, aliquer nee, tun-

nnperdien purns. Lacilise.

aduna id, pregwm a, justo. Nain eget
|LRLO Maorln
Norhn lectus,

molestie lecrns vel nibh.,

of lines. It is preferable to do what you can
to avoid this, as it breaks up the natural
flow of the text and can be sufficiently dis-
tracting as to slow reading.

By setting the Hyphenation and

Justification (H & J) preferences it is possi-
ble to adjust any unwanted hyphens.
Alternatively, place manual line breaks in
the text to avoid unsightly hyphenation, or
edit and rewrite it to eliminate too many

hyphenated line breaks. Unavoidable

hyphenated line breaks should have at
least two letters before the break and at
least three at the beginning of the next

uspendisse at enim. In mattis, arcu
at lacinia convalhs, massa justo
laoreet tellus, non  consectetuer
purus velic et Tehis. Quisque pellentesque.
Nune gravida tneidunt nisi. Vestbulum
quis enime. Fusce nullacante, tistique cu,
villputate eget, semper sed, nu. In tempor
diam vel sem. Nlaecenas aliquet, tellus cu
scelevisque pellentesque, arciante sagitts
Mg, i posuere ipsum risus sit et
i Nune nllameorper, urna vel venenatis
pharetra, lorem risns tempus arcu, at
loborts elit neque vel lectus. Quisque
cnim justo, tncidunt sit amet, porta et,
vulputate ing evos. NMauris eget pede sed
neque  anctor connnodo.  Quisque
uliricies, velit in bibendum porttitor, pede
massa leugiar fehs, nee aliquam magna
sapien id sapien. In hac habitasse platea
Donee  scelerisque  sapien

Nulla

Suspendisse lignla dolor, aliquet nee, tin-

dictimst,
imperdie s, facilisi,
cidum id, prevgum ag nsto, Nam' eget
justo. Norbi molestie lectus vel mbh.

Norbi lectus.,



line. Avoid more than two hyphens in a row,
and avoid hyphenated word-breaks at the
foot of a column of text and at the bottom
of a page.

hanging punctuation

Punctuation placed inside a text block
can create ugly gaps in the copy. Hanging
punctuation is the process of placing any
beginning or ending punctuation (particu-
larly quotation marks) in the margin in
flush left and justified text. This produces
more pleasing visual consistency within
the text, as there are no unusual gaps to
break up the flow of the copy.

HYPHENATION

In pulvinar, odio ac vulputate pharetra
sapien arcu tempus nisl, vitae rutrum
enim nunc ut lectus. Vivamus tellus.
Aenean posuedre placesrat quam ura-
bitas dedur sagittisimus orcsssin mettau-
ris.Vivasmus sapien sodales dictum purus-
nteger ac risus. Maecenas porta mi non
sem. Nullam tincidunt elit laoreet vitae
augue. Fusce nulla sapien, faucibus non,
congue in sceler laoreet isque laoreet
pede. Quisque vehicula euismod ante.

2 The default setting

FreeHand and
InDesign has preferences to set this func-

tion. QuarkXpress, however, requires that

Software such as

you set it manually, either by placing a non-
breaking space before the quote and
adding negative tracking between it and
the text, or using the formatting dialog box
to add a negative indent to the specified
amount of the punctuation size.

rivers

“Rivers” are the negative spaces caused
when using justified text. The justification
process alters the space between words in
order to force the text to fit the measure.

In pulvinar, odio ac vulputate pharetra
sapien arcu tempus nisl, vitae rutrum enim
nunc ut lectus. Vivamus tellus. Aenean
posuedre placesrat quam urabitas dedur
sagittisimus orcsssin mettauris. Vivasmus
sapien sodales dictum purusnteger ac
risus. Maecenas porta mi non sem. Nullam
tincidunt elit laoreet vitae augue. Fusce
nulla sapien, faucibus non, congue in sceler
laoreet isque laoreet pede. Quisque vehic-
ula euismod ante.

Edit Hypheng;ipn_& Justiﬁcat{gn_A

for hyphenation pays

e oniioh [ Name:. ~Justification Method ——————
nho attention to how | (New H8,J : Min.  Opt.  Max.
the text looks on the i e Space:  85%  110% 250%
page. When using | ™ Auto Hyphenation BN —
Justified type the A, G Char: 0% 0% 4%
amount of hyphens | Flush Zone: O mm
within a given block {  Minimum Before. 2
of ' -

] text c?an be very [ Minimum After: 2
distracting. Adjust the ‘ e .
hyphenation to rectify t T Break Capitalised Words ¥ Single Word Justify
this problem or add 3 B
line breaks within the | Hyphens in a Row: unlimited ITI
copy to shuffle the ; , ok )
tef‘g/a round ’ Hyphenation Zone: 0 mm (_cancel

common mistakes

The inconsistent word spacing creates the
appearance of a river of white space run-
ning down through the text. This can be
distracting for the reader. Rivers are more
common when type is set across a narrow
measure or column width. To combat this,
you could set your text flush left and
ragged right so that word spacing is consis-
tent, or if you really have to justify the text
try setting it across a wider measure.

The general rule of thumb is that the
length of the line in picas should be about
twice the point size. So, for example, if your
type size is 8 points, then your measure
should equal around 16 picas.

RIVERS

Lorem ipsum dolor sit  Lorem ipsum dolor sit

amet, consectetuer amet, consectetuer

adipiscing elit. Aenean  adipiscing elit.

lacinia nulla. Nunc  Aenean lacinia nulla.
vitae erat eu turpis  Nunc vitae erat cu
rhoncus  nonummy.  turpis rhoncus

Sed  ligula  pede, nonummy. Sed ligula
feugiat in, fringilla  pede, feugiat in,

non, viverra non, orci.  fringilla non, viverra

Praesent pede. non, orci. Praesent
Curabitur metus.  pede. Curabitur
Etiam tincidunt, odio  metus. Etiam

sed venenatis ornare,
dui purus  dignissim
tortor, a vulputate

purus felis at neque.

X Rivers can be very

noticeable when
using justified text
and small column
measures (left). They
create unsight y areas
of white space within

tincidunt. odio sed
venenatis ornare, dui
purus dignissim
tortor, a vulputate

purus felis at neque.

the text block, which
can distract the eye.
Increase the measure
of the column or use
range left, ragged
right text (right) to
avoid this problem.
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the position of type on the page

n

he page is as important as the selection and treatment of the

sage to be communicated clearly, all elements must work in unison.

tes pace,and the arrangement of the typogra

pl thin that space. The way in which
the text is presented is also a factor in read-
bitity, for example, whether typography is
hara ewed on screen, page, or within a dedicated

ibition space with ambient lighting

rms and a Legibihity has sparked a huge debate in

nd tog recent years Sonie ult"~|3{lll‘l'- argue that

how clear legibility is a conditioned factor and that

( text. Thert ve read best what we have become accus-

th uch  tomed to; such designers cite using Black

nt ¢ r, the use of etter as an example of how letterforms

¥ Inanother spread principles of
from the same project,  typography. For
the copy 1s noticeably this reason, the

more ordered On thi typography has to be
double-page spread casier to access and
the text refers to the read to back up the
lefinition and subject matter.
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have changed over time without any loss of
quality in communication. This is true, but
technology means we are now exposed to
many differing types of lettering. This has
and will continue to affect each generation
and no doubt leaves its mark on the designs
created, along with the subsequent ideas
on what constitutes a legible typeface.

type for continuous text

The use of typography is essential to any
good graphic design. It is the building block
from which all the other elements hang.
Get it wrong and the design will be flawed.
Manuscript typography is very different
from that of text type in a magazine or

¥ Here the text and
grid structure are
used to maximum
effect to illustrate the
relationship between

insanity and genius.
The treatment of the
type automatically
sets up the tone of
the piece.

the position of type on the page

newspaper. The typographic design of con-
tinuous text requires attention to detail of
a more precise nature. Nothing should
interfere with the flow of information from
author to reader and the typography
should be transparent in that it should
impart only the written information and
not in some way add to the meaning
through its treatment. Although newspa-
pers on the whole are dealing with large
amounts of typographic information, the
information is broken down into different-
sized chunks. Each chunk is separate in its
own right. These pieces of information
must attract attention to themselves with
bold headlines or subheadings and are laid

pﬁ‘bq)'f!'ﬁ, TON

:9¢

out within a distinct typographic grid to
maximize the space. Magazines, on the
other hand, strive to attract attention to
the story or text. In addition, the typogra
phy is designed with the content of the
information in mind: sometimes the design
is given meaning through the expressive
nature of the typographic elements

It is for these reasons that the choice
and treatment of the typography for these
functions has to be different. Text type for
books should be invisible in that it should
not draw attention to itself. In a magazine,
the article may be more experimental in its
use of textual information to transfer the
message or idea.

2 Inadouble-page
spread from a
promotional brochure
for a university, the
image plays a large
role. The copy has

to be easy to read CI—
without any loss of
information. For this W s GrEssD
reason, there is a || S 30
" }  THE TYPOGRAPHIC GRID
clear hierarchy and T o
itioning for th ® VISUAL HIERARCHY 46
posltlon[ng or.ne é CONSTRUCTING A GRID
reader to follov.. IN QUARKXPRESS 48
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m the typographic grid

A typographic grid adds structure to the resulting design and allows the designer the

flexibility to put together professional, well-ordered pages with ease.

page They are about the organization of

‘ page esky 3
0 | e T helds ieEct

in space and nvolve decisions

! Hiceas fore gl ibaut proportion and scale
f fhext The g m the graphic desipgn equivalent
agratn. A gt ta bullding's foundations It a§ a starting
Lowithin which 4 point fram which everything else s built, it
er e generally 4 teres of vertical and horizon

tal lifeq in wohuch the vertical hnes ielate to

column widths, while the horizontal lines
are determined by the space that a line of
type occupies.

Designers use giid structures because
they are practical, especially when produc-
ing multi-page documents such as books,
magazines, and newspapers. They make
the production process quicker and build in
a visual consistency, bringing order to a
page and imposing structured thinking on
the design process.

There are four basic elements involved in
a gnd stiucture.

margins

A margin 1s the space around the grid
structure that governs how close the text is
placed to the edge of the page. If the grid
uses small columns, one or more can be left
blank to give a consistently large left or right
maigin, alternatively, large margins can be
part of the gnd structure. Extremes of all
kinds make the page more visually dramatic.

the column and the field
Honizontally, the page is split into margins
and columns. Vertically, the page is split
into a baseline grnd with top and bottom
margins tn addition, the page can be divided
into larger vertical units to form fields.
These fields can be used to line up ele-
ments on the page such as photographs
and illustrations with columns of text or
headlines Text can run across columns to
create stimulating and dynamic pages.



the typographic grid

2 For magazines,
newspapers, and
other documents, it
may be necessary to
have several columns
for the text to follow.
This four-column grid
serves many design
purposes well, but can

2/en numbers of

columns often do not
provide a designer
with enough
flexibility. An odd
number of columns
offers the opportunity
to leave a column
blank to give a page a

prove inflexible. more dramatic look.

the baseline grid

The baseline grid is a series of horizontal
lines running across the page. Each line
represents a possible baseline of a line of
type. The baseline of type is the line on
which the bottoms of capital and lower-
case letters sit. Two factors determine the
space between baselines: the size of the
type and leading.

In order to develop a system that gives
maximum flexibility, the unit of the base-
line grid is usually smaller than the mea-
surement from baseline to baseline of the
text type size. Normally, the unit is divided
into three to give the designer a degree of
flexibility when setting text for such ele-
ments as captions. Most layout application
software allows you to specify the incre-
ments for the baseline grid within the pref-
erences and to snap text to the grid. Text
which alt conforms to a baseline grid is
more esthetically pleasing and ordered.

;%nother way to

achieve more drama
within the design is
to have margins that
are not evenly
measured. Here, the
left and bottom
margins are greater
than those on the
right and at the top.

QuarkXPress File £dit o

/
A Eﬁe more columns

you have across the
document, the more
flexibility you have
within the design. You
can take text across
two or more columns,
while allowing
captions to occupy

‘5 aid the design,

many designers use
fields along with
columns to align
elements on the page.
Fields” horizontal lines
create rectangular
spaces into which
text or images can

only one column.

ren Page ayoul View Uthiies Window ©  Help
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S1 meliora dies, ut vina, poe-
mata reddit, scire velim,
chartis pretium quotus arro-

S kOCRALLRPORN A N, ORBTAR MmO W —

F ¥ 3G Teisis ﬁ
., | {.Here the baseline

grid is a series of
horizontal lines, which
represent the baseline
of a line of type. In
page layout software,
you can control the
intervals of these
lines by setting the
measurement in
points. It is also
possible to make the
text on the page snap
to the baseline grid

to make sure it all
aligns perfectly.

Si meliora dies, ut

get annus. scriptor abhine
annos centum qui decidit,
inter perfectos veteresque
referri debet an inter vilis

atque novos? Excludat iurgia

finis, “Est vctus atque

probus, centum qui perficit

annos.

vina, poemara reddir,
scire velim, chartis
prefium quOTHS Arro-
gET annus, Criptor
abhin¢ annos centum
ui decidir, inter per-
£CTOs veteresque
refern deberan inter
vilis atque novos?
Excludar iurgia finis,
“Est vetus atque
probus, centum qui
perficit annos.”

42‘ Here, the baseline

grid is set to 8pt. On it
are placed 8pt,16pt,
and 24pt text, set
solid. Notice how even
though they are all
different sizes, they all

conform to the
baseline grid. it is
always best to set the
measurements of the
grid based on the
point sizes of text you
will be using.
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m visual hierarchy

mportant in every design, visual hierarchy is a way for the reader to navigate around the

nformation presented in a logical and linear order.

1 i ! ErarEm,. most 1NTor

& lesigner uses a E;Y‘J
{ t xnow where to

A ,'. r
hierarchy

¥ 5 L 3l grrangement o ele
B { ram most to least
gner must consider this
SIAMThy WhEn designing any piece that
s wiith Lypogran nfvprmation. The
C f gray on the page Any

make elements

come forward into the foreground You can
use hghter or bolder text, smaller or larger
point sizes. and reverse text out on a colored
background, with graphic elements such as
underlining and arrows to achieve this visual
direction. All these lead the reader’s eye
around the page In a particular order

symmetry vs. asymmetry

The gnd grew out of a logical approach to
egibility Since we read from left to right,
each word should be separated by an equal
word space, and this automatically pro-
fuces asymmetrical ranged-left, ragged

& packground or appear to  nght typesetting
28t Ow
LI R I
Aney Bmem
=l

B s e —— pua— - bdn

B e S S g P

19 wpr gt my

Andy Ellison

8 meliors @ies, ut vine, pesmats reddin

The most visually stimulating designs
tend to be those that employ asymmetry
as a design criterion. Asymmetry lends
itself to greater exploration of the visual
potential of layout. The freedom to use
space and scale dramatically has produced
great beauty and dynamic tension in the
work of designers, such as Jan Tschichold.
His designs still look as fresh and modern
today as when he designed them in the
early part of the last century. Asymmetry
can be achieved in the number of columns
used within a layout—three or five, for
example—and in their positioning on the
page with larger left- or right-hand margins.

ACn this centered
layout there is a clear
hierarchy but the
design does lack some
visual dynamism.

j This example of

an exhibition program
was inspired by a Jan
Tschichold design The
asymmetncal design,
used in conjunction
with small

typography and
graphic elements
such as colored
shapes and rules,
provides a dynamic
and esthetically
pleasing prece.
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M_0One of the easiest
and most effective
ways to draw
attention to a piece of
text is to make it
bigger and bolder. In
this example, the
name and title copy
have been given this
treatment and so
stand out above the
rest of the copy.

é ;? this example,

the name is the
biggest element on
the page but since

it is set in a light
version of the
typeface, it is not
the most prominent
component. The bold
text underneath
generates a darker
tone on the page: it
draws the eye in first
and so plays a more
dominant role.

». i)other way to

create dominance on
the page is to use
visual devices such as
colored boxes with
the text reversed out
of them. In this
example you can see
that the title text has
been enlarged
considerably but the
name still commands
attention because of
the prominence of
the black box.
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a1 In this example,
the tint of the
typography has been
used to make large
text appear less
prominent. Although
the name is much

bigger than the
other elements, the
choice of a paler tint
means it does not
“shout” off the
page, creating

visual harmony.

S~

4¢_Subtle use of
typography can
produce some very
interesting results.
Here, size and weight
have been used with
restraint. Attention is
drawn using bold type
at small sizes to
maximum effect.

PRINCIPLES OF GOOD
PRACTICE 30

THE POSITION OF TYPE ON
THE PAGE

THE TYPOGRAPHIC GRID 44

CONSTRUCTING A GRID IN
QUARKXPRESS
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constructing a grid in QuarkXpress

A gnd 1s relatively simple to construct in any page layout application. The introduction of

master pages enables the user to design a variety of grid structures.

- " 1% W iHe. Any ftem
/\/\ (TEISlEs page appears on
! i L bt 1e masterils
VoL T3 imie I51er pdges
i I your joC
1 f ) range gnd
- aug 1 the tile

producing a grid in QuarkXpress

master page. locate the

Jjt palette At the top of the
r r
1]

11 niagan A-Master Adcon Double click
T o d )y the master page within
. v 13 1§ nowe possible to modify the
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number of columns and the margin guides.
Select Master Guides from the Page menu.
The dialog box shows the margin measure-
ments—top, bottom, left, and nght—along
with the column guides and the gutter
width Key in the values you require and click
OK These values will now be applied to
every page created with the master page. To
create new master pages, select the blank
page icon at the top of the palette and drag
it to the master page area. It is then possi-
ble to rename and modify this new page
QuarkXpress allows the user to place
margin and column guides on any page To

Q/hen creating a

multi-page document
1t may be necessary to
create several grid
structures for different
needs. Master pages
are very useful as any
elements you place on
them are duplicated
on every page you
create using it They
are located in the Page
Layout palette

o_ OP_aggl_.A.you(
d0sias
: ~— A

)

1 Page

O O Page Layout

mialiliol )

et “ D Duplicate A
. | o——

O0[e|@lel

A-Master A
Master B

create fields the user must pull down
guides on the master page from the rulers
and position them to the correct place.
The baseline grid will automatically be
set to default. To change the measure-
ments for the increments and also the posi-
tion on the page from which it begins,
locate the Measurements command within
the software Preferences. This will control
the start and also incremental measure-
ments in points. In the Formats palette in
the Style menu,you can lock any type to the
baseline grid. Any text created will auto-

matically snap to the baseline grid.

_ Layout View Wt

¢
Coa 10
M e

-
P
[

p
Display »
[ e Radd"” »

B-Iccl the master

page by clicking on t
and then select the
duplicate icon (the
middle symbol of two
overlapping pages).
You will see a new
master page appear
called B-Master B. You
can rename this by
chcking on the name
and typing over it

e Gl ]

Column Guides -

=

Imm

Columns

Cutter Width

Margin Cuides
Top _E;nl_
Botiom -30 mm

Inside —BOT-

Outuide _lg mm

‘A Io change the

number of columns
and add guides, select
Master Guides from
the Page menu. This
will bring up the
Master Guides dialog
box, where you can
change the number of
columns, the gutter
width between them,
and also set the
margin guides.



BASELINE GRID
m Utilities  Window ¢

Fit in Window ¥0

S0%

75%

Actual Size ®1

200%

Thumbnails OFfe
Hide Guides f7

Show Baseline Grid \'f7

¥ Snap to Guides 0F7
Hide Rulers R
Show Invisibles #1

Uida VHrreal tndirasmrs

J The baseline grid
in QuarkXpress will be
set to default. In order
to see the grid, use
the Show Baseline
Grid command in the
View menu.

© @ quarkxpress Fite Edn i i

QuarkXPress WFICEMN

About QuarkXPress™, ..

Preferences. . L3Ry

Services >
Hide QuarkXPress 3#H
Hlde Olhers X3¥#H
Quit QuarkXPress €Q

'

27To change the
settings for the
baseline grid, you
need to alter the
preferences. In the
QuarkXpress menu,
select Preferences.

Page Layout View Ullmes Window ©  Heip

¥-Ghoose the
Paragraph option in
the left-hand window.
In the right-hand pane,
set your start point—
normally the same

Pref

Ireficatlon teading
Display
R Auto Leads
Save
Undo
XTenstons tanager
avenue quark
File List
Default Path
Full Pes Preview
Browsers
Index
Jabberwocky —
POF ternats

Praceholders

Fracuon/Price
Project

AL Import
Pumt Layout

Ceneral

Heasuremants

Paragraph

Character

Tools

Trapping

Quark CMS

Layers

constructing a grid in QuarkXpress

measurement as your
chosen margin. Set
the increment amount
in points. This will
depend on your chosen
point size and font.

Paragraph Attributes

' Formats  Tabs

8]

Mode /™ Typesetting

Start 15 mm

erences

ng 208 & Maintain Leading

Word Processing

Baseline Crid

Increment 8 pt

Hyphenation

3 Method

a3l Engiish Expanded

Cancel

o)

Left Indent Omm

fFirst Line dmm
Rightindent 0 mm
Leading 11.5pt
Space Before O mm B
Space After, 0mm
Alignment _LE'(___._
H&)

Rules
= Drop Caps

Character Count

Line Count

_ Keep Lines Together
All Lines in §
Start End
. Keep with Next §
¥ Lock to Baselne Grid

Standard . }

( Cancel )

()

Apply

2 Once you have set

the measurements for
the grid it is possible to
make the text lock to it

so it cannot be out of

P =G Teetsn |

alignment. In the Style
menu, choose Formats.
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screen for you to add bars to place on your AT el : A AT
elements to. You can field guides or any 8 i
be sure you are adding  other guides you may
to the master page by require. These will then
the chain link icon

appear on every page.

In the dialog box, check
the Lock to Baseline
Grid command. All text
will then snap to the
guides without the
need for positioning
each line manually.

4.you can then begin
to add in elements
such as text boxes

on the guides you
have created.
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the complete guide to digital type

m {ype management

Fonts are a crucial part of any design. How to store them and manage them can be a

problem for many users. Too many fonts can clutter up the hard drive.
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Q-local disks

ﬂ Network
e !

3 Macintosh HD |

DISGO 2 |I

——
m Desktop
T ae6

A Applications

r Documents

#Gungseouche dfont
#HeadlineA dfont
2PCmyoungjo dfont
#Pilgiche dfont
AlBayan.tt!
| * AlBayanBold tf
AmencanTypewriter.dfont
* andy hand
andyh
Apple Chancery.dfont
Apple LiSung Light.dfont
Apple Symbols ttf
" AppleMyungjo.dfont

gis Arnial
- Movies
' Anal Black
é e T Arial Narrow

Arial Rounded Bold
l-"’ Pictures ArialHB ttf

ArialHBBold tt!

1 Attic
Ayuthaya ttf
Baghdad.ttf
Baskerville.dfont
BellGotBTBla
BellGotBTBol
BellCotBTRom

| BeliGothic Bik BT
BellGothic Rm/Bd BT

> BlauKal.dfont
BigCaslon.dlont
bits and preces
Brush Script
canice sansbold suit

! canice sanshight.suit

| canice sansreqular.suit
Chaikboard.ttf
CharcoalCY dfont
ChollaSansScreenfonts

Date Modified

13 Septemb 003,04 11
13 Septemb 003,04 11
13 Septemb 003, 0411
13 Septemb 003,04 11
1S Septemb 003,03 12
1S Septemb 003,03 12
18 Septemb 003, 01 06
19 August 2004, 1S SS
19 August 2004, 15 S4
18 Septemb 003, 01 06
13 Septemb 003,04 18
18 Septemb 003,01 06
13 Septemb 003, 04 11
19 October 2008, 12'43
19 October 2008, 12 43
19 October 2008, 12.43
19 October 2008, 12 43
1S Septemb 003,03 12
1S Septemb 003,03 12
27 April 1993, 21 02

15 Septemb 003,03 12
1S Septemb 003,03 12
18 Septemb 003,01 06
30 Novemb 1990, 17:47
9 November 1990, 23.16
26 Novemb 1990, 20 23
20 Novemb 1990, 17 S8
20 Novemb 1990, 17 S8
13 Septemb 003, 0418
18 Septemb 003, 01 06
1S Decemb 200S, 20 10
19 October 2006, 12 43
11 Decemb 200S, 17 49
11 Decemb 200S, 17 48
11 Decemb 200S, 17 49
18 Septemb. 003, 01 06
1S Septemb. 003,03 12
11 October 2004, 12 48

e ————— e —— i

297 nems, 32.49 CB available

or to temporanly add fonts as they see
fit These temporary fonts will then be
excluded on the next system start up
Since the operating system is nol read
ng all the fonts stored on the hard drive at
the sarme time, it frees up memory to be

ised elsewhere, keeping your computer

running at optimum speeds. It also means:
you can categornize your fonts and also pres
view them at any time without having to
load them each time If you are using lots of
fonts for different jobs it is advisable-—and
time effective—1to invest in some font

management software.



44 Without any type
management system,
the Fonts folder in the
System Folder, or in
the case of the Mac,
the Library, is full of
fent files. These files
do not allow you to
see what the fonts
look like or categorize
them. Too many fonts
in the System Folder
will slow down

your computer.
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all fonts
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Name

astigmatic fonts
bitmapped faces
bitstream typefaces
coputer arts fonts
decorative
dingbats

distressed fonts
fonts folder

fonts from system folder
foreign

graphics course fonts
handwritten
historical fonts

kris font

letraset

my fonts
ORNAMENTS

other

Retro fonts

sans sents

scripts

serifs

stencil

techno fonts

vicki's fonts

welrd

ABCDEFGHIJ KLMNOPQRST. 'y

abcdefghijkimnopqrstuvwxyz
1234567890!@#%% ™ &*()

Q-

Date Modified

14 Decemb 2004, 20 48
S December 2005, 1117
Today, 15 23

22 August 2004, 16 41
13 March 2008, 23 .27
13 March 2005, 23.00
Today, 15 23

Today, 15 24

29 Septemb...003, 16 53
13 March 200S, 22 51
25 june 2008, 01 36

13 March 2005, 23.26
13 March 2008, 22 55
13 March 2008, 22 35
20 Apnil 200S. 13 S0

11 Decemb 200S, 18 3S
20 Aprit 200S. 13 59
Today. 15:25

20 july 20058, 17:15

10 May 2005, 14.34

7 December 2005, 15.31
13 March 2005, 23 25
13 March 2008, 23 25
13 March 2005, 23.17
Yesterday, 23 18

Today, 15 24

49 GB available

® NewsGothicBT-Bolditalic

ABCDEFGHIJKLMNOPQRSTU...
abcdefghijkimnopqrstuvwxyz

1234567890! @#$%

ABCDEF GH/JKLMNOPQRS Tu...

abcdefgh//k/mnopqrstuvwxyz
1234567890!@#%$% "

8 NewsGothicBT-Roman

" &*()

<€ This is a shot from
Extensis Suitcase
Fusion. In this
window, you can see
the font chosen and
also any other
variations within the
font family, providing
a quick and easy way
of viewing the font,
along with a means of
storing it until needed
by the system.

type management

44 Here, the files are
sorted by category on
the hard drive but it is
still difficult to know
what they look like
and to be able to use
them effectively.



type management continued

he flrst font management software we will

be Ipoking at 18 Extensis Suitcase Fusion. It is
urrently a new system on the market and is
Mac and the PC.

e software provides the user with a

available for both th
font management system that reads fonts

ocated on the hard drive and loads them
Nt the system software as and when
needed To gain the full benefit of the soft-

ware It Is best to move all fonts other than
system fonts to a separate folder. To allow
the program to access these fonts simply
open the software and drag and drop the
dividual fonts or folders into the fonts
pane on the lower left of the interface.
The font set window, on the top left of

the interface, allows you to organize your

4

:‘ Extensis Suitcase
Fusion is one of

the newest font
management
systems available.

fonts by whatever criteria you specify. You
can activate or deactivate these fonts as you
need them.

The preview window allows you to com-
pare fonts to each other visually before you
activate them. The top toolbar contains
icons for the most commonly used com-
mands, such as creating a new set, add
fonts, remove fonts, and also the color cod-
ing to denote which faces are currently acti-
vated or not.

To create a new font set, click the New
Font Set icon and name it. Select your
appropriate fonts in the dialog box and click
the Add button. Alternatively, you can click
and drag faces from the fonts pane directly
into the font set to be used. Once the set

- XAXG) _ Suncase Fusion —=2
| ] .
coe ¢ v . UEE—
New Set Ada Attributes QuichFind
%('"" 2 new set 10 Contan telated oty Gy ABC 123 B m\( %) B
T Mame T4 mumnems/Type  foundey ch

" Xa¥s) About Suitcase Fusion
Suitc
D¢ Owniom @) 1 of 486 cems selected
?‘6 W Supemovasw ;mtm - =
. 020‘ > LZimer TrueType -- .
a division > 3 lapanese True Type -
> EIxa TrueType
> P3xsx03 True Type =
Conta » {Ftanormal POsSESCript —-
> £3tiHei Pro OpenType 1T --
Main: (£ > E3L50ng Pro OpenType - TV --
Fax: (5 » £3Mac Dingbars True Type
Orders: | > E3Marker Fek TrueType - -
> B3 MOMA beta TrueType -
SUPPOMt | o Bty o

Fﬁunmse

Usian

oo f

t?w/hen opened for

the first time, the
following window will
appear. On the left are
the font sets and
suitcases, on the right,

has been defined the preview window will
display the fonts included.

When activating or deactivating fonts,
there 1s no need to restart your computer.
Suitcase Fusion allows you to specify one of
three modes for the font: activated (green),
deactivated (red), and temporary (yellow).
These modes control whether the font is
available to the system permanently, tem-
porarily,or not at all. To change the status of
a font, simply select it and choose the
appropriate color-coded icon in the toolbar.
This function allows you to specify fonts
that you may use the majority of the time to
be loaded on every start up. The temporary
function allows you to use fonts that will be
deactivated on the next system start-up.

the preview window,
where you can view
the fonts. To begin a
new set, click the New
Set file icon at the top
feft of the box.
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type management continued

f : ung PostScript fonts
% e b YG (What

u Get} principle,

t fonts and maxes sure they

ATM Deluxe locates font files on the
hard drive and activates those required by
the system. depending on the set specified
within the interface. In essence, it manages
the font folders for you, taking the respon-
sibility of having to locate and load fonts
manually into the system folder. It allows
you tospecify font sets, activate and deacti-
vate them, and organize them according to

Job, style, or any other criteria you specify.

The interface is relatively similar to that
of Suitcase Fusion and works on a series of
tabs rather than icons. The Fonts tab
enables the user to view all the fonts

Adobe Type Manager Deluxe4.5
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US Puisnes 50720 ,108,3,10T 819, 7 200,740, S 233 236,
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installed on your system. You can add fonts
into existing sets or you can start new sets.
By double-clicking a font, you can view it in
the sample pop-up window to check it is
the one you require. To add a font to a set,
simply drag and drop it into the required
font set. It is possible to set temporary fold-
ers that can be either deactivated or even
deleted by the software on restart.

The beauty of font management pro-
grams is that not only do you free up mem-
ory for the operating system but you can
add fonts for immediate use, without the
need to restart the computer.

~Add fonts

[ @ Garamond, iTC ¢ | @

firct time there ',"4"“' bP

pvc ® 3 tically ~r

‘ y one set, entitled

whea staried i Starter set. To activate

nere (hag jo4a or deactlvate fonts
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GarmdiTCLtCn BT

Window Heip
Activate %1
Deactivate %D g
Create Multiple Master... %M )
Verity %E o install fonts ¥ _Choose New Set
Report ¥R onto the system you and name it in the
Mack as UndBmngri AU need to select dialog box. Check that
Font Set Properties.. x7 Add Fonts. You can Activate Set now is
Add Fonts... ®= add fonts to the checked to avoid
MandgedUcRSEs e 1L existing set or begin having to restart
Copy Fout/Set...
a new set. the computer.

find Font... ®F
find Next font %6
Sort List Contents NewSet

Name: Ilmtitled Set 2 I

On restart: | Activate =

[ Activate Set now

() (2

GarmdITC LtNr/BdNr BT
Garmdi{TC Uit BT
GarmdiTC UitCn BT
GarmdiTC UitCnit BT
GarmdiTC Uitit BT

Add ali fonts within
“Garamond, ITC"

Desktop

Cancei

i

[] Activate fonts when added to ATM Deluxe

i; L the window on

the right-hand side,
find the fonts you

Add to [Known fonts

o

wish to add from the

hard drive.




Preferences

am can use the

file from its current

position without |
moving it to the
system folder. To do
this, click on the Add
Without Copying File |
checkbox. Any fonts
you have selected
should be added to |
the set. To add any
further files, simply ;
select the set and use
the Add tab to choose

[ Generat

o |

s

o~ a

| Character Cache Size

=G

i

“Smooth Font
Oon

! D Precision Character Positioning

[A Enable Font Substitution

" Enable Auto-activation

Q) By Application

__* Changes to

o
Qorr ﬂ AT Rasterizer is active

Preserve 2
@' Line spacing
O Character shapes

S12K Suggested size
S12K Current size

Edges on Screen

type management

y

<.Gheck for duplicate
fonts when adding
files to ATM and show
system fonts in the
Known Fonts Set by

checking these
options. Select
Activate Fonts

when added to
ATM Deluxe.

$ D1sable Stoothing 3 Sy

~ { r {Settings

Alerts

Q) Global

the marked items wilf take effect only at restart

® ofr

E Warn after launch if ATM Rasterizer is not active

[ Cancel |[ 0K

Settings

further typefaces.

~{ Printing

Sample Header

Font: [ Times

o Alphabet text
Sampler text

D Check for duplicates when adding fonts to ATM Deluxe
B Show systern fonts in Known Fonts list

D Activate fonts when added to ATM Deluxe

) Size:
Size: B

Fountain text
Font Index text

1234567830 $B5L.,;:X12)

$'24

VWRYZ

e |

e

VYerify, Report and Status pri

B

Font: [ Times

[ 6y (sitisans Light

)
<) [ E)
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manipulating type

Manipulating type is nothing new, but recent advances
in software such as Photoshop, lllustrator, and FreeHand
have made it simple for the designer, illustrator, and
typographer to experiment with effects on their
typography. It allows them greater control and

enables them to add to the feel or atmosphere of the
typography. This manipulation may in turn enhance the
message transmitted from author to audience, giving
subtle clues as to meaning. This chapter is concerned
with the various forms of manipulation open to the
designer. Here, we will demonstrate effects, giving you

practical pointers on how to create them.
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m type on curves and circles

Setting type on curves and circles is a way for the typographer to guide the reader’s eye

around various pieces of information, in a particular order.

he- &Iveni of ine omputer and soft
T-'m".' soh 2 [sirsiot, FreeHand,. and
s 4UCh as QuUarkXpress
alilel the designer to
300 SuUbtle¢ maripUtions o typography to
W INe relder s &ye around thie page. The
115 sometimes

ET3 Ul 1 1he gesgn as

a way of wsing hierarchy and
make the reader tollow the
ionmates in 3 pacticylar order Rather
in- piacing blogks of type horizontally,
woarally, ocipn A set angle. text can be
flownng cioves that lead from

one gieca of mformation o the next: the
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typography becomes a branch connecting
the separate strands of information. It can
create a more dynamic composition with
added visual interest.

It 1s more commonly used in designs like
beer labels, bottle tops, and information on
CDs, where the text has to run around a cir-
cular or oval shape With a few moves in
one of the software packages it is possible
to flow text around pertect circles or other
shaped paths.

Adjust your tracking and kerning appro-
priately: text left on default settings can
look poorly spaced and bunched together

as the tops or bottoms of letters interse
or overlap when placed on the baseli
Similarly, text tracked too loosely can be d
ficult to read as letter spacing becomes
confused with word spacing. Small type on
sweeping curves gives the most visuall
pleasing results. Large text on tight curves
produces ugly, poorly set results.

If you are placing text in a perfect circle,
don't start the text at the top but on the far
left. Since the majority of us are condi-
tioned to read from left to right, we auto-
matically look for the first word in a piece
text in that position.
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4¢ Text on arcles 2 Type on curves can

and curves Is easy look great but you need
to achieve in most to let the reader know
software packages where to begin. Since
and if done with we read left toright it
cate can add some is always better to start
dynamic tension to on the left, rather than
any composition. The in the center. The bullet
placement of letters acts as a focal point to
guides the eye reinforce this fact.



ILLUSTRATOR

j The easiest way to
produce text on
curves in lllustrator is
to use the Pen tool to
generate paths that

. can be manipulated.
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Al'sing this text

tool, click on the path
then type your copy.

~-Click and drag to
use the tool to create
anchor points and
handles in the
direction you want
the curve to go.

,/// 

#4_dick and hold on
the Type tool to reveal
the other options.
Select the Path

Type Tool.
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“w Jél put text on a
circle, first create the
circle using the Ellipse
tool. Hold down the
Shift key while
dragging the shape to
make a perfect circle.
Once complete, use
the Path Type Tool
again to place the
text on the shape.

type

QUARKXPRESS

P Placing type on
curves in QuarkXpress
is similar to working
in lustrator. You have
to draw the path first
and then place the
text on it. In the
toolbox, choose the
Bezier Text-Path tool.

S
@)

on curves and circles

2 the same way as

in lllustrator, click and
drag the desired
shape. Here guides
are used to help to
generate a circle.

N
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$_0Once you have
completed the shape,
simply click with the
Content tool on the
path to be able to

type the copy. _ - |

|
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ST
a-simply draw out

the shape and the O/
software automatically

treats it as a text path.
Use the Content tool
again to generate

the text.

v‘ lnotherway is to

use the Freehand
Text-Path tool. This
works like the Pen
tool in lllustrator, in
that you draw the
shape and the tool
calculates where the
anchor points and
handles should be.

Freehandr-Texl—Path tool
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m outlined text

<

~f

shapes, rather than text.

r

t}
]

Iraw

noIr

or Offset Path function enables you to

round any existing path. This takes the

paths and provides you with an out

f the stroke width placed on that letter. In

1¢

4

u outhne the outline. You can then

1 to change the width and color of the

rnatively, select your chosen text and

to the pasteboard Stroke your text as

rmal using the toolbox and add a small
ke weight. Paste your copied text behind
I ther r the stroke, changing the stroke

1R}

to be greater than the first. For maxi
mpact, combine this with other effects,
irop shadows. This function is cur

inavallable in QuarkXpress, although

of the main advantages of using vector software is that you can treat the typography

InDesign has it—Adobe tied it in to
lllustrator's operations and amended it to

tackle page layout.

overlapping outlines

Once you have mastered using outlines in
Hustrator, try creating other effects, such as
overlaying. By copying and pasting you can
build up text that has multiple offset out-
fines. This can also be achieved in Photoshop
by placing a stroke on selected text. This can
be duplicated through the layers and moved
to the desired position. For a psychedelic
effect, try blending solid text with mis-
aligned outlines and vary the color and point

size slightly.




OUTLINE EFFECT

j Select your type,
then select your
outline color from Obiject Ty 5 ; :
: i Type Select Filter Effect View Window He /)
the main toolbox. ﬁ" -}
Transform > § ~ %inthe Object
Arrange > menu select Path,
then in the submenu,
j > Group ¥G choose Outline Stroke.
~=ln the Window Ungroup < %G You can change the
menu, select Show Lock b stroke width of the
Stroke to see the outlined path using
Stroke palette. Select At > the Stroke palette and
the required weight in also change the color
points or millimeters. using the swatches.
o Expand...
J_z Stroke — K :‘
I weght: '—720‘ = ‘“"l:ﬂ_, —| Flatten Transparency...
3 0.25pt e Rasterize...
. pashedne 0.5 pt - {
0.75 pt t
|- ; 1 pt ] !
IR ] p——— |
| o Slice >
o BT oin %)
5 pt Blend > Average... 23
6 pt Envelope Distort >
7 54 QOutline Stroke
8 pt Clipping Mask 3 Offset Path...
9 pt Compound Path > Simolif
10 pt Crop Marks 3 Ll 2kt ;
20 pt (wagh > Add Anchor Points
30 pt Divide Objects Below
40 pt
50 pt Clean Up...
60 pt
70 pt
80 pt
90 pt
100 pt

outlined text

% SHADOW EFFECTS 64
k GRADIENTS 72
1
# SCREEN PRINT EFFECTS 96
1

CREATING OUTLINE
FONTS 178
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m misregistration effect
rocess, the colors cyan, magenta, yellow, and black overprint each other and

ther, create every color within a print.

A VE r placed on 'A.l‘\'
\
v 1 { ther w have the additive efrect

the CMY colors are added

r they produce the color black. You
text look like 1t has been

r grapnic etiect, by shghtly

text on the relevant layers. This

Dle with black text

Misregistration ts an
effect created when
the printing plates
are deliberately
misaligned. The
separate colors of
the t"“'('wk‘ik"
plates, plus some
colors 1in between
become visible
around the edges of

the black letters



MISREGISTRATION EFFECT IN PHOTOSHOP

misregistration effect
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m shadow effects
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0 create an eftective shadow,
n any software that
istrator and FreeHand also have
ty to produce soft shadows
vith hard ones They do this by apply

blur filter to the shadow

control the distance it is

ind 1ts opacity, color, and blur
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CREATING SHADOW EFFECTS IN PHOTOSHOP

their applications can be used
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W are an easy way to add some depth to your work. They work well visually and are

vay of creating a focal point in the typography.

for purposes other than those they were
onginally designed for. Photoshop, for
example, now has enhanced type and layer
options to take this into account. With the
chek of a mouse it 1s possible to create a
drop shadow on any text. As with
lllustrator, you can set the distance from
the original, the opacity, and the angle. You
can also add noise.

Once you have created a drop shadow,
you can still manipulate it by using the Free

|

Watp Teat
Styte. 7 None
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(] . A

O Arc Lower L
(3 Arc Upper

¢ A Arch
e Bulge
O shell Lower ¥

= ]

Cancel |
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: Y Hay

Wave

Qirish

B Rae

0l 1isheye
Q inflate
U Squeere
Twist

310050 the Warp

Text command from
the Layer menu. From
the dialog box, select
the Shell Upper option.
This will make the
tops of the letterforms
bulge outward.



Transform tools in the Edit menu. This
allows you to shear, distort, scale, or even
add perspective to the shadow to make it
look as though it has been generated by a
light source and cast against a plane. You
can exaggerate it by moving grouping
points together and moving them on an
angle to make the effect more extreme.

You can create shadows inside type
using the Inner Shadow function in
Photoshop. This makes the typography
seem to be debossed into the paper or the
image it lays on top of. The software allows
you to control the depth, angle, distance,
and blur of the shadow.

You can obtain drop
shadows very easily
in Photoshop using
the Layer Style
commands in the

shadow effects

Layer menu. This
allows you to control

the opacity, distance,
spread, size, and angle
of the shadow.

y.

/1
4" Use the Transform

command from the
Edit menu to scale the
manipulated layer
and then place it
underneath the
original, untouched,
letterforms.

S._From Layer Style in
the Layer menu, use
Cradient Overlay to
fade the shadow.
Adjust the opacity of
the layer in the Layer
palette for a more
convincing result.

3 _ Cancel
NewStyie

s
e I € - e

BEVEL AND EMBOSS 66
BLUR FUNCTIONS 70
GRADIENTS 72

FADING TYPE USING
MASKS IN PHOTOSHOP 80

—0-$-8—Q—
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m bevel and emboss

You can now create simple but eye-catching 3D-style effects for your type in Photoshop to
take your work beyond using basic drop shadows.

T' ! B eSTeris a3t 3 10 Lype have 3
irang m § 1 #raichy ot any

o 97 y b 3 10Cal poid that imme-
1#1 tiracts 1t raiders attention
miple features that,
e ad with same Imagination,
i nake your yrmpraphy stand out

ware that these eftects will

¥ ek o gISAEY type_nat body copy

outer bevel T

R ¢ =t e

OpPgrstuvwxyz

emboss 7' oot

therm Exe

Lree P Rl

By using the layer effects in Photoshop, it 1s
very easy to create slight three-dimensional
eftects without the need for specialist soft-
ware, such as Adobe Dimensions. To get
going, use Bevel and Emboss. This command
adds depth by generating shadows and high-
hghts on any type to which it s applied. There
are several options to choose from including
Inner Bevel, Outer Bevel, Emboss, and Pillow

IStUVWXYZ

Emboss. Each of these has its own personality:
Inner Bevel makes the inside of the letter-
forms look raised from the background.
Outer bevel keeps the characters flat but cre-
ates a shadow that makes the surface they
sit on look elevated. Emboss raises both the
surface around the text as well as its inner
shape. Pittow Emboss makes the type look as
though it has been set into the surface.

inner bevel This effect
creates highlights
and shadows within
the letterforms
themselves to make
the glyph look three-
dimensional on a

flat background.

. opgrstuvwx

pillow emboss This
command creates a
recessed shadow
around the edges
of the letterforms,
while giving a three-
dimensional quality
to the inside of

the glyphs.
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¥~In the dialog box
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options: Inner Bevel,
Outer Bevel, Emboss,
Pillow Emboss, and
Stroke Emboss.
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m roughen, round, scribble & tweak, pucker & bloat

llustrator 1s an extremely versatile piece of software. It allows the user to manipulate

typography with ease and provides certain effects not possible with other software.

ABCOEFGH
ABCDEFGRH
ABLDEFGEH

ABCDEFGR

COEFGH
KO X X F HOK
AGLDEFGH

eclor-based software means that any
\/text can be turned into a shape and
manipulated. Work with the Filter menu in
Photoshop or the Effect menu in lllustrator
to see the available options.

applying effects

Typography generated at small sizes and
then enlarged reveals some attractive
qualities in that the lines, which appear
smooth when small, show all the imper-
fections of the printed page when large.
This can be replicated with the Roughen
Edges filter, which takes the edges of the
typography and adds points, moving the
set to provide a suitably rough shape. For a
subtle effect, keep the movement distance
very small This produces only a small dis-
tortion, making it appear that the contours
of the paper have been blown up. This
tends to work more effectively on display
texi at larger point sizes.

When creating types for logos, designers
often want to modify existing lype to
give a different feel to the letters. The
Round Corners command in the Stylize
submenu 1s a useful tool to remember
here It rounds off letters and makes them
more friendly

Scribble & Tweak and Pucker & Bloat
also work by moving, adding, or subtracting
points Pucker adds a gothic look by moving
anchor points outward to look like horns,
while Bloal bevels the straight lines
between anchor points outward |



ROUGHEN EDGES
mVIew Window Help &2

Apply Drop Shadow OXE
Drop Shadow... N O%E

Document Raster Effects Settings...

Convert to Shape >
Path >
Pathfinder >
Rasterize...

Stylize >
SVG Filters »
Warp >
Artistic >
Blur >
Brush Strokes .
Distort

Pixelate

Sharpen -
Sketch I
Stylize |
Texture |
Video !

roughen, round, scribble & tweak, pucker & bloat

review)

44 Begin by selecting
Create Outlines

from the Type menu,
then select Distort

& Transform from
the Effect Menu.

Free Distort...
Pucker & Bloat...

Scribble & Tweak...

Transform...
Twist... Select Roughen
A8 g from the submenu.
1 - Roughen
Opuions ("‘"_"-‘_)
Size S % _‘_O:ts____
T e ( Cancel
(‘)Relauve : Absolute 7 Preview
™ Vi
Detail 10 /in
Points -
_ smooth

@ Corner

Q\e bigger the Size,

the more distorted
the final shape. The
more Detail, the
rougher the line. The
Smooth and Corner
commands control the
corner anchor points
and the effects
between them.

SCRIBBLE & TWEAK, PUCKER & BLOAT

Scribble & Tweak

j Scribble & Tweak

— Amount -———— - - -
Horizontai. fio 1% ] and Pucker & Bloat
= ( cancet > | arealso located in the
Vertical. [t |% | @ ereview Distort & Transform
= [ menu item. By varying
® Relative T Absolute I sliders and checking
ol - different buttons
EOA:Zhor Points | you can produce
@, “In~ Contro! Points | new effects.
E “Out” Control P¢ Pucker § ELO&( ’ e

TSR Pucker

7% e

Cancel

@ Preview

S R e

ROUND CORNERS

EIEN view window Welp 5

Apply Drop Shadow O%RE review)

Drop Shadow... TOXE 44 Select Stylize from
the Effects menu,
then Round Corners

from the submenu.

Document Raster £ffects Settings...

Convert to Shape
Distort & Transform
Path

Pathfinder
Rastenize...

vVvVveYy

Add Arrowheads...
Drop Shadow...
Feather...

Inner Glow...
Outer Glow...

Round Corners...

SVG Filters L
Warp >

Artistic

Blur

Brush Strokes
Distont
Pixelate
Sharpen
Sketch

Stylize —= —

Texture ~ -
Radivs: [10p1 |

Video
@ Preview

o
2 Ihis command

allows you to round
the edges of glyphs
by changing the
radius of the corners,
measured in points.
The greater the point
size, the more
rounded the corners.

vVvVvVYY

Round Corners

 Ee———
Cancel
5 2

Qter Pucker &

Bloat in percentages.
Small movements are
best. Pucker moves
the anchor point out
from the center. Bloat
moves paths between
anchor points out
from the center.

BLENDING IN
ILLUSTRATOR 92
CUSTOMIZING
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D AMENDING EXISTING
TYPEFACES 152
CREATING HYBRID
FONTS 160



the complete guide to digital type

m blur functions

text can add the dimension of depth to your design work. When it is used

+ \'\
cely, i1t can 1o

) e blur effects
C, g The Jaussian
: ' ens of a camera

me DIXEIS

ut over

e N+~ A

n feathere

ok sophisticated and modern.

blur produces the same
ect as if rubbing petroleum jelly over the
On screen, it diffuses the
d clusters, spreading them
a set distance.

Viotion blur makes the image look like it

iing  was taken with a moving camera, spread-

g and ng the pixels out in straight lines, creating
ke your a streak effect
eground Radial blur has two types, Spin or Zoom.
: eer Spin rotates the pixels around a central axis
€ r vithin a selected area Zoom streaks the
ee are  pixels out from the center, giving the effect
p iin the Filter of a photograph being taken while a zoom
ffects menu ens is being pulled into focus
m Caussian Blur
Caussian Blur XF @
Extract... XX ( Cancel ]
Filter Callery D
uquity... O %X M Preview
Pattern Maker NCXX
Artistic »
BN i
Brush Strokes » Blur
Distont » Blur More
Noise » Caussian Blur.
Pixelate > Lens Blur...
Pender » Motion Blur...
Sharpen » Radial Blur... Radius 4.0 pixels
Sketch » Smart Blur... P
Stylize »
Texture »
Video »
Other »
21 Rasterize the type 27Caussian Blur
Digimarc » shen ct e Blur from allows you to control
3 (T, |.~'l. ry 0-4..“(’ Js of the

kaGid f r

pixels

4 €4
| |

T he r”‘p.”,., ty:(-

imbper the more

sed the blur

Another way of creating blurred type
without diffusing it is to select Median from
the Noise submenu in the Filter menu. This
is designed to remove noise by averaging
out the colors in a selected area. Visually, it
blends the background into the text, mak-
Ing 1t appear distorted and out of focus
while retaining a solid shape. This can pro-
duce a dreamlike quality.

A similar effect is produced by the
Feather effect in Illustrator. This works by
averaging out the colors across the edges of
a selection and so again diffuses the shape.

Overall, you can add real depth to your
work by using blurred text as a background
or to add meaning to a piece of typography.

T_Motion Blur allows
you to control the
distance of the effect

in pixels and also the
angle of the direction
of the effect.

Motion Blur

@ Preview

Angle 28 Il Q

Distance (20 ]pixels




blur functions

The blur filter can give

Radial Blur the illusion of depth
5 T Tead ~._Zoom produces an  Quality buttons to 9 T e o 2
Amount 14 effect similar to control the effect. The tvnoera Ph
focusing a camera. better the quality, the YPography
- é- ( Cancel \ Use the slider and more memory required.
Blur Method: Radial Blur
@Spin Blur Center e
O zoom ZTETIS Amount (25 oK )
. ~ —_—
/////’f‘fw“ \\\ — (  Cancel )
g\uahtv: s Blur Method:
 Draft H‘{“""’;?H ~ Spin Blur Center
ecood \\\\\\ /'{/// @Zoom :\\\S\\l 1111511(/
[ B : N | /7 :
_ best \\ \ - / / NS N P |
e T a L T ¢ Era——
Quality: - ' -] T
1_. Draft CRLmZTT "=y m :r SHADOW EFFECTS 64
—~ " = ! N ] % BEVEL AND EMBOSS 66
4— . . . @ Good ////; e : AN :\\\\ % GLOW EFFECTS 98
<« Radial Blur allows affects neighboring ~ # / ] N NI T A UErFECT s 16
you to choose pixels in a circular _ Best A f Q \
between a Spin or a motion. Use the slider SoCEL LA

Zoom effect. Spin to control the effect.
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m gradients

Detined as a progressive graduation of colors that fade into one another, a gradient is a

way of adding subtle color to your typography.

b |
¢ e hed
. - .

¥ L S

- . ~ g mid

<

3N Nave as

. . & ¢
aw ) et cX 10

.
WAE yOu ‘.n:\'
&
LR ] EF

- b v < e 3 pro-

me fave a greater

hin ethers, Currently

W in it Wincow Choose your color
re 3clen from the swatches
£ you! lype of and drag It to the new
; ehiher Radis pointer To change the
ne % on the micpoint of the

gradient, move the
diamond on top of the
bar to the left or right

t1s best to be restrained with the gradi-
ent tool by not applying too many colors.
Keep the number of colors to two or three
at the maximum. Consider where 1t would
be best to place the midpoint of the fade
and also the direction of the gradient fill.

It 1s also possible to make type look as if 1t
has faded to nothing by choosing a color and
white when placed on a white background.
Depending on the direction of the gradient,
the fill will obviously depend on how the
completed type looks, whether it fades from
top to bottom or left to nght. With some

| l Transparency ": $ Gradient '\ ( ’!
l [I Type: Lmey I )

Angle: |-88.41 |

e |

care, it 1s possible to get some effective look-
ing typography. Make sure you choose your
colors carefully, along with the right type of
fill. Radial graduations from the center out
rarely look good in typography unless using
extremely bold or black text.

Combining elements may help to obtain
convincing results. For example, a drop
shadow with a graduation may help to
make the type look more lifelike. Also, using
gradients on outlined strokes can add some
depth to the type, making it appear more
three-dimensional.

>,

MZRroduce your type
on screen then use
Create Outlines in the
Type menu to change
the glyphs from Type
to Shapes. Select all
the glyphs you want
to apply the gradient
effect to. Choose the
Gradient tool then
click and drag in the
desired direction
across your type.




GRADIENTS IN PHOTOSHOP

;! You can have as
many colors as you
want in the Gradient
palette, although it is
usually more effective
to use a few rather
than a lot.

(eX6)

(0 X o) —

f% Color \'-\"_Ar-itrbutes' N\ : o)

I ﬂl - - = |;I
= — ]

| Stroke ¢ Gradient b (»

Tvpe; Linear (&)
i - —_

|

J |
Angle: -90‘74‘ Location: {056 %!
1

|

S——

J:Color N Attrbutes N\ (’)

| Stroke $ Gradent ('}

Type: Linear e

Angle: ’-90.74'“ Location: |25.84|%

—_— :

P Create interesting
effects by using
gradients with other
effects. This is a
gradient of black and
burgundy on an
extruded drop shadow
to create emphasis.

P This example is
used to better effect.
The gradient uses
complementary colors
and so creates a more
subtle piece of type.

4ZJo add a color,
simply click on the
graduated bar at the
bottom of the palette
to show where you
would like it to be.

®

=
|
|
|
|

fl]ffﬂiﬁnjlt'31|

gradients

00

J: Color N Attributes  \_ __C_’)
C——————— [ |%

. —
Y © = |%

tPk %

14 ™ ———————

| Stroke |4 Gradsent od

. Type: Linear [ ’

Angle: {;65; Location: “0,56.:%

2_Move your chosen
color from the Color
palette to the square
slider you have
created on the
Gradient palette by
clicking and dragging
with the mouse.

44 Be careful not

to add too many
elements. This is a
gradient with outline
type and a drop
shadow. The contrast
in the gradient creates
too much conflict.

SHADOW EFFECTS 64

FADING TYPE USING
MASKS IN PHOTOSHOP 80

LIGHTING EFFECTS 106
METAL EFFECTS 16

*-8—8-2—@—
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m perspective

vpographic effects such as perspective used to be costly and time consuming to generate.

NOW

ar B H B 1 with one or
A now standard

Ze and the

PERSPECTIVE IN FREEHAND

A\

olor You can then place your type on the
grid using a combination of the Perspective
tool and the cursor keys. The left cursor key
places type on any left grids, the right cur
sor on any right grids, and so on.

It 1s also possible to obtain perspective
effects in both Ittustrator and Photoshop. In
ilfustrator, this is achieved by selecting the
text and choosing Distort & Transform
from the Effects menu Select Free Distort
trom the submenu. This atlows you to
reshape the typography by moving the four
corner anchor points In Photoshop. once
the text has been rendered, you can either

;: Hl JKL

oftware allows designers to create convincing results quickly and easily.

use Transform or the Perspective function.
Here, moving one of the corner anchor
points moves the corresponding top, bot-
tom, teft,or nght anchor to create the effect
that your type is disappearing toward a dis-
tant vanishing point.

The advantages of using the Perspective
tool In FreeHand over the Transform or
Distort tools in lllustrator or Photoshop are
that it conforms and snaps to a set grid.
This altows you to make your work look very
credible. in other software, you need to do
this process by eye, which can be time con-
suming and frustrating.

;].From the View
palette, select
Perspective Grid and
Define grid




2‘( the cell size and

also the number of
vanishing points. Use
the Perspective tool to
drag the edges of the
grid to obtain your
desired perspective.
Generate your type,

then, using the same

Free Distort

tool again and holding
down one of the
cursor keys, drag your
type to the grid. The
left key will place the
type on the left grid
and so on.

Untitied-3

€ ok

Cancel

Reset

@ Preview

=

o

FTTETRY o
5 T

- i i mm

PERSPECTIVE IN PHOTOSHOP

im Image Layer Select

_i  Undo Move 22
~  Step Buckward %2
Fill...
Stroke...
free Transform xT

Define 8rush...
Define Pattern...

Purge »

Preset Manager...

filter View Window

44In Photoshop,
create your type and
render it by using the
Rasterize command
in the Layer menu.

In the Edit menu,
select Transform,
then Perspective.

e =TT
B Untitled-1 @ 100%

»"This produces a
Scale box with handles
Rotate around the text. By
Zk.ff.”,,‘ dragging one of these

handles outward, the
corresponding angle
on the same side will
also move out by the
same amount.

Rotate 180°
Rotate 90° CwW
Rotate 90° CCW

flip Horizontal
flip Vertical

2In lllustrator, create

your type. In the Filter
menu, select Distort,
then Free Distort. In
the dialog box, drag
out the handles until
you achieve your
desired effect.

perspective

¥ Once complete,
you can see that the
size of the text box
remains unchanged
and can be moved
around the screen
as before.

@ MAPPING TYPE ON

I A SHAPE 90
? LIGHTING EFFECTS 106
#® TEXTURE EFFECTS 10
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technique that allows less ink to be used. Commercial printers can

e still creating the illusion of a wide variety of colors and tones.

to the rk.  then choose Bitmap from the submenu.
Bitmap gives you the opportunity to set the

halftone screen, the number of dots per

Photoshop and h (dp1), the direction of the dot angle,
e t ind the shape of the screen you require—
but for best results, apply i this case, round. Once applied, you will

ee that your typography is made up of dif-

- fering dot sizes that generate the shapes of

the letters. This image can be used as a

background or, if the text is big enough and

the halftone screen fine enough, as titles or

hen add a  logotypes. For inspiration, look at the work

re plea of Vaughn Oliver of V23, who, in the past,

elect Mode has generated traditional halftone screens.

. .
. ‘___/( . _‘J; J Halftones can be

used to add some
1 . interest to display
v type. The effect
p ? -/-w. .!'-H- produces a distorted
. | . 3 look without losing
F ” , - :_’ }f too much legibility.



A 2 Untitled-1 @ 50% (abfiysto, Gray/8)
‘ L T AW

YR FETTT RO FOTUY P aal

halftones

. | L |16

g

M Once you have
generated your type,
use the Blur filter to
add a slight Gaussian
blur to the text.

This provides a

better result in the
finished piece.

1

“

Caussian Blur

[ )

e

Cancel

'2’ Preview

Bitmap

Resolution (—::_OK )

| Input: 300 pixels/inch

Output: C’,OOV { p;xels/mch e ]

Cancel

2 Unatled-1 @ 50% (abfijsio, Gray/8)

l:.‘ 13
ANEEFEEFEEE FETE

l-lll’l-lll-lnulllll’ll;'vnnnl

IjSio

2! Unutled-1 @ 50% (Bitmap)

[ A bt

Method
Use

_’?]

J

r
Halftone Screen...

v

abf

‘Doc 1.26M/1.59M

-

T IJ L I:" s

|'.4...v....lz."...|..-.l'.'.'.u...

100

Radius: 5 pixels

4 ln order to create
the halftone, change
the Mode in the
Image menu from
RGB or CMYK to
Bitmap. You may
have to go through
Grayscale first. In the
dialog box, select
Halftone Screen as
your Method and set
your Resolution. For
a more accurate
effect, choose a
higher resolution.

[

e

Halftone Screer

Halftone Screen € ok—")
Frequency hines /inch 8] Cancel
Angle degree 5
———— oad
Doc 161.9K/168.9x » shape [TTIT I
Diamond Save
tilipse

Line
Squ
Cro

e

4Lin the Halftone
Screen dialog box, set
the Shape to Round.
To obtain more dots,
choose a higher
number for the
Frequency and Angle.

S ———

SHADOW EFFECTS 64

BLUR FUNCTIONS 70

CUSTOMIZING

LETTERFORMS 94
¥ GLOW EFFECTS 98
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m autotracing and drawing over existing type

The Autotrace function can be used to trace around letters and give them a deliberate

3

AUTOTRACE IN

IAFg L ¥,

a e

W

*

&3

rough, computer-generated quality.

[cations
ired have Autotrace
jiifpsrencCes Detween
JSITEOr wWas Set up
they tould be

pes s

Jte images have to be

feerrat oy it to work

I's flaves s that it can

rits where they are

2 shape of the letter-

i2d up by moving or

s

in gefierate a curlous effect

4

t esacthy réplicate the shape

i

The

red

distartion that results
tively Designer Neville

ILLUSTRATOR

Mustrator, smport the
artwork by selecting
the Place command
trorm the Fille menu

Brody explorted this in his Autotrace series of
typefaces He merged some existing sans
serlf faces using Fontographer to produce
what he termed “a Univers for the digital
age " He then traced this font to create a dis-
torted set of glyphs The resulting face was
again traced to create an even more
deformed typetace He repeated the process
with each resulting font until the final face,
Autotrace nine, bears httle resemblance to
the original typeface

The Autotrace faclity in FreeHand is dif-
ferent It can be used to outhne images as
well as any other vector artwork within a
specitied area As a result, whole glyphs or
sections of letters, words, or even sentences

QBy(In(ng on the

edge of the shape, the
tool will automatically
trace the contours

can be copied. These can be scaled, colored,|
and maneuvered at will. With some imagina-
tion, you can use Autotrace to produce frac-
tured, fragmented, and multilayered typogra-
phy that creates a complex and engaging
atmosphere in piece of graphic design.

If you want to generate text from typo-
graphy that only exists as hard copy, use the
Pen tool to draw over existing letter shapes.
With a httle practice, the Pen tool can be
used to create paths of characters that can
be applied within artwork. If you want to
generate a more handcrafted kind of glyph,
try using the Pencil tool and drawing around
the letters freehand. This will give a more
emotive and low-tech atmosphere.

i.u"ﬂock the image

and delete it



AUTOTRACE IN FREEHAND

M. In FreeHand, use
Autotrace to produce
a progressive effect by
tracing a character
created by the
Autotrace function.

» These anchor
points can be given a
fill or stroke to
produce opaque
shapes or outlines.

2_Fhe other way to
trace glyphs is by eye
using the Pen tool in
lllustrator. Begin by
clicking and dragging
anchor points as you
go around the glyph.

autotracing and drawing over existing type

cllellellel

_“

2_@enerate smooth
curves by having the
least amount of
anchor points possible.

20 Another way is to
draw around the
glyph freehand using
the Pencil tool. This
requires patience and
a steady hand for
good results.

¢
|
|
|
|

#_Generate your type
and then select the
Autrotrace tool.

4By clicking and
dragging with the
tool you can trace
whole glyphs or just
sections. Once
complete, the outlines
will be shown as
anchor points.

REVIVING HISTORICAL

FONTS 156
CREATING HYBRID

FONTS 160

CREATING YOUR OWN
FONT FROM SCRATCH 164

CREATING A FONT
FROM FOUND OBJECTS 174
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m fading type using masks in Photoshop

Nt the introduction of layers in Photoshop, it became possible to add typographic effects

that were subtle, sophisticated, and looked great.

More comiplex effects can also be
achleved by using the masks for each layer.
By masking out the top layer and showing
the one below, type can appear to fade
trom sohid to transpatrent A combination of
the Layer Mask and the Gradient tool
achieves this result accurately.

The Type Mask tool allows you to create
selections in the shape of your text to mask
out You can also paste in other elements.
This function makes creating masks simple.
When combined with imagery. it is possible
to make the type appear semitransparent

USING LAYER MASKS IN PHOTOSHOP

Pat™s Layers ( ’5

_‘) Opacity |100% E*
s | s+ 0

o T3 Jeeeme

L

Own-hl

Soar i

Fit [100n (Dl

Background

v of
DOAETLe [T

& i i¢ L h

by “screening back.” This is done by adjus
ing the levels affecting the contrast of th
image to make it appear lighter or darker,0
alternatively, to make the typograph
appear lighter or darker. This is easil
achieved using Adjustment Layers.

For further ideas, you can also set th
layer option to Difference to make it appea
negative over darker areas and positive o
highter ones. This produces subtly presente
typography that appears to come out o
the umage as a paler (or darker) version of
the background

O @
.’-“ MZselect the { Guont Y et 7| ayers \OURNNER
el L Gradient tool from S = l Opacity: IIOO\.D
~Ca Dissoive
ol N the toolbox and ' Fil: [ 100n E|
ﬁ‘/" make sure that l Darken Lmu&
£ the background/ 1 mumiply gL 5
oy, s/,_ foreground colors are L Beoutions &roona a
‘35" b 4 set to default black . Unear Burn
7N ) and white Chck and P
| 5 ! o drag across the Silis
— image. The Color Dodge
N|T foreground image—in Linear Dodge
3 this case, type—will
be masked only where OxSy
: 3’-. ol the white pixels are "y
VI placed, partially 3 :"':LL'DT‘
0 masked where gray : L':w :eht
ones occut, and totally o Cighn
L masked where black
® ones are generated ;i* 3u Ml
Hoa I creative with the Layer
Ly Hae options to generate
.-ig- Saturaton SSbﬂt‘ (’f’fccgtS with
i the type to overlay or
i place into negative

(Difference).



6 Images can be
placed within the
type using the simple
Paste Into command
in the Edit menu. You
will need to render
the text to begin and
then select it using
the magic wand tool.

» T image _Layer

Undo Magic Wand

e

[ ]

Step Backward

Cut

Copy

Copy Merged
Paste

sl

Clear

Fill...
Stroke...

Free Transform
Transform

Define Brush...

Purge

Preset Manager...

Select
*Z

e 74
®X

®C
O #C

fading type using masks in Photoshop

2-0pen your image,
choose Select All, then
Copy. Use the Paste
Into function in the
Edit menu in your
original file to paste
your chosen image
into the type. Once

it is pasted in, you can
edit it, scale it to fit
and so on, using the
Transform command.

Channels Paths

Layers 0
Normal 4] Opacity: |1C0% E‘
Lock: I 7i-| @ Fii: [1con ol

® 7 Layer 1
@ [ ] abcd=fghyx
) |:| Ba:.\grouna. e

9. g alela 3

2_You will see in the
Layers palette that
your image is on top
of the type layer with
a layer mask in the
shape of the text.

BLUR FUNCTIONS 70
GRADIENTS 72
IMAGES IN TYPE USING

MASKS OR A

CLIPPING GROUP 82
LIQUIFY 108

———— —— = . ——
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B images in type usmg masks or a clipping group

D

+

Masks make 1t possible to utilize imagery
h a wav as to ptace it inside lettertorms,
cation does this using the layers. By
nerating tayer masks you can conceal the

ippermost layer to reveal the contents of the

This capability can be applied to a variety

—

lesign elements on a page or
from logos and headlines to type
irs as inntegral part of an illustra-
t helps to use large, bold, or even extra
that has been tightly tracked and

he reason for this is that the letters
have larger stroke widths that may be
llowing more of the image below

be seen within the glyphs

roduction of masks and a clipping group, it is now possible to use text in

iys by combining it with photography and drawn imagery.

One of the more subtle applications of
this etfect is to make text appear to be semi-
transparent when placed on top of an image.
By copying the image and placing it above
the originat and using a layer mask to mask
out the text,you can subtly alter the contrast
of the image and make it appear lighter or
darker. By also adding a drop shadow, the
transparent letterforms appear to be float
ing above the original image.

Adjustment layers are also useful
because you can give the typography a sub-
tle quality. It is possible to directly affect the
color channels that make up the image to
make text appear on the image as a slightly

toned shape on the background.




images in type using masks or a clipping group

CLIPPING GROUPS IN PHOTOSHOP

TPVOW FOUTTOUN FN

ene6 AP-DICITYPL - IMAGTYPE-03
Ly T R S o AT AN, I |

M Generate your
text, then double click
on the background
layer in the Layers
palette and rename
it. Click and drag to
move this layer to the
top of the palette so
it sits above the

typography.

1

-

sl

3l

el

r

.66 2 AP chrrvre IMAGTYPE o;@zswt (xqpcn Layer Mams;
S _E aiveral, TTTRORA YTTI UPIVON

-] I
3 m

Layers . Channes — Paths

Acreon T3 Opxty icw
7

T [ Goc loslzom Lok + @ 30

- ¢ o
apy the image

» @[T oLl
layer by dragging it
onto the page icon in
the Layers palette or
by selecting Duplicate

Layers
Screen

Lock

_:\ Opacity

slar

B
- 5 xQPG1

16

‘-

Layer in the Layer
menu. Drag this layer
below the type layer.
By adjusting the
Layer Options of

the top image layer,
the type will appear
more visible on

the background.

R

Notma)

Layers . Charnels

ety
T3] Opsany

we O rd 0 "

§ Eum.
(T 18 [T 2o

Effects
) Drop shasow

Layer | copy

100

- Channels Paths

100

100

»
-
»

o0

]

¥ =

o AP- DIGITYPE IMAGTYPE 03 @ ZS%(szer l opy, RCBIS)

Ttayers Chaamen  pa m
Normal

e
wa Ol e sa G

L

v

~—Hold down the Alt
key and move your
& cursor over the line
that separates the
image from the type
layer. You should see
> 9 an arrow icon appear
with two overlapping
circles behind it. This
is the clipping mask
3 icon. Click to mask
the image outside
the boundaries of
the type.

78] opsary f1con !

v
=
>

;ﬂlanrl
[TlsfTjwe  +o

Layer 1 copy

9. 9la ey 3

& ‘

% SHADOW EFFECTS 64
o ]
T BEVEL AND EMBOSS 66
@ FADING TYPE USING
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B (ype a

"

S

\
(@

texture

trative elements within graphic design, type can be generated that is not

1sing scanned nnages. These

in be typographic in nature
ng the image (or portion of text)
i [ n e than 2,500 X 2 500 pIX
] grayscale, anything can be
1s 3@ brush. The brush you create
I e used like any other to add tex
ture t mMape ,!‘I.._ ,‘-‘..‘!,”.\

creating patterns

I hop has the ability to generate pat
I magery This function would

rmally be used for creating backgrounds
eating elements within an image. As

th t mmands, 1t can also be used

m”""“ Laver Select Filter

Undo Rectangular Marquee %72
Step Backward xZ
opy xC
Copy Merged ox(
[}
Check Spelling
find and Replace Teat
' 0¥ the £dit T_Adal g box will
ippear, showing you
| OsfneSrush.. ]
o ® o r—y ) thumbnail of the
arca defined It will
Purge > lso ask you to name
Preset Manage the brush
Brush Name

°
'd Name Sampled Brush #4

€

but rather appreciated as a decorative element.

to create typographic patterns. Start by typ-
ing some text in Photoshop. Smalt point
sizes work most effectively. Using the
Marquee tool, define the area you require.
Then 1n the Edit menu, select Define
Pattern. Using the Cloning Pattern tool, you
can choose your new pattern and then use
the layer options on Overlay, Screen, or
Difference to generate assorted effects.
This works best over images. Alternatively,
type some text and then in the Layer menu
select Layer Styles, then Pattern Overlay.
Here you can control the size of the pattern
and also the layer option (Overlay, Screen, or

Difference), as before.

/ v! Brush: ! -w’ Mode: Normal -e-,

ol
®

a

Vaster Dlameter 250 px

2]

S
f’~ |
A —_

.
19 e ry—
286 N

Sampled Brush 4

T Il the Brush

palette you can now
select the type (or
part of a letterform)
you selected as a
S brush to paint with.
ok

Cancel



Im Select Filter View Window Help =2

New » E== ]
Duplicate Layer... x Xy s——
Delete >
Layer Properties...
Blending Options
New Fill Layer > Drop Shadow...
New Adjustment Layer > Inner Shadow...
Outer Glow...
Inner Glow...
Bevel and Emboss...
Satin...

Color Overiay...

New Layer Based Slice Gradient Overlay.

Add Layer Mask

Stroke...
Add Vector Mask »  Copy Layer Style
Group with Previous ®G Clear tayer Style
Global Light...
Create Layer
Hide All Effects
Scale Effects...
Merge Down ®RE
Merge Visible ORE

Flatten Image

Matting >

[l v Pattern Overlay...

44_it'is possible to set
type as a pattern to
use over the top of
other design
elements. In the same
way as you defined a
brush, you can define
a pattern. Use the
Marquee tool to
define the area you
want. Then select
Define Pattern from
the Edit menu. Place a
new layer above your
pattern and fill it solid
white. In the Layer
menu, select the

Pattern Overlay option.

tnner Shadow
Muter Glow
ner Giow

for Overlay
radient Overtay
“ Pattern Overlay

Steohe

type as a texture

Layer Style
Pattern Overtlay
Pattern
Blend Vode:  Ovorlay ™

Opacty: mswmmmmemmmmin——p 350

Scae; mmm——py———

& Lk with Laver

Cancel
New Style..
’Z Preview

Snap to Orgin

2 _Adialog box will
appear where you can
select your Pattern,
control the scale of

the pattern and also
define the layer
options, such as
Overlay or Soft Light.

BLUR FUNCTIONS 70

FADING TYPE USING
MASKS IN PHOTOSHOP 8O

IMAGES IN TYPE USING

—a—a-tr—o0—

MASKS OR
A CLIPPING GROUP 82
LIQUIFY 108






COMBINING TYPE
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combining and overlapping type
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m cut out and cut up effects

Cenerating effective contemporary display type is about knowing when and how to break

the rules. Society i

€ ITe

e * ¢ 1-L"
i d Ver menuy
° - " 3 '.~ 'u )

t € nal plane, tney
ey * * *rnaf 3 \E.’ -" a
FIeTt Wi enena on the color ol
= ¥ f tHe background. If
s & 37 r < ntrast oE- gytcr
v x 3s thougn it has been
’ : maotetely If it 1s almost the
tne background. it will look
P-4 P atd
cutting up
[ 1 - ey r ’-CE
. I. *r¢ ¢ »
_t. . 3 repr rer :"'f'; r
- - : e ’- v sy er r e
P t 3 D¢ t up and
: ’ 5 taking sectior §
it timy Tg¥ ¢ yOu Can paste
- b, (T r e therr
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s now visually literate, so typographic boundaries can be stretched.

-

2 Byusinga simple
command in the
Layers menu it is
possible to make
text look as though
it has been cut
away or carved out
of a background.

2 Cenerate your
background and text
Choose Inner Shadow
from the Layer Style

ommand in the

ayer menu. Control
the angle, distance,
size, and opacity of
the shadow in the

dialog box



j. Generate your
typography then
rasterize it by
selecting Rasterize
from the Layer menu.

CUT UP TYPE IN PHOTOSHOP
| 4

cut out and cut up effects

=

2 _— 7! Untitled-1 @ 33,3% (wskq. RCB/8) o
1 Y O o U T OO R R 1 o 3 U 00 LA T L TN SO e Yl ‘

~_Select the
Marguee tool from
the toolbox and select
the shapes to be moved
in the type. This tends
to work best if you
draw long slivers.

A Untitled-1 @ 33.3% (wskq, RCB/B) =
| DN LT DTN U LU DTN LU LU LU CTUUN L JUUN R COUUN SN 20 L0 LT S

' Layers ( Channels '-';l-hl N

uilect the Move

tool. Use either the
mouse or your
direction keys on the
keyboard to move the
selection, pixel by
pixel, until you obtain
the desired effect.

(o 8) Oweoy [ 8]

\m_@LZ.E‘."L: : #ut [1o0x 'E]

VA = Y
r /
eee . - <1 Untitled-1 @ 33.3% (Layer 1, RC8/8) ek o
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22 Untitled-1 @ 33.3% (Layer 2, RGB/8) y4n B

e E U T T A A G el i ST T S TR U 0 [l e R o T el T " You can build up a
grungy effect by

ke adding layers to the
piece, sefecting smalf

slivers or huge chunks

= of the type.
T
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“ tayers ( Chanaets  Paths 5
‘M Opacity T’:-l ? SHADOW EFFECTS 4
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& TEXTURE EFFECTS 110
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W mappmg type on a shape

past, it has been difficult to create type on computer-generated objects and make it

¢

TYPE ON A SHAPE

Extract
Liquaty

Pattern Waner

Arv s
Dot
Brysh Strotes
Drston
hoise
Poreiate

Sharpan
Seetck
Seytize
Tenture
video
Crrar

Ongémarc

wWindow Melp
30 Tramgtorm

xXF
XX fcu
[sB 8§
N oxx
>
>
»
»
»
>
»
> Clouds
» Difference Clouds
» Lens Flare
> ughting €ffects
P ————————
»

Gy Yha

ttects menu you will now find three

ensional options. As a result, 1t is now

ssible to extrude, revolve, and rotate two

i1y r ¥
i C > 1

produce more convincing and

thent

biects Apain, th

tion with a sense of playfulness the com-

in object, but rather to manipulate the

1 DUDDIk

30 Transtorm

sits on a three-dimensional plane.

renderings of typography on

ough, if you use this func
and need not just be used to place text on

graphy to make 1t appear as it 1t (s trav-

r another object

abcdef

s

artwork to make it appear as if

und corners. You can also distort its

e to make it appear as If it 1s contained

(E=Cincet=p  §
Options

Comers
Tudotvey
= |

D,m diatog box

¢ts you choose a \

10D Tramform

yhnder, cube, or

here shape Use the

Field of View and +
Y ntrol to view |

the shape and size ir

‘hedef

( Coancel )

{ Optioms. )

Comere
teu et vuw i§ 1)
oo (LT

ab‘de

Only 3D packages such as Adobe Dimensions or Maya could do the job.

ab CdQ\

f

‘31is technique

takes practice. Type
can only be rendered
on part of the object,
not ali the way around



mapping type on a shape

3D TYPE e ve——

T ok )
3 More Options
After generating P
your text, select 3D . ‘ i
from the Effect , i
: i ' $._0Once complete,
menu. Choose Rotate o P

notice that the
selection guides—
normally in blue—
remain the same as
they were before, only
the text now flows
out of the box.

CHY

from the submenu.

I | ODEF

2ZThe dialog box
T allows you to control |
Convert to Shape O oty the rotational angles
Distort & Transform [  Rotate.. | :
Path b ——— of the horizontal and
Rasterize... vertical planes as well

Pathfinder
Stylize » ) f
SVG Fitters i as perspect.ve Jngles,

Warp

Document Raster Effects Settings,..

Artistic

8lur

8rush Strokes
Oistort
Pixelate
Sharpen
Sketch
Stylize
Texture
Video

UCPE,

e — = .

YYVVYVYVYVVVYY

IEESH View Window Help

eview!
w.

1o give the
Document Raster Effects Settings...

typography some
e bt | Revolve.. depth, go back into

»

Distort & Transform > Rotate .,
>
3

| Path [ —r—— the Effect menu and

Pathfinder .

Rasterize... select 3D again.

Styli L.

VG Fiters This time choose
Extrude & Bevel

warp
from the submenu.

Artistic

8lur

8rush Strokes
Distort
Pixeiate
Sherpen
Sketch

Stylize
Texture
Video

3D Extrude & Sevel Options
R T )] @ oK )

Cance

YVYVYVVYVYVYFYVYTY

o Map Ant

More Options

Proview

[~
M._This dialog box has s 554 [
controls for Extrude : -
Depth and Surface ey ® RS
Quality, in this case, D
Plastic Shading.
Clicking the More
Options button allows

@ PERSPECTIVE
you to control the 1 . 74
direction of the DISTORTION FILTERS 102
@ LUGHTING EFFECTS 106

lighting on selected
text. The final

rendered 3D type is
shown on the right.
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m blending in lllustrator

some very useful and underused commands within its menu functions. One

y
<

nands is the Blend tool, which transforms objects.

ABCDEFG
- ABCDEFE

3re

- ADCDE:Fs

abcdefg

- abedeig

¢ steps cannot be manipulated and

ed inte

utlines 9o that they
ther object within
ng the |-;',|l|!1 com
nu you can change

and manipulate them

as normal You only have to ungroup them
to move them around individually. Using
this function, you can produce some unex-
pected letterforms, which can be turned
into a typeface in thew own right. This will

be discussed in the next chapter.



o

¥ Select the Blend
tool from the toolbox.

(4

aat,

)

M=_Double click on the
tool to bring up the
Blend options dialog
box. Here, you can
control the number
of specified steps
between your chosen
shapes and the
orientation.

MW_@Generate your text
in two different fonts.
Here, we are using
one uppercase and
one lowercase. Select
both pieces of text.
Click once with the

Spacing:

Blend Options

Specified Steps

blending in lllustrator

Orientation: [N |,

Blend tool on the first
piece of text then
click again on the
second piece. The
program will add the
intermediate steps
between the fonts.

ABCDEFG

Expand
B - Type Select Filter
[ ’
™ object Arrange » |
i 8 Fill ( Cancel ) Group %G
__ Stroke
. Lock »
' Expand Gradient To- - Hide >
| Gradient Mesh
\ Ebeclry: 1255 1'Objects | Expand.. |
| - —n Flatten Transparency...
B Rasterize...
Slice »
é !0 that these Object menu. This will Path >
shapes can be moved break the shapes away Blend >
and separated from from their grouping Engetone Distor >
o Text Wrap »
the originals, select and treat them as
Expand from the outline shapes. Cligpigg Mask >
Compound Path >
Crop Area >
Graph »

AAAaaaa

Transform

i Arrange »
Group #G
Ungroup 0RG
Lock »
Hide »
Expand...
Flatten Transparency...
Rasterize...
Slice >
Path >
Blend >
Envelope Distort >
Text Wrap >
Clipping Mask >
Compound Path >
Crop Area »
Graph >

14(

cdekg

: Type Selrect Filter

“.select the
Ungroup command
from the Object menu
to move the shapes
around independently
of each other.

ROUGHEN, ROUND,
SCRIBBLE 8¢ TWEAK,
PUCKER & BLOAT 68

CUSTOMIZING
LETTERFORMS 94

AMENDING
EXISTING TYPEFACES 152

CREATING HYBRID
FONTS

— o

160
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m customizing letterforms

ised in a variety of ways to manipulate typography. With a little creativity,

ckly produce your own uniquely customized letterforms.

abcdefg

emporary by rounding them oft or
£

L8[l Select Filter Effect
ting parts. Garamond, for example, —

Font >
I be updated for a modern generation Size >
f istrator r Free ( Y 1!0 Y D)
eeHand by converting tc | .
ra ithnes and manipulating, adding to, or Wrap >
ibtracting from the anchor points and g b

Bezier curves that make up the letterforms. Create Outlines X0

have t 1lso possible, as demonstrated in Find/Change...

reating Hybrid Fonts (see pp. 160-163), to Find Font...
! ' ' Check Spelling...

mbine elements from completely opposing

t tterforms to become hybrids. Designers Smart Punctuation...
ich a nathan Barnbrook have used this Rows & Columns...
implhing™ approach to design new type Show Hidden Characters
b 139
[
faces It 1s feasible to take elements from Ry (OriAEE,
ph Oglion 4
particular faces and combine them into T ——————
e font. The Unite Pathway command 15 a
way of performing this operation Take a j
k at sorme hybrid fonts that demonstrate TOCUsthnlzc
typefaces, instruct the
edure such as Dead History by P software to treat the
; tt Makela and Prototype by Jonathan text as shapes. To do

this, select Create
Outlines from the
ed into one lype menu.

k. Both feature two or more type



4€Then select the
Pen tool from
the toolbox.

w..You will noti
that the anchor

points and Bez

ABCDE

customizing letterforms

curves that make up
the letterform

now visible I~\ using
the Pen tool, it is

possible to add o
subtract points,
thus manipulating
the outline.

ab

4¢ By removing
anchor points you
can change the
appearance of the
glyphs. This can also
be achieved by
manipulating the
direction of the
handles of the
Bezier curves.

4His possible to
completely change
parts of the glyphs, in
this case, the tail on
the lowercase “g.”

ABCDE
ASLDE

W&Sﬁm

ABCDEFG

; Vr;nlvrm 9
Shape Modes
@™ e
Patrhindars.
B I Y 4

{ Aign | Pathhrdar

gt
=)

X0

{
= |
J

2-5plice glyphs
together by creating a
box and positioning

your type over the top,

making sure the
outside edge
intersects with where
you want the glyph to
be cut. Use the
Pathfinder toolbox

and select Minus Back.

o

al New characters
can also be created
from two different
fonts using the same
method to slice them
up. They can then be
united using the
Merge command in
the Pathfinder
toolbox to become

one glyph.

00 —
[Teanstom ] Avgn | Patnivdar (2}
[ Shape Modes,

L TRl BT -]

Pathhnders 1
E R e

AB

—

ROUGHEN, ROUND,

L
SCRIBBLE & TWEAK,
PUCKER & BLOAT 68

% COMBINING AND

I OVERLAPPING TYPE 86
AMENDING

I EXISTING TYPEFACES 152
CREATING HYBRID

‘ FONTS 160
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m screen print effects

1y does not always have to look slick and smooth. Excellent creative results

| by distressing your work.

er, 1t 1s best to use Outline text for  Silk-screen printing example, the screens

uses bold colors to may misalign causing

reproduce artwork. As - misregistration, an
me Originate your  with any handcrafted  effect that can be

ind create outlines of 1t Leave the fill  ptece, inaccuracies ate  generated in FreeHand

part of the look. For and lliustrator.

reen ettect 1S U ichieves a

parent and place a stroke width on it
ts menu to roughen up the brushes. These are located in the swatches
sraphy It 1s best to select a very low i lllustrator. Once used, these can change

tage therwise the result looks too  the stroke on your object to approximate to
ed and the authentic look 1s lost.  that of a cathgraphy pen, with thick and
ha mpleted these com:  thin hines. If used sparnngly and in the cor-

te the text behind the onginal  rect context, this effect can look fairly cred
inging the stroke to None and the ible As with many commands, it works best
Daqu f ing the  when combined with other effects to cre-

move the solid type a fraction  ate interesting typography. To obtain the

best results, expernment with the angle,

roundness, and diameter of the brushes.

calligraphy brushes The more extreme the angle and the bigger
her way of making your typography the brush, the more prominent the effect,

154 iligraph ind vice versa.



Vlew Window Help

Amly tast Effect
Last Effect

WE '3
HE

Document Raster Effects Settings...

Convert to Shape

»
Distort & Transform »

Path
Pathfinder
Rasterize...
Stylize

SVG Filters
Warp

Artistic

Blur

‘Brush Strokes
Distort
Pixelate
Sharpen
Sketch

Stylize
Texture
Video

j Type in your
desired text. In the
toolbox, select a
stroke color with a
background of None.

Free Distort...
Pucker & Bloat...
Roughen...

[
>

Scribble & Tweak...

» Transform...

» Twist...
> 2ig Zag...
>

> 0=

>

>

>

>

>

>

> ==
>

Select Distort &
Transform from the
Effects menu, then
choose Roughen from
the submenu.

~Zln the dialog box,
set Size to a small
percentage only. Then
select Detail in inches,
again to a small
number. More detail
creates jagged edges
when we want a
relatively smooth

3 e =

tlefe

O - i B

Roughen
- optoms — -
Size. 3 %
- = ( Cancel )
pas
|
@ Relative — Absolute o preview
Detail: 4 |pn
- — m
— Pornts .
© smooth C Comer

screen p

result. Once complete,
copy the text and
change the stroke to
None and the Fill to a
solid coler. Use
Arrange, then Send to
Back, to place the type
behind the original.
Then offset it slightly.

rint effects

-0 00
F | Styles Swatched Brushes “mbols \ (®
| RSN g som
|
=1 / o
o\® — |l
S ol ([N . \ L4
65 | 55 | 75
Z| | [Ye| ¥ |+

1 x> LI Ia-“ :IJL; l/"

3
42 _Outline effects can

be generated using
Brushes. Select the
text then choose a
calligraphic brush.
Different sizes and
shapes will give
different results. Flat,
angled brushes are
best to give an
uneven outline.

OUTLINED TEXT 60
MISREGISTRATION

EFFECT 62
HALFTONES 76

CREATING OUTLINE
FONTS 178

—_— i ———



digital type

fake an effect, such as neon light. Making objects look like

vely easy In ".‘\s‘h‘\h\“‘-

NEON GLOW




fie I image Laver Seiect Fiter View Window Heip
- Undo New Channel X2 3§ Tzizh w{a)H
—_— - e

Step Backward wz

el | = neon.t & J1.8% BCOEFC, Alpha 1y
Cut xx
ooy xc
Pavte xv
Paste into oxv
Clesr

Check Spetiing..
Find and Replace Text,

Free Transform
Transtorm »

Dehne Brush .

Purge

| Prevet Manager .

Suoke

Stroke R
width 20px

Color

Locatson

= taside @ Center  Outside

2. Select Stroke from e
the Edit menu and

choose an appropriate

stroke width. Here we

have used 20 pixels.

Opacry 100

INNER GLOW

O3
Ry

AN SR NAY

4 GG AN &

2 Select Layer Style o
from the Layer menu, :
then choose Inner

T¢+ I
nput

Output

4 Stillin the alpha
channel, add some
Gaussian blur of
between four and six
pixels. Select Curves
from Image &
Adjustments and give
the curve a distinct
spike to produce a
solarized effect.

Layer Style

ox )
Cancel

New Styfe

¥ Preview

a

—F

Glow. In the dialog -
box, control the color,
size, and opacity of

the inner glow effect.

ABCDEFG

glow effects

S.@lick back to your
layers in the Layers
Avto palette and create a
Options new layer. In Select,
Ziny choose Load Selection,
? preview choosing the alpha

= channel you created.

e wwane neie

~ BT e

“n nn

2 .Choose a color and
use Fill in the Edit
menu to color the
loaded selection. Copy
this layer by dragging
it to the page icon at
the bottom of the
palette. Select a layer
option of Overlay or
Vivid Light.

OUTER GLOW

v
+

iy

80
R/

PR ICTRN

[

2 Anouter glow is : =

created in the same
way as an inner one,
by using the Layer
Style command
located ir: the Layer
menu. The dialog box
has exactly the same
controls as for Inner
Glow, but the effect is
generated outside,
not inside, the type.
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m wood block style

ere has been a renaissance in the popularity of the handcrafted look. Many designers are

h P

-
v

now seex

jue  quahties of a piece of printed design, it 15
nk  possible to teplicate it, Photoshop has the

ability to use images scanned in grayscale
nal  to be used as brushes within the software.

By defining an area of an image no bigger

FEN

ng to give their work a more organic, emotional, and less technological look.

way of achieving this result is to generate
the typography and then use several
uniquely crafted brushes to distress the
outcome. By overlaying the brushes it is
possible to produce the same results as

faditional  than 2,500 x 2,500 pixels, you can simply wood block printing, where the ink does
est advantagein  use the tdit menu to Define Brushes. Al not print uniformly on the page.
wbacks to this  you have to do is name your brush and it The texture of real paper can also be
t you need to will appear in the Brushes palette. replicated by using scanned examples of
vcnatactersanda  Alternatively there are plenty of free textured papers as overlays on the typo:
ircommodate  Photoshop brushes available on theinternet.  graphy. A Clipping Group or the Layef
tica By scanning all manner or marks, from  Blending modes can be used to merge
e are ways to ink splats to roller lines, the letterpress these examples and produce authentic-
inalyzing the characteristics can be recreated. The main  looking printed results.
=T = =T = |
T —— [ rwet Prosets 3 ed
Q= T O
+ cov—__ hape Opnama s e i i
— ooy i
| '2nm you have e T —
== decided on your Y | '%’ —
T-  x- area, select Define cwore | ) SR—
L R . - ol
v e e BfUSh fro'n tht‘ tdit H— l;! ~
e e e
menu Name the bebe [
**  brushn the |G it
dialog box

-,
st

SOPTET

—\-bv.;a‘ » , A m “:,,
NJMH"‘

R L

37@ new brush

should appear in the
Brushes palette,



v Generate your
typography, then
rasterize it using the
Layer menu. Select the
eraser and begin to
use your new brush

to remove parts of
the letterforms. You
may need to use
several brushes to
obtain a more
credible result.

- é Photoshop File Edit Image Layer Sefect Ffiiter View Window Help
5~! Sranc r:'.l Vo Ban T oayfom B Aowion B gl Ewmerenoy

wood block style

T Untitled- 1 @ 33.3% (ABCDEFC, CMYK)

806

% Untitted- 1 @ 33.3% (ABCOEFC, CMYK)

0
Vot

R ~ A
HAEWNNN

e
N LB

~

ABCDEFG

|+

(¢80

w TR Becor

‘A_As you build up
the effect, the type
looks like it has been
printed using

a letterpress rather
than created using
computer technology.

2 Specialist brushes
constructed from
scanned artwork have
been used to distress
the typography. This
replicates the effect
of letterforms printed
with a letterpress.
With some practice

it is possible to
produce some very
convincing results.

MISREGISTRATION

im

EFFECT 62
CUSTOMIZING

LETTERFORMS 94
AMENDING

EXISTING TYPEFACES 152
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m distortion filters

ny preces of software allow the designer to distort typography. Photoshop is one of the
effective, and a variety of effects can be achieved using the Distortion filters.

vvvvv

10 make It appear as if it was being viewed
through a crystal ball, magnifying and
beveling the type This was achieved

gh a mixture of traditional photo-
y and computer-generated text. With

graph
the filters in Photoshop, it is possible to
attain similar, but less complicated, results.
You can manipulate the text so that it
appears to have been pulled in or pushed
out from a central point using Pinch; it can be
mapped as if lying on a plane that has been
pulled sideways using Shear: or placed on a
convex or concave surface with Spherize.
with these filters, Adobe have

ntroduced the Warp Text command, located

Aano
A0 e

in the Layer menu under Type. This func:
tion/command takes many of the distor.
tion filter options and adapts them specifi
cally for typography. it is possible to warg
the text in a variety of ways, such as in
vertical or horizontal arc, arch, wave, o
bulge, to name but a few. You can contro
the amount of distortion and transfei
between horizontal and vertical axes
achieve a multitude of variations.

These functions, coupled with filters
allow you to change the look of the typo:
graphy drastically, making it look as if it has
been twisted, curved, or even photographec

with a fish-eye camera lens.




806

% Untitled-1 @ 33. 3% (ABCDEFGHIKLMNOP, CMYR)

ABCDEFGHIJKLVINOP

~_Select Distort
1 from the Filter menu.
Select from the range
of options, in this
case, Spherize. In the
resulting dialog box
you can see a preview

~Doc 9 8AW &M

1l

333y

»

2 After generating
your text, rasterize it
in the Layer menu.
Then select the area
you wish to apply the
distortion filter to.

et

Warp Text

see Bwwes )

o)
P Honzonal  verneal Cankel

Sond 50 %

L%arp Text has

several options, such
as Bulge. This option
expands the text and
increases its size in
the center to make it
bulge outward.

Wenzonta) Dusanion 0 -
e
Vertical Distoruon o x
—_——————

DBLZEZZ2 AP

Warp Test

& tust it =
stre &t 7 P

¢ camnt |

end 50 %

Hos2omal Dtonio:
- -

vattical Distortion

-~ e

A Anocther option in
Warp Text is Twist,
which, as its name
suggests, allows

you twist and bend
the type.

distortion filters

of the effect and can
control the amount
of distortion, either
positive or negative.
This wiil make the
effect come forward
or recede.

Spherize B
Eio=

I Kuang @

Amount g5 % /"

N =1 /
. _
1 ﬁ%’r ,

Mode  Normai =)

BCOEFCHNN L

2 _Also try the
commands Arc Upper
and Arc Lower, which
distort the text by
making it bulge across
the top or bottom.

warp Text
stve Oavevoper 3] ) |

P ronzona)  Verical Cancot |

Seng 0 ®

Helzenut Dtonen O
R _

SHADOW EFFECTS 64
PERSPECTIVE 74
WAVE, ZIGZAG,

AND RIPPLE 104
LIQUIFY 108
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m wave, zigzag, and ripple

have looked at some of the filters Photoshop has to offer but there are several other

ZIGZAG

Y
L

e

"

ways in which you can distort your typography.
g a wate The Wave filter allows you to control the
t nthe number of wave generators, the amplitude
e theWave, of the wave, and also the type, by choosing
ereas the  Sine, Triangle, or Square.

-----

The ZigZag and Ripple filters affect the
typography by making it appear as if it has
an undulating surface. ZigZag distorts the
text both horizontally and vertically to pull
the characters in different directions around
a central axis. This forms concentric ripples
which makes the type look as if it is lying on

a watery surface. You can control the type of
zigzag by selecting settings such as Pond
Ripples, which is like a droplet falling on a
smooth surface, or Around Center, which is a
rotation around a central point.

Ripple is the less sophisticated of the two
filters. It can be set to make the characters
appear as if they were at the bottom of an
undulating pool.

Using these filters can be time consum-
ing and if not used with some thought, they

o)

Cancel )

LA 1)

Strie  Around Center —:—’

MZIhe Pond Ripples
style replicates the
effect of a droplet on
smooth water. Also try
the Out From Center
setting, which has a
simtlar effect

Liglag
—— —" =
)
{ Cancet
bed:
16% - I8
Amount %
———— N
Aidges 14
e e
ISV TIIvIe
Eeisy E -
E: Has3as
FHHH
\RRARRS

Style  Pond Aipples iT)

bedef




can provide relatively contrived results. They
need to be experimented with and practiced
so that you understand the kind of results
you can achieve with them.

They do not have the degree of control
the Liquify command has, but they do pro-
vide a large array of results. These need to be
used in conjunction with each other to gain

wave, zigzag, and ripple

the best effects.

There may be times
when you want to
make your typography
look as if it is being
viewed through

some kind of liquid, as
if it is at the bottom

WAVE

M. The Wave filter
makes type look watery.
Set the Number of
Generators, the
Wavelength, the
Amplitude, and the
Scale. Use a smaller
number of generators
for a more convincing
effect. There are also
different types of
wave—Sine, Triangle,
and Square.

of a swimming pool.
If used with a little

thought, the wave,
zigzag, and ripple
filters can provide
this kind of
distortion effect.

RIPPLE

Number of Generators 4
e e ———

. Mav Square
Wavetengin 200

qbodes

LT
Undafined Areas

" Wrap Around

) fiepea) Lige Paels

ig The Ripple filter
ripples the solid edges
of the typography
rather than working
from a central point.

T
T ROUGHEN, ROUND
v
7
L 2

SCRIBBLE & TWEAK,

PUCKER & BLOAT 68
PERSPECTIVE 74
DISTORTION FILTERS 102

LIQUIFY 108
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M With this filter, you
can choose from the
type of lens it mimics,
the brightness of

the flare, and the
center point.

2_Ahother popular
effect is to use Lens
Flare, which gives the
appearance of light
being reflected off

a camera lens as it
takes a photograph.
This is also found in
the Filter menu.

3D Transform..
Ciouds
Difference Clouds
Lens Flare...
Lighting Effects...

Lens Flare

Brightness o

et Cance

Flare Center

Lens Type
# 50-300mm Zoom

Prime

& e

lighting effects

44 Generate your
text, then rasterize it
using Type from the
Layer menu. Then
select the Lighting
Effects command in
the Filter menu.

i

~Zln the dialog box,
it is possible to
choose from several
light sources, their
direction, the material
the light falls on, and
the exposure. There
are several styles of
lights to choose from,
including single and
multiple sources. You
can also change the
color of the light.
This filter effect can
take some practice
to master, so plan in
advance what you
want to do.

lighting effects 1.uf @ 33 3% (abede, RGB)
PESIE | e | I

%—Apply the same
Lens Flare effect to
the background as
well. This unifies it

with the type—
placing the flare
on the type alone
may not look

as convincing.

I
!
¥
i)

"
|
q

GLOW EFFECTS 98
TEXTURE EFFECTS 1o
OTHER EFFECTS 12
METAL EFFECTS 16
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JQUITY
give a sense of movement to your designs. It enables you to
nerally aistort any layerl
inks to the clipping groups and
& Emboss, the effect is easy to
Ve 3 0oks very authentic
Y n effect, what you are doing is copying
he image torting it, then viewing it
ty through a clipping group with typography.
ther words, by using the Displace filter,
I are able to place a distorted image
nside typography and then add depth to it
i1sing the Layer Stvles to 31i\’(‘ an inner
eran bevel The shadows and highlights can be
t to specific layer blends, such as Multiph
FIASS EEFECT or >creen "-!-"l|[‘|t‘t\‘l|‘t't ffect. This makes

the type appear ra sed and translucent.

P
Open
T isis ovies i
* ®! LIQUIY AND (AAYS
P T
» Ju ite the menu In the cialogp  ERNA
nd layer and box, locate the =:."
t e the {ext ll,.[..-l,\[. » file yvou
place wved. The software L
4 -
from t he tort will use this text to LU
nand in the Filter lisplace the image om b

{Ticate a clipping
* group between the
displaced image and
the text by clicking and
holding down the Alt
key on the line that
separates the layers.
Use the Layer Style
menu to add an inner
bevel and drop shadow
to the text. Finally,
adjust the levels on
the displaced image
to make it appear
shightly lighter
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LIQUIFY

~=.Ihe filter provides
a variety of type
effects, such as
Pinching, Twirling,
Smudging, and
Waving. You can also

liquify

The Liquify filter can
produce a watery
effect on your text.
The variety of tools in
this filter means you
can distort the text
but exercise a degree
of control not possible
with the wave, zigzag,
or ripple filters.

freeze certain sections
so they remain
untouched. You can
produce some very
interesting results
with this filter.

s Co)

j Liquify works best
with large portions

of copy and can be
rendered over images.
Generate your text
then select the Liquify
command from the
Filter menu.
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m texture effects

There may be times when you want to make your typography look as if it is made out of

WOOD EFFECT

< e

2\ &

thing other than printed ink.

y for new There are several different ways of pro-
irly  ducing textures. The traditional method is

n web to take a photograph of the appropriate

g texture and then scan and apply this in

software such as Photoshop.

easily with some degree of credibility. The
effects are more believable when they are
subtle Textures can be applied to the back-
ground or, if it is bold enough, to the typo-
graphy itself.

\
K _Jype in your text
and move the layer
with the wood
texture above the
text. Hold down the

Pse / Satur ation 5
— Alt key and click on

[ ow —<§

e 3

Cancel

™ e

Satwsteon 41 Load

— - PEm— Save

ghtrets a2

=
¥ Colonre
!Puw-
;R »_»i',,,.- some

btain the

it ituration

y ng With looming deadlines and perhaps no Using an combination of the Noise,
i way access to the relevant texture, this is not  Render Clouds, and Texture filters makes it
etimes car always feasible. Software developers have relatively easy to fake a number of appear-
vabout the recogmized this and Photoshop now has ances. Brick, wood, and slate are all attain-
the capability to fake textures quickly and  able with the software.
ye LA
| | oo A JOUI B | | S0 I ) S o e P |
- Layer Style =
: === g )
i e teoae s ) e
T P e - & Previen
ik Orwima B o Do
ne texture r o Bevel at Smbves w:’_ : : .
Ta dgra s ::: -ty
N - ol "
3 -‘n IVC 3 ot Rty o is—wm
f A'_t" } B r i Oty Py A- e —
r re natura ——r Ly Ly =" e s e 3
31 100k — e e e e, T
"V ——
Ve '

the line that separates
your text and wood
effect to create a
clipping mask. The
texture should appear
inside the letterforms.

Use the Layer Style
menu item to control
the Bevel and Emboss
function. Add a drop
shadow to create
some depth.




texture effects

SLATE EFFECT

LQEEO
| Channels " Patrs

RCE

o8

1otoshop File Edltm Layer Select Filter View Window Help
vaotn [ Heght . Mode P | ouelinch T3) ( Frontimage N Cew )

)1 Create a new layer =

and use the Render ‘@00 _Adjustments > [NETRIF %L

x1

x2

E 4 L B
| ' Auto Levels ¢ L o 1 .
filter to create clouds. f Duplicate... e i [ el e L LT LB o LT L x3
In the Image menu ARG Auto Color 038 £
' Calculations...

select Adjustments, Curves... M

ize f image Size... Color Balance... 3®8
then Posterize from Canvas Slze. . Brightness/Contrast...

hi

e U This Rotate Canvas b o caruration... 36U ? _
commands flattens 2 s Desaturate o%u sing the Blur

Replace Color...
Selective Color...
Histogram... Channel Mixer...
Gradient Map...

the tones Ofthe CIOUdS. fi|ter‘ app|y a Gaussian
blur to soften the
texture. Use Select All

and copy this. Select

R

Invert

wighing Enecs Equalize the Channels palette
st oot » - ""' and create a new
e " e channel. Paste your
vemtioe omm ) Jaretons copied texture into
“on
= oy o L the new alpha
P . channel. Use this later
. to create the texture
o m——— — " } T e — for the slate.
——
et P30 65 Metallic g = = e
Under ° “m' l IC [' I.‘ I‘ l‘ iS I& 'V |ﬂ 19 I' > I‘.' [VZ l'-! 114 ]’E I!'s I" Ils I"J F
o = T oo g
Aambrence Neaatve ol Positve
e e P e e e
Texture Channet ~ Alpha L =)
Fwhite 15 high
Flar 13 Mountanous

Height
e

2 _Select the Lighting  generated earlier to
Effects from the filters.  act as the texture onto

Hue/Saturation

Choose Omni in Light which the light source .

Type and position it is projected. You can Had TR ﬂ-_

where you want it. Set  also set the Height of ’ f—— ——— “_é:’-_‘ P As you did with

the Texture Channel to  the texture here, either o« g scrwnw e «%j, I thewood effect, use

Alpha 1. This uses the Flat or Mountainous. Ughtness 31 D Hue/Saturation to

rendered clouds you Relatively flat is best. e S colorize the texture
[TT7T7 @oreview and give it a slightly

blue cast.

# BLUR FUNCTIONS 70
LIGHTING EFFECTS 106
# OTHER EFFECTS 12

1
% METAL EFFECTS 16
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Thet 1
B other errects
r effects that are easy to produce. However, use them with caution—

hey may not always be credible.

PERFORATED EFFECT

enm B untitied-1 @ 33. 3% (abc, CMYK) -
et T F P P F F T P PR W I e e e
" nerate valir 1
}
L@ €
1t Dock to Palette well
New Path...
d
14| )}y
1 2 =
. m

Palette Options..
e e——
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Layers >
‘Normal &) Opacity: [100% 1—’

o Q] F[+[a]  r[oox 3

® ||y Layer 1

s [T~

o | l—_—l Background o

9. 9 1 CJ 3

XZCreate a new layer
in the Layers palette
to generate the
perforated edge.

other effects

Brushes »
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" 3 1 1
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Color Range...
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Crow
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Transform Setection

Load Selection...
Save Selection...
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Border..
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< In the Layers
palette, select the text
layer again and load
the text as a Selection.
Click on the layer with
the dots and fill the
required color. Load
the Selection again
and create another
new layer. In the Select
menu choose Modify,

44_Create the brush
necessary to complete
the effect. To do this,
open the Brushes
palette and select
Brush Tip Shape. Set
your diameter to 12
pixels, hardness to
100 percent, and
spacing to about 150
percent. An example
of how this will look
appears at the
bottom of the palette.
Select the Work Path
you created in the
Paths palette and
select the Brush tool.
In the Paths palette
drop down menu
select Stroke Path.

A series of dots wili
appear around

your text.

then Contract, from
the submenu, and set
it to 10 pixels. This will
create an inner shape
on the text. Fill the
selection with a color
of your choice. Here,
we have also added a
background color and
an inner gradient and
drop shadow.






three-dimensional depth

Photoshop’s filters offer this function. By
using the Motion Blur filter to a consider-
able depth you can induce a large drop
shadow with a soft edge. Changing the
curves on this drop shadow so that you
have a very sharp cut-off solidifies the
shadow into a hard-edged shape. Use the
curves again to clean up the edges. Paste
the original text on top in any color other
than black for a three-dimensional shadow.

THREE-DIMENSIONAL EFFECT

other effects

00 ~ 3D Depth.uf @ 33.3% (ABCD, CMYK) Curves
4 T T L U S U AT LA LA L I LA L e EEan i We o U o 13 Channel = CMYK ) =" )
—— 44_To make this layer
= e more solid and less
tod translucent, use
7 = the Curves in
- Adjustments from
7 = the Image menu. To
# = S sharpen the edge,
B G T = : L4 the curve needs to be
SRR 5  almost vertical at the
3 oo - beginning. Repeat this
] ":it, —y > step to solidify the
o Dl e type completely. Then
7] e move your text layer
E . ’D:f:w - to the correct position
- UOUR T UOUR PO U000 SO0 cOU0R OO0 OO 00N JOUOL 00 000 OB L300 w300 o0 and set the color.
333x | a Doc. 9.84w/1.3 e
e
o O
¥ 1
4~ Generate your 7 =, ’F
typography in a RIS Ty ETY E Mation Blur =L L
suitable font. In the g Cox
Layers palette, copy =T
the text layer and ¥ ; Sy *
rasterize the text. Pr-Using the Motion A “' *‘ B ———
Move this below the Blur filter, blur the 3
original text layer. This ~ shadow layer in a 5 W 1 - Y ScveLAuDEMBOSS 66
will form the shadow.  suitable direction. o i 106
e e ¥ TEXTURE EFFECTS 10
Angle -55 % METAL EFFECTS 16

Angle to s5 degrees

and the Distance to 225

Oistance
-

pixels

2265 pixels.
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m netal effects

As the number of commercial websites increases, designers have to make their logos stand

out above all others. As well as wood and slate effects, metal finishes also work well.

T i nmufiiate an

T A g i £ Wwaw (0 hinting at the
e covTiained sathin. Withouat realiz
Subjert matters to
ilar ways Adding a
typography can give clues
message belng com

ine text or the nature of

matter Tyge involving aerosol
graffiv immedaisly gves a “street” look
> i counstd plasticlettersindi
it the tarpet audience s children

31 all-iinportant texture,

. [ t e 1

st effective piece of

software It can recreate a large amount of
textures with relative ease.

Metal fiishes can make typography
imposing and different types of metats
have their own personalities In the 1970s,
designers used airbrush techniques to get
a stylized chrome effect. They buitt up
images with pamstaking detail to achieve a
smooth, reflective surface. Photoshop can
achieve the same effects without the need
to build up numerous color layers.

With a mixture of a Gradient Overtay and
Bevel & Emboss you can obtain a chiome
effect in minutes This can be nmproved on

by adding other layer options such as Satin,
Inner Bevel, and a small amount of distor-
tron. It 1s also easy to create other types of
metat effects, too. Using the qualities of the
metat as inspiration, you can create smooths:
brushed aluminium textures using Noise
and Motion Blut filters. Rough cast metal
can be recreated using Noise, Relief, and
Bevel & Emboss commands.

These textures can then be accentuated
with Lighting Effects and layer options to
provide a three-dimensional effect on two-
dimensional typography. The effects can be

very convincing.




metal effects
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LA;:cess the other small drop shadow | A
layer styles in the to the text, along with  Tus o ocrmena 1L
Egn A

same palette. Activate
the Drop Shadow
option and apply a

a slight amount of
Satin to bring out
the highlights.

/1

é Use the Create
Layers command in
the Layer Style menu
to turn each of these
effects into separate

layers. You can

now adjust them
individually by adding
filters. Select the
Gradient Layer and

apply a Wave filter to

it to soften its strong

horizontal line. Finally,
apply a Gaussian blur
to blend the colors.
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B Metal effects continued

CAST METAL EFFECT

Alse

" YaXa) $ Untitled-1 @ 33,38 (Layer 1, RCB)

s S

"

Bas Rehef

44770 obtain the look
of cast metal, select
the Bas Relief filter
from Sketch in the

I - Filter menu. You can
i o control the Detail,
g EEootings 2 Smoothness, and
1 Al . ] | .
- ¢ T =) Ll'ght Direction in the
1 dialog box.
i w »
Layer Style
vel snd Embesy Motion Blur

«_J0 make the

- — orormen 3 texture appear
— > - recessed, apply a —_—
@ om Bevel and Emboss @ preview
9 0ot omt tmbess o layer style. Select an
— = appropriate Depth
. and Size, making
- L 4 sure Direction is
A set to Down. e ”
A& 1 " Angle 41
- roe ¥
x> - v: - Distance 75 pixels
- el . e ————
Agad the text as a
3 1% S r— Selection again, apply
. v, b Add Noise, then
i e “mioun re— rasterize the type
ton S layer. Apply a Motion
il o 1o Blur filter with a
> " - - diagonal angle to
717,  — .- provide the machined
W rially.a e . edge to the text.
antlr 4 Ol _ R e Contract the selection
4 T - — by the same amount
‘ .“ 1 :, — as you did before and
= o — - delete the inside. To
; o 334 make the edge look
1 r - . e three-dimensional,
p ot add a Bevel and
; T | - Emboss to this layer.



The letterforms look
as though they have
been made up from
cast metal. This
effect was generated
through a process
of building up
several filters.

\@R%g ~

Several filters have
been applied to the
background to make
the type look as
though it has been
cut out. These effects
could also have been
applied to the text
itself to create an
aluminum look.

frwr‘“'-"-—?‘r—t—-—-—w

o

¢

ALUMINUM EFFECT

CiaXa > ” T T
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5 Outer thew argie g W use Govsd Lot o Preview
}r Angie 0 3 e Giew e — i o
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E’r Distance 225 pixels Ie ' ‘‘‘‘‘ e gy - -

.—,, O 7 1Bv S0 e
‘6 D._. E w Ovoriey Comonr . At ahmed

et Ov A -
p—nm 81 Doc 7 38877 38u v Pattem Overtay M 3
j e —
. N [ 1 S el
Fill a layer white
and apply Add Noise. = Apply some p
Then use the Motion  lighting effects to - EX N
Blur filter to replicate this surface. Here - “_Generate the type
g yP
} &= i # CUT OUT AND CUT

the pOlIShed surface, we hlave US?d a Soft 2 on a |ayer above in I UP EFFECTS 88
Choose an Angle Spotlight with a wide i - white and apply an % UIGHTING EFrecTs 106
of zero and a high focus. Set the Texture W -} Inner Shadow using % TEXTURE EFFECTS 10
pixel Distance, Channel to any of the Layer Style to make # OTHER EFFECTS n2

RGB channels and set
a fairly flat Height.

the text look cut out
of a sheet of metal.
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m editable text using HTML

HTML is the basic tool used for writing and constructing simple web pages. Limited

typographic detailing is possible by using Cascading Style Sheets.

i areiween

T t gnal purpose was o Sheets (CSS). Its function is to work along-  thus gaining some control over how the
e cond fihe presentation of the  side HTML 1n order to give the onginator type is presented. Most browsers support
¢ hanaos of the user This  more control over the typography. CSS and any that have difficulty with it just

« of irol 2t thé& guginator's end What CSS does 1s take alt the instruc-  ignore the coded instructions it provides.

detaiting Is very

1§ MMM there are three Dasic types  text to refine how it is displayed in particu-  software to try and make it as easy as for-

=l e =k 3l serl® proportional  lar browsers. It embeds a set of instructions  matting text in any page layout software.
Wans se° ang monospated These are the  In the page that controls letterspacing and For those wanting to use specialist fonts
setault web fonts since they are tne only  leading It also allows designers to specify and preserve typographic detail there is

guaraniead 1o be avallable on every

e o1 ALINE Sysien along with the type’s position on the page  which can then be placed on the page.
H TM L ........... (]
@
.= ABCDEFGH
"= - " Arawhora dics w vma. pocniata reddat. sore velim, chartin pretiun guotus
— - - - - ] amuget annus
» Th T . - - scnplos abhing annos centum qui deaidin inter perlecine veterowque relem
- e deber an o
L M . ) &t ] sibis awtgue novns B achudat gt B OF s vers aque probas. centum
ettt qui petii it annos
R gh) W T ki S S O Quid qurdepernt nunos s mene sel anso. iner quos gelerendus ent’
— - - Velereane povtas,
3 B ey O3 8 QU €1 PrACACNs ¢f Postens rspual actas !
At P Al the e LDKLMNOP
e (713 . - A Olsie quulens seteres mice ponctur honesie: qui sel niense brevi vel o est
- — s Wi anm
—_— . ’ — o 0 Unor permose candacyue pilos ut equmae pavlatim setlo uaum, deaw
: o - = cham usum Jum
i Al Condat elunus FaInC ToCatis acervi. gui redin i fasts ¢t Vrtuiem acxiing
annn MatuIgud
- it 4 il et quind L ihiting sacras it
St G - e — f%
INE Sy COFY W abcoerG
e 1 -ian ® 2 _Fhis simple page browser window to
e T was created in make it smaller, you
— A e ——— g f—— ¢ p— .
——— P i i Dreamweaver The can sec it has moved
e s o B . g b A 4 " "
e — Y S e ——— 4 . —— text has basic pagc the "live” text around
: > P e e e e e st £ | fOrTBIMIME Theico py in the window to
Iy erdge LN e typefare size e L e e runs almost all the make 1t all visible.
the abowe code imuse  and osler, The textls — o S o 4 —y way across the page. However, the line
Thess iy 2 iMic bar v " msating that i) We have used the breaks have produced
i Browwiee @ Ditle an be highlignied Shift-Return keystroke  poorly formatted text,
Ldy copry amd 3wt rogued, and pashed to put in line breaks with large gaps
b, These ioe denpieod It ceher jpplications Having resized the evident in it.

cascading style sheets
The World Wide Web Consortium devel-
oped the language of Cascading Style

tions regarding the font and centralize it. it
offers the designer a way of formatting the

size, color, weight, case, and line endings

These directions then apply to all the
typography contained within the site. You
can apply different stytes to “blocks” of text,

Dreamweaver has been set up to pro-
vide this complicated coding within the

another choice—creating text as graphics,




CASCADING STYLE SHEETS

CSS Rule defimtion for .page

Category Tywe
Type =, i
| ixxorouna Font Tumes New Roman, Teves. sent
Block . y
Box size 16 @ e B)
Border r sl
st stle nomal (3
Posmioning — =
s Une nesge ®
Decoration __ underline
_ overtioe
_ line through
_ blink

none

| i)

3 Cascading Style

Wesght

Variant

Case

Calor

Appiy

camal

@EDE

B ooio00

Cancel | £ 0K )

{ Help }
Sheets work in the €55 Rule defimtion for page
Categary Posimomng
same way as the style 10
Background
sheets in QuarkXpress. e i _ad8l -
Sorder wiatn 601 2 pm 3] 2.1nder @)
From the CSS Styles poirsrg e e S R ®
Oxtensions
palette, select New Placement cie
from the icon. You can oo @ D w0
Right Right B
then use the left - ot @
et 30 @ e (6]
menu bar to select i === :
the items you want to
apply the styles to. e Roow 1 Gona (T65D)
Untilled Documeni
[« file ///Users/ae6/Sites/web/Uniitled-4.htm! = Q- 2 — |
* £SS
gle Amazoncou VDs & more Welcometo S Unuvergnty Cuardian Unlimited  Apple  Mac » [C5S Seyles | Layers
N R cumen
ABCDEFGH it
<style>
stylel
L . B E srle2
Si meliora dies. ut vina, poemata reddit, (——— ——
scire veilm, chartls pretium quotus arroget Properties tar * style2”
annus. scriptor abhinc annes centum qui tont tamily “Times New Roman® T
~ decidit, inter perfectos veteresque referri Lo 1éo
debet an interviiis atque noves? Excludat — (oo
iurgia finis, OEst vetus atque probus, | I‘:':'“mm
centum qui perficit annos. O Quid, qui e e
deperiit minor uno mmense vei anno, inter text- teanstorm
quos referendus erit? Veteresne poetas, tont varant
an quos ¢t praesens et postera respuat text-decorstion
aetas? tont
text-shadow
font-siz¢- 26just
IJKLM Nop tont stretch
. -’ & i
Olste quidem veteres inter ponetur boncste, u:::z.a.
qui vel mense brevi vei toto est iunior anno, > Background
O Uter permisso, eaudacque piios ut v slock

cquinae pauiatim velio unum, demo ctiam
unum, dum cadat eiusus ratione ruentis
acervi, qui redit in fastos et virtutem
aestimat annis miraturque nihii nisi quod
Libitina sacravit.

|
' QRSTU

Ennius et sapines et fortis ct alter 1lomerus,
ut critich dicunt, leviter curare videtur, quo
promissa cadant et somnia Pytbagorea.
Nacvius in manibus non est et mentibus
haeret paene recens? Aden sanctum est

; ,, 2

editable text using HTML

€SS Rule definition for .page

Category Box

Type

Background PR 3

Block width 600 () pix.. %) Fon ®
Box o
Border Height 800 @ _p:_x_j Ctear G
List

(355 0 Xy Padding Margin

Exiensions

~~You can control
the Positioning of
the text within the
browser window
by using a variety
of measurements,
such as pixels

or centimeters.

Righ

Bonam

rz Same for all

{If you apply these
commands to the text
used above, the
formatted text
occupies a smaller
block within the
window and there are
v now no awkward-

looking line endings.

Top. [ 7@ o

Right.

Bottom

L?j Same for all

Lef

)/-Apply ) { C:ncel ] ( oK )

word-3p3cng
letter-spacing
text-ahign
veetieal- align
fext-indent
white - space
display
Border

fo1

width 6em
height

foat

<V

ey
T Al
> Application
» Tag Inspector
> Files

LA -]

2 _The Box tab allows
you to control the
width and length of
the box in which the
text is sitting.

LIt is possible to edit
all of the properties
for a style sheet using
the CSS Styles palette,
by clicking on the
chosen style and
making amendments
to the requirements
as needed.

ANTIALIASING

FONTS OPTIMIZED
FOR SCREEN

COLOR AND TYPE FOR
THE WEB

EMBEDDING FONTS 132

124
126

}
%
)
*
|
. 3
I
»
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m bitmap and GIF images

redict the fonts installed on a user’s system, it is better to use images to

ypography doesn't default to the fonts used by the browser.

\ ng your type in an image format  piece of “live text” that can be copied of
\ | ' experiment and present  pasted, as with HTML. Search engines cans
plyawhole not add it to their databases, and you can=
shadows and  not embed hypertinks.
re control over the With this in mind. use GIFs and JPECs for
ow.Manyof the creating title text, headlines, or rollover but
earlier in this chapter can  tons only. This allows you the freedom to
based images.  experiment and create eye-catching typo-
f using type as an  graphy where particular attention has to be
has to be rendered,  paid to the detailing of the text. However,
ad whenyou these formats are not suitable for body
making up a page, even if com-  copy—for this, use typefaces that have been

high. it ilso nolongera  designed for the screen

»

Ao

2 The same image
has been reduced to
72dpi, the typical
screen resolution.

This version has lost

a lot of detail and,
when enlarged, shows
jagged edges.

: Here you can see a

typical print image at
2 ..];A The '<|"l.y‘v'
the yuthne u,..‘t“
ind consistent with

relatively pood detail




2 This is text saved
as a GIF image. It has
been designed to be a

button on a web page.

By using images of

text for items such as
buttons, title text, and
headlines it is possible

to produce a range of
possibilities. Rollovers
can look like the button
has been depressed by
changing the color
and even the depth
of a simple bevel filter
in Photoshop.

< Titles and
navigation bars are
the best places to use
bitmap or GIF images.
Here you can obtain
subtle effects not
possible with “live” text.
In this navigation bar
we have used simple
typography and arrows

to click between pages.
When a link is clicked
it becomes the focus
of the navigation by
making it the darkest
element in the bar. The
other links are still live
and when clicked will
also behave in the
same way.

sl

Sirih
i

-
editorial

typography
Ly

D

iHustration

abc def

2 One of the
advantages of using
GIFs is that you can
always use your own
fonts, such as the one

above, in titles, headers,

or on buttons.

\

nmjdeals

centents

-
.mq!L\._;#ﬂ-“
gy -
,«‘&""
2 GiFimages can
be used to display =]
modern typographic 6
a q 2 W SHADOW EFFECTS
de5|gns.W|thout being - (N 62
constrained by the !lﬂ ANTIALIASING 124
system fonts. m'p ANIMATED GIFS 134
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m antialiasing
Some font at low resolution on screen, are not very legible. When reduced to

sizes, their letter shapes are not recognizable and are inadequately spaced.

T vs tont sizes larger than they would  pixels of varying shades to the shape of the
rexample, this would letters along curves and diagonal lines, cre-

- n a PC 12-point type  ating the iliusion that the font is more

ts rounded and refined.
ed on screen, only This function is excellent for fonts above
le its outline shape  a specific size, notably 14 point. They appear

iuses inconsis-  smooth and legible. At small sizes, though,
nt, as fine details, such  antiahased text can be difficult to read, as

the process. In an  glyphs produced with a stroke width of
ract this problem, a only one pixel look fuzzy due to the added
1sing can be used tones around 1t. At small sizes, it is far bet-
moothes the jagged ter to use fonts that have been optimized

igh bitmapping. It adds  for screen use (see pp. 126-127).

- Abcdefghiyjkl
Abcdetghykl

& Photoshop Ffile Edit Image Layer Select Filter View Window Help ;Ewnnhli'}s

TH It 'gs B (hequar il T 18 ot Tl CRY o None | -ii - /’f\ 3 command has several
gy Shap - settings—None,
Yo Crisp g.(lf@ 300% (Layer 1, Gray) Sharp, Crisp, Strong,

s 15 3 Strong lﬂ |9 -
i IS GPEE IS AW S W S S ;lA;‘rlrlilrl‘AA]AAAA‘AAA.]AAAA]L and Smooth.

Smooth




D

M_Antialiasing
works well with large
point sizes. Any text
below 14pt tends

to look fuzzy and
becomes illegible.

‘| 18PT BODONI

18PT UNIVERS

antialiasing

§i melioradies, ut vina poematareddit, scirve velim, chartis pretium quotus arroget annus,

Sit

8PT BODONI

s

nebora dies, ul vina, poemata reddit, seire velim, chartis peetium quotus arroget anmes.

8PT TIMES

8PT UNIVERS

18PT TIMES

A

the antialias

command is used.

a Type sizes above
14pt look smooth and
retain more of their
original shape when

4{_ype sizes below
14pt do not retain
their legibility as the
software adds the
varying shades of
pixels. This makes
them harder to read
on screen.

BITMAP AND GIF

IMAGES 122
FONTS OPTIMIZED
FOR SCREEN 126

HINTING 128
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m fonts optimized for screen

The constraints of screen resolution mean that viewing fonts at small sizes is problematic.

Specific screen fonts with large, open counters and ample letter spacing solve this issue.

ntaklasing 5 ysed ta smpoth jagged
A n pixelated fonts Tor presema

ieens & dow fesolution. Although

weell fon larger display type it does
tor srmatler bady copy

fo ) mry

s that tne designer can

giedet the resolution of the screen

tvpe willl be viewed on. It may vary from

Bag « 2Bo pldsls w1600 X 1,200 pixels
Jerseniding 00 WSS set up

4 . o 1y
e .5 W AT

S (o work within the con-
traints ymposed By the screen. Body copy
16 that Jook legible at both high and.

Monospaced,
proportional sans
serf and proportional
senf faces The top
two lines are

monospaced fonts
Courier New and
Monaco. Both have
glyphs that are all the
same width, whereas
the sans senf face,
Helvetica (in the third
ine}, and the
proportional serif
face. Times New
Haman lin the battom
mel ave characters
of varying widths

more importantly, low screen resolutions
are needed Senf fonts do not transfer wetl
to low-resolution screens because of the
nature of the pixel grid. This means that
detail 1s lost at small sizes. For this reason,
most body fonts viewed on the web are set
in sans senf typefaces.

HTML, being a basic language, altows
three types of font to be used within any
site They are proportional senf (Times New
Roman), proportional sans senf (Anal and
Helvetica), and monospaced (Courier and
Monaco). Working with these limitations

means the choice of typeface within a sit
is cruciat for small text. If the user doesn
have the specified fonts installed, the soft
ware will default to one of the above faces
The problem of legibility for the screen
has been addressed a little by the develop-
ment of new typefaces. These have bee
designed with how well they read at 72 pix-
els per inch (ppi) in mind. Internet Explore
will install these fonts, which have gener-
ous character spacing, larger x-heights, and
open, rounded features to make them more

suitable for online reading.




fonts optimized for screen

» On the left-hand
side is type set in
Futura and Bodoni, in
varying point sizes.
These fonts are often
chosen in print design
for their classical
proportions. On the
right-hand side is type
set in Verdana and
Georgia, in the same
point sizes. These
fonts were designed
with screen resolution
in mind. At small
sizes, Futura and
Bodoni become
difficult to read.
Verdana and Georgia
do not, as they have
more rounded and
open characteristics.

abodefy

abedefy

abcdefg

abcdefg

abedefg abcdefg

abedofy

abedefg
abcdefg

abcdefghi
abedefehi

2 Georgia 10-72pt
Although Georgia is a
serif font, the 10pt
version (bottom) is
still legible. Although

abcdefghi
& boer s s b

2 Bodoni1o-72pt
The 10pt version of
Bodoni (bottom) is
illegible and
unrecognizable. The
amount of hairline

abedefg

abedefg

abcedefg

the glyphs don’t look
exactly like the
originals (above), they
retain some essential
characteristics.

abcdefghi
abrcdefghi

proportions. Even
though the 10pt
version of Verdana
(below) is quite
crudely rendered it is
still legible.

2 Verdanaio-72pt
Screen fonts are
designed to be as
simple as possible
with large x-heights
and open, rounded

serifs and the varying
stroke widths do not
render at such low
resolution, proving
what works in print
does not on screen.

Andale Mono
arial

arial black
comic sans
courier new
georgia

impact

Times New Roman
Trebuchet MS
Verdana

44 These are the fonts
installed by internet
browser software onto
the user’s hard drive.
They are "safe” fonts
that everyone will
have and be able to
use. Some have been
designed with screen
resolution in mind and
so will be better for
rendering body copy
on screen.

abcdefghi
abod

=t !;_I'l |

2 Futuraio-72pt

Notice how a simple
feature such as the
round dot on the
lowercase letter “i”
becomes a square at
small sizes. All the
rounded qualities

of the font are lost
and the spacing has
been distorted.

# EDITABLE TEXT
| USING HTML 120
T ANTIALIASING 124
nlr HINTING 128
% COLOR AND TYPE FOR

THE WEB 130



m hinting

W
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made up from only a imited number

his may actually slightly distort

tretch the onginal letters to fit the grd,
ng this improves legibility enor

The letterforms become more re

ible and have a uniform thickness

mpared with other type with

In see why it 1S so impor

not merge together

reduced to small, bl '-F/}"vah'.

rocess of manipulating a letterform so that it retains its legibility and

characteristics when reproduced at small sizes and low resolution.

The knocked-back,
btocky image is a
towercase “u” that has

been set in Verdana.
When the character is
“hinted” to render at
small sizes at 72dpi, it
has to conform to the
pixel grd (the blue
hnes). You can see
that the character has
been adapted to fit
the pnd by forcing the
teft- hand side over to
the nght.




» The four
characters on the left
are set in Verdana, the
four on the right in
Times New Roman.
The bitmapped
characters are
enlargements of text
tendered at 8pt on
screen. As you can see,
the bitmapped
characters don’t have
the same proportions
as the original glyphs.

ad 4d
yiiu

2 When the
characters are on the
pixel grid, you can see
how the glyphs have
had their proportions
altered in order to

fit it. The Verdana
characters on the left
have been compressed
horizontally, whereas
the Times New
Roman “a” has been
extended horizontally.

=sdi
U1l

abcdefghijkl

abcdefghijkl

abcdefghijkl

abcdefghijkl
abcdefghijkl

2 This type, setin
8-,10-,12-,14-,and
16-pt Verdana, shows
how the proportion of
individual characters
actually changes
across the point sizes.
For the most part,
glyphs with enclosed

counters become more
extended. This is most
evident in the changes
between 10 and 12pt
and 14 and 16pt. If you
look carefully, you can
see that this affects
the letters “a”and “e”
the most.

|
|

hinting

4 ANTIALIASING 124
& FONTS OPTIMIZED

FOR SCREEN 126
DESIGNING PIXEL FONTS 170
CONTROLLING HINTING 184



the complete guide to digital type

m color and type for the web

ternet is viewed on screen, which emanates light. Color type viewed on screen can

me unusual side effects, making the choice and use of color a major consideration.

' tisimpor-  bolder on screen than it actually is, an To guarantee legibility, the designet
\/\/ ' ntrast  effect sometimes called "blooming.” This is  must ensure that the contrast between
back iused by light appearing to seep into the text and background is neither too strong

or too weak. Contrasts of complementary
ice many designers view black as too  colors can work well, providing the intensity

fark and somber, they try and find other of the color is not at full saturation. This can

nature of  color combinations that look visually stim-  cause an optical illusion where colors that
nade up ulating without hindering reading. This have the same tonality seem to vibrate
must be done using the limited 256 color next to each other. It is better to use con-

ire  palette used on the internet trasting or complementary colors where
Achromatics or monochromes can be one is a lighter tone (for the type) and the

ed with coltor in this instance. These  other is a darker tone (for the background).
lark back an help lower the tonal contrast, making  Alternatively, use a tight color for the back-
the page easier on the eye They also pro- ground and a darker gray, or other darker

ir larger and  vide subtle color that is unobtrusive. hue, for the text.

abc

abc abc

abc abec abc abc

abc

abc abc

abc




abc abc

i

;

2 When comparing

| combinations of black

and white and gray
and white, gray and
white is easier on the
eye. Since a monitor
works by emanating
light rather than
reflecting color (as

M)

2This simplified
version of the color
wheel shows how the
colors in the spectrum
relate to each other.
Complementary colors
are opposite each
other (for example,
orange and blue)
while harmonious
colors are adjacent to
each other (for
example, red and

happens on a printed
page), expanses of
white on the screen
can cause eye
discomfort. It is
better to use light
type on either a
darker background
or a shade of gray.

violet or orange).
When choosing color
combinations, bear in
mind the tonal quality
of the shades. If they
are too similar, you
may find the colors
seem to vibrate,
causing optical
difficulties. It is better
to choose colors of
varying tones for
effective contrasts.

»._Photoshop and
lllustrator both offer
swatches that use
web hues. These
can display the 256
colors acceptably
viewed on screen.
Each of these hues
has a HTML code,
which identifies it
for display.

Swatohes  Styles

Jl_i_-'_..

Color

2 There are three
alternatives. By
clicking on the
options arrow on the
right-hand side of the
palette you can view
the various swatches.
Choose either Web
Hues, Web Spectrum,
or Web Safe Colors.
Here, we have
selected Web
Spectrum to show
the full range of
available colors.

9

color and type for the web

Dock to Palette well

New Swatch...

v Small Thumbnail

Small List
Preset Manager...

Reset Swatches...
Load Swatches...
Save Swatches...
Replace Swatches...

ANPA Colors

DIC Color Guide
FOCOLTONE Colors

HKS E

HKS K

HKS N

HKS Z

Mac OS

PANTONE metallic coated
PANTONE pastel coated
PANTONE pastel uncoated
PANTONE process coated
PANTONE solid coated
PANTONE solid matte
PANTONE sotid to process
PANTONE solid uncoated
TOYO Colors

TRUMATCH Colors
VisiBone

VisiBone2

Web Hues

Web Safe Colors

Windows

TLLLT TR LT L

2 Web Safe Colors
only has 216 hues and
uses the colors that
will display safely
without any dither
patterns on screen.
They are more limited
in their range but you
have the assurance
that they will show
the exact same color
on any monitor or
system browser.

o
s,

iK

Dock to Palette Well

New Swatch...

v Small Thumbnall

Small List
Preset Manager...

Reset Swatches...
Load Swatches...
Save Swatches...
Replace Swatches...

ANPA Colors

DIC Color Guide
FOCOLTONE Colors

HKS E

HKS K

HKS N

HKS 2

Mac OS

PANTONE metallic coated
PANTONE pastel coated
PANTONE pastel uncoated
PANTONE process coated
PANTONE solid coated
PANTONE solid matte
PANTONE solid to process
PANTONE solld uncoated
TOYO Colors

TRUMATCH Colors
VisiBone

VisiBone2

Web Hues

Web Spectrum
Windows

G —

DESCRIPTIONS AND
FONT CLASSIFICATIONS 14

TYPE AND FONTS 28

THE POSITION OF TYPE ON
THE PAGE

BITMAP AND GIF
IMAGES 122
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m embedding fonts

Software now allows you to embed font files in a website so that type can be viewed as it

FLASH

was designed, rather than using typography in the form of a bitmap or GIF image.

. -~ .y TRl '\"‘t\ ”
B' L : ting a website

VE Bty 1D your typo-
s are quite hm
1t methiod s far trom

tLuation guld be to make

Hip tn the user over the web

g e poovides exactly this

W 1N imer o view the site as

he font 1s sent with the

il ér doesn t have to have
1 for i 1 to be displayed. At
writing there gre three main

@ Mad e (S ves Piet Wofrty, Teat (ontrel  Window  rwip
e

pieces of software available to perform this
procedure, They are Bitstream TrueDoc,
Microsoft WEFT (Web Embedding Fonts
Tool). and Adobe Flash.

TrueDoc has some drawbacks. Internet
Explorer users have to download and install
an Active X plug-in before being able to
view a site with fonts embedded using its
software. The amount of fonts available is
hmited and download times are long.

WEFT provides Embedded OpenType
(eot) files and has none of these problems.
It can embed almost any typeface, it keeps

@ Flash  Fije luu-lmm Modify  Text Control  Window Help
Controner

file sizes as small as possible, has high
quality hinting advice and it works with
Internet Explorer. The only drawback is that
it currently does not have a Mac OS com-
patible version, although it will work with
those running virtual PC. This means that
Mac users can neither view nor create
OpenType on the web.

The third and most effective way to
embed fonts is to use Flash. This allows the
designer to embed any font and produces
lightweight vector files that can be viewed
on any machine with a simple plug-in.

- Goto > pried-)
o Lstnee- | Tosh | . n e
) 1 ﬂ & "q Zoom In X=
- . 3 2 O s
E » . 7 3 [.J ! " - = " . " (Y " b | | : : T '4 u‘,‘::m(‘:mn x’ ‘ = -
! "
A oa ot wMl |
Y Jal Antialiay N O XA oo | R T .
/7 FlaE ) T - o (ZH=3| S e a—
. & C4un @ © ol v Timeline XXT B
e & —— ) v Work Atea ORNW
7 @ e ) Vem Rulers XOXR
= :_Chck the Character AQ o . f
" Cuidesy »
-~ | Codars
= a de ef c button to give specific = =
<m | instructions as to om VARR2P 10 Otiagyy
~®m L
which characters to e
=) m tide Edges
~- embed The dialog box de Panets
. allows you to embed
e A s
No Characters, All — [__ — W 1 W T S e
e et Tl el B Characters, or specific A o 1 ) e o e |
—— " Ghend f orong " N n o e o . ——— eacter O
o — characters, such LISKOONEE == U L e
. . — -~ .- .. o peren [:3 Hoele v oeid L] Terget ‘
.- . — ] as punctuation
j Chavacies Optsans
flagh ir them The downside 1o ore vy Fos
oo ( hav srtery .
sutomatically amit that this results 2 et U;ash cannot does not recognize
forml s within &b n mgget file size: s always convert every the font to export,
W file 1t waves thy sl generate your font to outhnes to and it may require an
fisraciers roguired ot Thenin the embed Use Antiahas alternative choice. lf
i Outlrwe fjles § e tieh palette And thess eharmsiens Text in the View menu it is smowoth, the font
that the Brteeeses Cale act the (hyramic to venfy the font. If it should be exported
read anag dnplay LG0T . — looks jagged, flash without any problems.



WEFT

1

P WEFT software is
very easy to use.
Create a simple web
page in Dreamweaver
then open the
software. Using the
Available fonts
command in the View
menu, you can find out
which fonts are
currently installed and
which ones it is
possible to embed.
Those marked with a
red cross will not work.

Subse T

b | e cm—

Y B A & @ D Q2 D0

Open Savre Wizard Fonts AddPage Analyze  Embed

Welcomet
This ward will uide you through the process of ¢reabing

embedded font abects for your Web pages This process
comsists of the followmg steps

1. Enter your name and emad address

Z Buld a kst of vour Web pages

3. Analyze the usage of fonts in your Web pages
4. Choose which torts to embed.

S. Create the font obiects and modfy your pages.

6. Publsh your modified pages

fore T 7 0 & %
0ot 2 3 4 %
e A% L D E
PQR ST
Ta b ¢ 4 e
p 49 r s t n

 Showhen [ TOIROT

Save toss |

22

Btrace | Gubw:

Past or

embedding fonts

~~0pen up the Fonts
To Embed tab. You do
not need to embed
every typeface,
because some of
them will be device

want to embed.

Use the ‘EmbedjDon't embed button 2o choose which fonts you

fonts found on all
computers. Here, Gill
Sans is a device font
and so is marked in
green. Andy is not, and
is marked in yellow.

Subsetting

[3. Famiy bazed subsetting ~!

4 Union

e subsett

2)Andy (SHS. Raw subsetbng
6. Language subsetting

@G Sans b5 o

_Buy el

subsetting
hiy)

1716

Bnly embed the

necessary characters
to keep file sizes to a
minimum. So if you
have used a font for a
title only it would be
wise to only embed
those glyphs you have
actually used.

The tool is now ready to creat» the fant obects,

Enter the location where the fort obrects wil be created
[fresr <&y

file:ffc:y

v Create font declarations vath relative URLs .
T~ Show €35 @font-farnly declarations.
Skap web font creation,
Chck ‘Next' to start creating the fort object on your server.

-]

Fonts may ondy be used from pages under these roots: EdL;J

i; Z;)’nce you have

selected the required
fonts or glyphs, the
software is ready to
create the OpenType
EOT font object file
that automatically

g links to the web page
and allows the user
to see it as it was

1716

designed. Use the
Create Font Objects
dialog box to set the
website location,
from which the
characters can be
accessed. Once
complete, the fonts on
the site should display
without any problems.
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m animated GIFs

An animated GIF is a simple and effective way of applying moving images to any website.

Mes e

V2]

W

| e DIOCESS 15
o€ Jpphod

fons and ot

L3

The advantage of this format is that all browsers support it.

to carry out and can

ﬂog'aph)_ titles, but-
er page furniture, Photoshop
mageReacy software. which

was an application designed for optimizing

mages for the web

billty o LB
Diliy PIroduc

t also has the capa-

e simple animated effects

that can be saved In the GIF format, ready

3.

~
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hoftnchon
URV o8 1 UG

The software uses

flles and allows the user to

ayers and add frames to produce

an animation. These animations can
include objects that move, fade, warp, or
change in other ways.

The document displays like a standard
Photoshop file. It provides you with an
existing frame in the Animation palette. By
creating a new frame you can manipulate
the image or type as desired. The Tween
command adds new frames in between
your selected ones to complete a sequence.
The file can have several layers, each with
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abcde
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something different going on, all at the

same time. The animation can then be

saved as a single file using the Save

Optimized command. This automatically

saves it in the GIF format.

Animated GIFs provide lots of opportu-

nities to be expressive with typography.

They also have the added dimension o

time. Through this medium, typography

can be dynamic and perform in a way that

is not possible with print.

» Open the
ImageReady software
by clicking on the icon
at the bottom of the
toolbox in Photoshop.
Many of the
software's features
are exactly the same
as Photoshop but it

can perform functiors

for the web that
Photoshop cannot.

ImageReady File Edit Image Layer Slices Select

cher open or

create your type in a
new document.
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»_0Open the
Animation palette

by choosing Show
Animation in the
window menu. This
works in a similar way
to the Layers palette
in that you can create,
duplicate or discard
frames with the same
icons that appear in
the palette. Duplicate
the first frame by
dragging it to the
new page icon at the
bottom of the palette.

D46 )
Animation \Rﬁi\qge Map)
A= 2
0 sec. - 0 sec. «

Forever v [« Wl B 1»] % 4] F

Shee

M Select the first
frame and, using
the Move tool, place
the text in the first
frame at the desired
starting position.

!_ Untitled-1 @ 100..

i 100% v

»-4 Making fading

type uses the same
principles as the
previous steps, but
here we are going to
alter the opacity of
the text. Create your
type as before and
duplicate the frame.
To fade out, use the
Opacity slider in the
layers palette. Select
the second frame and
change the Opacity

.y ©00
B oo i (p s
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T—  Forever v |4 ]| B
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4
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to zero. Click on the
Tween command at
the bottom of the
animation palette to
create the required
number of frames.

Animation _image P\EQ'\Shce\ - ’ —
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animated GIFs

" ®00

* Untitled-1 @ 100...

‘Onginal \ Optmized | 2-Up = 4-Up

[}
-

~Y\
LY
DUV |

,.-,
|

o Q5!

S [

N

L3S

P
~F

25\

100% ~

Ty B

JEY

44._Select the
duplicated frame and,
using the Move tool
again, place it at the
desired end position.
At the bottom of the
palette, you will see
the Tween Between
icon located next to
the New Frame icon.
It appears as four
circles on an incline.

—-/-—-sec® 288 Kbtps v =

»._This will bring up
the Tween dialog box
where you can specify
how many frames the
animation will have.
This can be as many
as 100 but remember
that the more frames
you use, the bigger
the file size. You can
also Tween between
the previous frame
only or all frames,
meaning you can do
several animations at
once. By clicking the

: Animation \lﬁgﬂg%ia;\ Slice

1 2

0 sec. ~

Forever v | 44 |

0 sec.

B al

3 4

0 sec. ~

o

Plays/510ps arsmation
R ———————————

X _The new frames
will appear in the
Animation palette,
where you can

preview the motion.
Select Save As
Optimized to use as
part of a website.

-98K / - GIF S

Tween

Twesn winh Prevous Frame 31 oK)
Frames 10 Add 3 10 Canest
Luers
N Layers
Setectea Layer

Paramerers
 Fositon
o Opacty
o Etects

Play button in the
palette you will be
able to view the
animation. This file
can then be saved
to be added to any
site by using the
Save Optimized
command located
in the File menu.

BLUR FUNCTIONS 70

FADING TYPE USING
MASKS IN PHOTOSHOP 80
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mFash animations

owed designers to create interactive content in ways that were not

ssible. Simple dynamic animations can now be added to any website.
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£¢-Copy and paste functions to line
. . . . this circle and use the  them up and space

Modify and Align them evenly.
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M_Move your cursor
along the timeline
and select a frame.
Here, we have chosen
number 25. Then in
the Insert menu,

select Blank Keyframe.

This will give a
frame without the
original circles in
the 25th frame.

B Tze the Text tool
to generate your
typography. For the
software to perform
the morph, the text
needs to be shapes
rather than glyphs.
Select the Modify
menu, then Break
Apart. Boxes will
appear around the
characters. Perform
this command again
to treat the type as

_@ Flash File Edit view [T moait

Conteolter

Tools o v & ot

Ny —— Garer”

=40

” I
/pi D Laver t 7+ -@
$ A

& sene d

ptions
LU
e

1

pure shapes. They
should have a dotted
appearance once
complete. Select a
frame between 1 and
25 and move the
cursor to the
Properties palette. In
the Tween field, select
Shape. You should
notice the text on the
stage distort. This has
become one of the
intermediate stages.

Frame

Scene

& flash File Edit View Insert Modify Text Control Window
1A Controfler T —

1 # Unt
I . U il
79‘ *50: § 10 s 20 25 0 3
| D _J B, l l

t A ] {7 Shape Tweening
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o Kelal Yolo

t Control Window H
# Untit

Layer Folder
Motion Guide

Keyframe

h Flle Edit View Insert Modify Te
oter
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501 wf]
rACT AR AURRY - [ G— D—
48 a

& Scene 1

oCecC

None
Mation  em

RO < Shice

Ease O "

! Frame

Bleng  Disuibutve

“_When you play the
animation you should
see the text appear
out of the changing
shape of the circles.
This animation can
then be exported as

a SWF file and placed
in any website.

0
o
”e
a :
)
e
ES

&' this next
example we will

be using similar
commands to create
simple movements.
Again, begin by
creating your text on
the stage and use the
Break Apart command
to treat it as shapes
rather than typography.

o ¢

Flash animations

P Select a frame on
the timeline. This
time, select Keyframe,
rather than Blank
Keyframe, from the
Insert menu. This
allows you to retain
the original type

on the new frame.
Using the cursor, click
and drag around

one or several of
your characters.

Fite Edit View insert WELLIL Yext Control Window Help

Layer .. B Unutled-8
L W scene oF2 § ~u S
agpQ. s | Document XK w0 e 50 s5 e0 6
ECER RO 11 Smaoth {
Stratghten
Opumize.., NoxC
- Shape »
vt =1 od
i Scene 1
Free Transform
L Distort
Align » Envelope

frames

Group

Distribute to Layers O %D

Scale
Rotate and Skew
®G Scale and Rotate Xxs

Rotate 90° CCW ox?

Flip Vertical
Fitp Horizontal

N

2_When you play the
animation, you will
see the characters you
defined rotate between
the beginning and

m Modify Text Cor

New Symbol... #r8
Layer
Layer Folder

Frame FS

Blank Keyframe

Scene

“_lJse the Modify
command to modify
the characters. We
have chosen to rotate
them go degrees
clockwise. | have done
this twice to revolve
the text. In the same
way as before, select a
frame between the
beginning and end.
Then in the Properties
palette, select Motion
in the Tween field.

end frames. This

can be exported as

an SWF file to

drop into any web
development software,
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The creation of fonts has long been the domain of the

specialist, requiring years of experience and, often,
great attention to detail. Using software such as
Fontographer and FontLab, however, designers can

now create and manipulate fonts in a way never -
thought possible. This chapter looks at the basics of

font design and how to use software to create fun and

unusual display typefaces. You will find methods for
i

digitizing fonts as well as a number of functions for

making a font more legible and esthetically pleasing.

3




the complete guide to digital type

m the tools

Typographers, like graphic designers, employ a wide range of tools and working methods.

You can work entirely digitally, or use a mix of hand-drawn and digital media.
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Created by the Adobe lllustrator Team.
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character sets containing thousands of
characters. It 1s not as simple to use as
fontographer, but is proving to be a power-
ful prece of software

fonttab has produced a cut-down ver-
sion of the program called Typelool 2o0.
This still has many of the complex func-
tions, making it 1deal for those wanting to
produce a specialist font, rather than use it
as professional tool

Another program produced by Fontlab

canfont 4 0 It allows you to scan directly

around scanned |
images, you will need

a drawing application,
such as lllustrator.

To design a typeface,
either by constructing
your own original
type or by working

into the program and export to font-editing
software, creating the outline glyphs in the
process. By naming the glyphs in order, it
places them in the correct position within
Fontlab or fontographer. It is relatively
cheap and takes much of the laborious
work out of transporting characters into
the font software.
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Fontographer, until

recently, was the most
popular piece of font-
generation software.
The interface is easy

to use and is based on
old versions of
FreeHand. It does have
some shortcomings,
including a lack of

FontLab :
Fontographer
| |
|

Copyright @ 1385-2005 Fontlab, Lid.
|
i

77LAB

ol 7 |

M)

¥ FontLab has begun
to gain recognition
with the design
community. It has a
very similar interface

to Fontographer, but
has many features
that the latter
product lacks. It is
available for OSX and

Studio

Version 5.0.1 Mac
Build 2190

FontLab ‘
|

Copyright 199-2005 Fontlab Ltd. (www.fantleb.ct
and s licensors. Uses Freetypa tex! rendering (free
Python powiered (www python.org).

Andale Mono fort by MT (monotypeimaging com)

Caching ATSUI fonts ..

FirifiLAB ;

)

M._ScanFont, also
produced by FontlLab,
is a great piece of
software that takes
much of the hard work
out of preparing scans
for the font-generation
package. It is easy to

use and links
seamlessly with
Fontlab to reduce
the amount of work
involved with
designing and
creating a fully
functioning font.
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the complete guide to digital type

the basics—the groundwork

inspiration for fonts can come from a variety of sources, from old signs to architectural

forms borrowed from buildings.

e en 10 suggestion when look- Whatever the inspiration for a font, you designers begin by designing a series of
R f i \ ok around for  will have to go through the process of digi-  glyphs that complete a word. This allows
lesigned by tizing 1t It pays to think about what you you both to experiment with forms and to

. i 3 signin afaundro-  want to achieve with the font and how see how characters sit together. The stan-

- st had used a stencil to gener-  complete the character set is going to be. dard option is to use the word
not kept within ~ Should it be a one-off face with limited Hamburgerfonts. This set of letters covers

iuing Irregular stroke  glyphs or a complete family with various the basic lettershapes of upper- and lower-

reated for Fuse  weights and widths? This in itself will case, the use of ascenders and descenders,

result of intellec:  determine the best method to digitize it. and the differences in character widths. It
» given theme, rather Once you have settled on an idea, you also involves both vertical and curved
matior can go about designing the font. Most strokes within glyphs.

)

hijk

nepe
- ﬂ.

'ﬂur 1 ‘!._..:‘E"‘.-::!‘.-.If;_. mmmnnamamamamammmamenm

Interesting letterforms
can be found in a
wide variety of places,
from old signs to

stencils on a ruler
Once drawn out,

®
these glyphs can
be digitized and
turned into a fully
working font




the basics—the groundwork

abec defghiykimnoparstuvyw

2 Interesting
letterforms can be
generated from a
stencil font on a Helix

2 This is one of the

first sketches for a
font inspired by the
rounded boxes
available within
most software

and monospaced

M. Here, the polished
glyphs were created
in lllustrator and
manipulated using
the Bezier curves until
they looked consistent.

ruler. With a little
imagination, it is
relatively easy these

characters into a font.

typefaces. Some of
the glyphs change
quite subtly from
original inception to
finished font but the
character of the font
remains intact.

(] Preview/Metrics - canice Regular 8
(Metrics 2] A[128 |(2) [ramburgerfont e
w e 8 w8 ~fe 15
s T 1 e 72 1 s24 I 06> ] 9% | PYTy 1 ea I 0w T ez 1 as 441 T |
e g
o _ [<]»
295 o <] i
2 The nonsense
word Hamburgerfonts
is often used in font —
design, to make -

consistent glyphs that
retain the same
characteristics and
personality. It has
both ascending and
descending characters
along with vertical
and curved strokes. As
such, it is possible to
see the relationships
apparent throughout
all the glyphs.

4L

2 The finished
lowercase characters

of the font show

regular attributes

througho

ut the

L

rStUUWHYZ

set. Notice that
certain shapes and
positions remain
constant across the
whole font.
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the basics—character sets

n a font has particular characteristics that make it unique to the rest. When

y font, be aware that not all characters are the same width or height.

ABCDEFGHI
JKLMNOPQR
STUVWXYZ
AEAAAACEEE
[II10O00QUUUY
abcdefghijklmn
OPqrstuvwxyz

zehfl) oQ o

#\/SZ+/<>O+«»

ﬁééééégéééé [ i
600o0oouilituy &#
0123456789
¢SEY % %0 +="91

4« Afull character set
of the Bitstream font,
Classic Garamond
Roman. Most fonts
include more than the
upper- and lowercase
characters alone.
Most amateur type
designers overlook
the additional glyphs
needed for a versatile
font. These must
include numerals,
punctuation marks,
ligatures, and special
characters including
accents and
mathematical symbols.
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W The height and
width of characters
actually varies by
small amounts.
Characters that are
rounded or angled
need to be slightly

/N

larger than those
based on a square or

rectangle in order to

look optically correct.
This diagram
demonstrates how

some characters are

slightly larger than
they appear visually.
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the basics—character sets

S_Certain glyphs can
be omitted when
completing a font. You
can never be certain

utilized for. You should
therefore make sure
you incorporate
special characters and

symbols, such as the
dollar and yen.

what sort of “job”
your font will be

£5€¥
QB30

4 These rough
sketches show
numerals and
punctuation marks for
the font presented on
the previous page. The
uniformity of the
characters should be
retained while
considering the design
of such glyphs.
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the basics—building the glyphs

There are two ways to go about digitizing your sketches, building the glyphs, and making

tnen

r v nt
6

QOverlay Sheet

nto a complete working typeface.

a b C

H 3 J

-

-~

44 You can scan
glyphs and save them
as bitmap EPS files.
These can then be
imported into the
font-editing software
for tracing around,
You can use the
autotrace functions
but the software
tends to generate too
many points, which
become probleratic
later on.

2 With a steady
hand and some
practice, it is relativel)
casy to draw around
the shapes. You can
generate the glyph in
the least number of
points possible.
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P It is very easy to
place your characters
into the software
package. Simply save
them as bitmap EPS
files. Open the
relevant software:
Fontographer,
FontLab, or TypeTool
and then use the File
menu and Import

JI command to locate
the file.

Iﬂn Edit View Eleme

the basics—building the glyphs

Untitled- ) : a{97)

aB

* e
200, 1504

T

New Font... EBN
Open Font... ®0
Cose BW
Save £33
Save As...
Revert
Preferences.. <®P Untitled-1: a]97) (=]
= .- -~ " - P Ao A S
Generate Font Files.. 3374260 (1) 2
Bitmaps...
Export > _
! Metrics...
Page Setup.. TrueType Character...
Print... ®P
—_
Quit ®Q .

Tef»

]

4 If you generate
your characters using
a drawing package
such as lllustrator, it is
a good idea to add a
simple grid around
the glyph to ensure
that you can scale

it accurately and set

it on the baseline

4« Once the glyph
has been scaled and
positioned, click on
the points of the
surrounding grid
structure and delete
them. This overcomes
the problem of
Fontographer not
having rulers for

EOn! = KD in Fontographer. measuring characters.
¥ leaving the excess  character has some S These glyphs have
points can lead to inaccuracies to its been traced by hand.
problems when you shape, which would Notice the smooth
generate the font file remain unseen by the  shapes that result
and use it in a big naked eye at smaller from discarding all
point size. This large point sizes. the extraneous detail.
A This set of glyphs necessary to
| has been autotraced. generate the ANATOMTO, -
The software has detail. As this DESCRIPTIONS AND

picked up every detail
of the shape and
placed in as many
points as it thinks

has been scanned,

those minor
imperfections are
not necessary.

Y sfy=

FONT CLASSIFICATIONS 14
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digital type

m creating your own handwritten font

Type designers can spend months creating typefaces. For a more individual approach, you

can create a font from your handwriting in a relatively short time.

Fontlabs

figitize your
AR & w3 It Into a full work-
W oif L owour lettertorms in

5 ¢ paper They neadd 10 be leglbte
r the characters with a
fae ik 3 troves easy to pick up
rimage at 300dpi
1 Photoshop to make
jarher and more legible
nghtness to bring
iual shapes You need to make
ire evenly spaced and
ind each char

e @ DI ar(

ftwvare to read the image it

needs to be in the form of a bitmap image.
In Photoshop, change this by locating the
Image Menu and changing Mode to
Bitmap. Save it as a TIFF format.

Open up Scanfont and open up your
image. Scanfont recognizes individual
shapes once they have been imported. You
can also set up the preferences to import
directly into a font editor such as FontLab,
Fontographer, or TypeTool. The Separate
Shapes command allows you to distinguish
the shapes and to group parts together,
such as the stroke and dot of the letter"i." It
also sits all characters on a baseline, ready
for importing. For this to work quickly and

EEE] s sewt tmer view  window

__

€ 0Once satisfied, use
the Bitmap command
in Image, then Mode,
and save your file as
aTIFF
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p (}pen Scanfont
In the File menu,
select Open and
locate your image

smoothly it helps if you name the glyphs so
that the software places them within the
correct glyph window in the font editor. In
the Operation menu select Assign Names.
Type out the glyphs you have produced (“a,”
"b,""c,”.. ), including punctuation. Once the
characters are in the font editor you can
adjust the spacing within the Metrics win-
dow and tidy up any characteristics that
are not to your liking.

Name the typeface by locating Font Info
in the File menu. To turn it into a working
font file, choose Build Suitcase from the File
menu and select PostScript or TrueType.

This generates the font file for you to use.

2 Inthe Operation

menu, along the top
of the screen, select
the Separate Shapes
cormmand. You will
see boxes appear
around each of your
characters on screen
You will need to join
certain elements
together such as the

dot and stroke on a
lowercase "i” in order
for the software to
recognize them as
one glyph and not
two. This function
also provides the
host software, such
as Fontlab, with
information about
the baseline.



M._Assign names to
the glyphs. Use the
Assign Names
command located in
the Operation
window. This will
make sure that each
shape is placed in the
appropriate glyph
window within the
host software.

i & fue Edit view 7
o|qjoj gl
E]Q]’ =

Enhance Image
Invert

Rotate »
Segarate Shages

Meegs
spl

2 Toots windows meio

Hip ve .J ".i :"5“ 3| X

Zi6pm 5 E Scanfont 323

)

creating your own handwritten font

== NamesTemplate= — HB
Templates: (@ New e :)

bodefghi jk Imnopqstuwwyz ABCOEF GHIKLMNOPORSTUYWXYZ1 23456789
0, 128

PS
v

@ Apply to all symbols O Apply to selected symbols

[ open... ] [ save.. ]I—

! { Apply Now | r;et Ji

N

2.In order for this
command to work,
you need to select the

the order they appear
on the scanned image,
from left to right and

4 characters’ names by

typing the appropriate

D‘uwnm- A, Ak 10 reversa 45 Elate o pross meee

oy cat

key on the keyboard in

" & Ffile Edit View

Tools Windows Help

top to bottom. When
complete, click the
Apply Now button.

Enhance tmage

oislajal]

Invert
L EES SO v O SR
¥ To export the locate the Fontlab = e b
charactersintoafont  server options. ifusing [l [FEEml] Atgnvames  [rvendwritingsempic o T B
package, first specify software other than <3 i
which software to Fontlab, such as A e paceintoront. ™ ] =
place them in. Select Fontographer, click on % " [gi 3525;&
Preferences in Scanfont  the Custom button. E ' ’" i - :
from the Tools menu. Use the dialog box to N B ﬁ‘f;gx% ...... 2.3 QF RE 8 R @ tz
This will bring up a locate the software on (@] '
dialog box. Use the your hard drive to il &EE ﬁ(? = a P = jﬁz @ﬁ
arrow buttons to place the glyphs into. ‘.j
| . [T AL N0
handwriting scan.pic P2
= 7
e 1250382 FRE&0 g « §
! | & sar — E— - o e o
sledef s e <] SEREEEE *te e
. Default sidebearings values g S s =
g 8§q%.a§ Left sidebearing: Right sidebearing:
-5 { Exchange with FontLab Server options
| : ' D Activate FontLab Server applicatien after placing symbols =1
K ”E """ g....,..ﬁ.n.g.."ﬁk.. r_Ilse FontlLab Server: 1 . 'IA"! E‘ 13 =
(O Defauit (automatically search on tocal disks)
ﬂ ﬁ E s @ & @® cCustom: [ TypeTool 133 ]

i % _Use the cursor to

click and drag around
all the glyphs. Then
use the Operation
menu to select the

Place into Font
command. This will
import the characters
into the correct

glyph windows.
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creating your own handwritten font continued

| Fost - Luhbied [Rard Orive Docmments My typetace designs Juy tontsiandy handrth] e8|

AR 71 8
? .
R =1 Q il g gwi € F § I B ¥ Open the Metrics
K ‘ . window and type

f', P J B L M N O P Q ﬁ S | some characters. You
f | = e o Ll T T will be able to move
T W v W X \1 e - £ J S the side bearing bars
“ e e e e e o==j| to change how close
s % far away each
a A f | @ y
| '3 ! g i | C_ I | 3_ h,#.‘_:)_ii glyph is to the next.
| m ~ o -
I Preview/Metrics - Untitied B
X y 3| (Mmetrics ¢} :af128 (2] [aBcanc [
i Y e )| P |@ ¥[10 IQ lesi[423 IE
'\‘ 1 a2 g 426 1 u.:l 1 __u: “.i.- 4 _!u I ; |
h4 [
¥ Name the font so
1 3 that it appears with
e L ] your chosen title in
any software you
open up once placed
within the operating
TR ST RS B & 11 30~ L TEY I system. Select Font
~lhe b . ) - Info from the File
KID menu. Fill in the
—_— = = relevant fields and
&| " click the Apply button.
F & = - - ﬁ’on( info ]
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M Generate the font
file to provide the
information from
which the operating
system will build the
typeface. Select Build
Suitcase from the
File menu.

o [T} edit View Operation Window Help

creating your own handwritten font

| pumborasn | sater

Tuscan Condensed.suit

(=

backslash

\

1 vypeTool |
=]
parow it
Toven
{c Compose Suitcase =
Open... l (8] andy hand
() andy hand
andytand 2]
4
~
¢ s
Suitcase name: ’andy hand I
¢ Legend
Font Info,
br ocd

18 e (T (H -

Z:

.-_-§x.L,.h

2|

o I | |

[_Jandy hand scan @ 100% (Gray)

T e - e

v

garls |
Macintosh Type (
eteot dnctmation tormst: QRN —
(o<
S i | SR 4 Adialog box will

ad 4 4o

il

m appear with prompts
for the file format of
the font. Select a
suitable format
depending on the
operating system and
type of computer,

=" either Mac or PC,
PostScript or TrueType,
and click OK. This file
can then be placed
within the system
folder and used by
any software on

your computer.

ANATOMY OF
A TYPEFACE 12

THE TOOLS 140

CREATING YOUR OWN
FONT FROM SCRATCH 164

CREATING A FONT
FROM FOUND OBJECTS 174
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amending e><|stmg typefaces

mes when creating a new typeface from scratch may not be necessary.

pes often manipulate existing fonts to create something slightly different.

ove, merge, or add anchor

ts to manipulate glyphs. Fontlab’s
S are a € re difficult to use, as
ire two sets that have similar icons

¢ ons. However, they both

e ability to manipulate glyphs

vant to take a historical serif
date it. Here, Classic Garamond
pulated to produce a more
unding off features and
subtracting some serifs. Other options
t into a sans serif font, or
f the ears, stems, and
to make itinto a script
ng adjoining lines to link the letters

horizontal

11“\ ‘P\,

together. These may be

lines, or perhaps swashes. You are limite
only by your imagination.

There are a number of typefaces cui
rently available that combine both th
uppercase and lowercase forms together i
one shape. One way to achieve this effect |
to cut and paste existing glyphs into a sef
arate window and manipulate them s
that they overlap. You can then use th
Remove Overlap command in the Elemer
menu to merge the two forms, so creatin

an entirely new font.

font, such as
Garamond, can
be made to look
radically different.

By removing some of
the serifs and
rounding off certain
features, a classical

abcdefghijklmn
Opqrstuvwxyz

abcdefghijklmn
0pPqrStuUVWXYy7

axtegiv
axregly



AMEND TYPE
4

»! Open your chosen
font in Fontographer
or Fonttab. Here, we
have selected Classic
Garamond in Fonttab.
The idea is to amend
the font by deleting
some of the serifs.
Double click on an
individual glyph
window and select
the eraser within the
toolbox. By clicking on
particular anchor
points, it is possible to
delete them and

smooth out the shape.

MERGE TYPE

» Another way to
amend a font is to
merge two glyphs
into one. Simply open
up your chosen glyph
window—say the
lowercase “e"—and
click and drag around
the entire character
to select it. Use the
Edit and Copy
command. Open up
the next glyph
window—the
uppercase “E"—and
use Edit and Paste.
This will place the
two glyphs together.
Use the Selection
tool to position

them precisely.

Ghph - 1891 & from Classical Caramond BY

%

FontLab F||e Edit View Clvph Tools
o nEe . 8o ==

==

s

Hints & Guides
Templates

‘LY u-oal oo s\oﬁ

ll’l_'l

Operations

‘0ol eo w\u@

0060
ez s s P
g

Multiple Master

amending existing typefaces

¥ Parts of the tail on
this lowercase “a” are

removed. It is now

possible to reposition

individual anchor
points using the

rom Classical Caramond 81

@ wetrcs

— 5 A ot
\ 2%

! b

select Outline and

B
' to become one.
]
1
;
Wndow %
H Mirror
> ¥ Mirror
»
» Check Connections
Reverse Al Contours
» Nodes at Extremes
* Assign Mask Snap 1o Curdes ®FQ
Optimize HE [H

Metrics Assistance

Transform

Expand Strokes
Make Parallel Path
xT

Transform Range. oXT

Get Intersection

External Tools 3 Delete Intersection
Customze. n
‘V’W To Type 1 Curves oxX3

I_

selection (arrow) tool.

C  1umgieyen

w..ln the Tools menu,

Merge Contours. This
will unite both shapes

2 _Certain characters
may require some
thought as to how to
streamline them to
achieve the desired
look. With the
lowercase “g,” for

=59 Ciyph - 11031 g from newCGaramondAT Roman
00" Nww 2 7z 3 ==
.,?‘.f; i ) U/ i L 4I" ’I‘” A AT o T ———
7, % P ~—  weuies
S // ] V Cutes
i ¢ / ] =T
” o :
{ \. \. ¥ wan
[ .,
v t ! i }
NT \ \ / /
on o\ /)
k. \
T — ~
2 >
g = /
T [
E 7o e+
4 B
k| * e \
]
ﬂ v
3 } /
s / Vi
S
E Ay
| +
o -
g .

example, the inner
counter space of the
lower loop is removed
and the anchor points
of the outside
repositioned to form
the new loop.

(XY LE ST
®0 0 Chyph - 169] € from Classital Caramond E1 Z:""'" £ jm]
o o a -~ 5 e
= gy Bl sl B0 G s 42
=5
|
N TN |
0|
it
S |
{ L?"v %
& 9] }
. u 0
v l "
e
2 1R S /
° = > _/
° *>
]
g
o}
> R
T p——

2 _Above, you can

see the effect of the
Merge Contours
command. This can
then be tidied up
using the Selection
tools to obtain

a smooth,
consistent outline.

f———————
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combining several fonts {ransom note)

Inspiration for creating fonts can appear in many places, not least the work of other artists

or designers.

Z‘L‘b Hﬂlﬂg

stinct typo
: S = peen reinterpreted
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il OGP > £ v "":' ‘. :k \‘l’\ 3" |'rL)V’
i fiment approach to
T ; fashion Designer Jamie Reid
i i this t2 tvpography. giving it a low-
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1 te. He took letterforms from
t famts and combined them to
male 1 g for the band the Sex Pistols,
ame effect Lan easily be achieved
sl POy fiware, By choosing several
iypet ynd miding serif, sans sert, regu-
( talic. and reversed-out characters,
mbine varous styles of glyphs
i face. Open up each font and copy
st individual glyphs into a new font
f & random with your choices and the
tindivigual letter nce the letter
(14 e copled and pasted from exist
ng fonis 3 pened up in Fontographer or
Famis t the hard work of spacing
it peanngs and hinting has already
e f » will need to pay some
1ent i scing. however, and the
{ np gf I3 iraiters next to roman
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(3] Cul Sans Light
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Cill Sans (bold)
Gill Sans (italc)
Cill Sans (bold, italic)

m @  rontlab

s
" Open Al

DY E@ LQF undo

117018 cption teem mtrtons.

to favoriter

4. Some fonts may
have several versions
within the family.
Here, Gill Sans

is selected.

FI'Q_VIEW Clyph Tools Window K&
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Selection tool to chck
and drag around the
whole glyph to select
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Tools Window 28

<~ Open the
corresponding glyph
window in the new
font and use the Edit

menu to paste in your 2 : e = =
copied host glyph. This .
may require scaling
once put in place.

" @ fottab Fie NN View Glyoh Tools Window %
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Edining Laye:
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combining several fonts (ransom note)

44_Repeat this process
with several fonts.
The second glyph here
is Big Caslon Italic
from OSX.

Preview/Metrics ~ Untitted :

ol

QD.,

2 For this kind of
font to be effective,
it is best to have
several contrasting
characters—serifs,

2 Get the metrics

correct. Choosing lots
of disparate typefaces
can cause problems
when placing italics
next to regular
characters. Pay close
attention to the
spacing to avoid

any overlaps.

sans serifs, bold,
italic—and a
mixture of sizes. The
lowercase “f” is from
Franklin Gothic.

. @—
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reviving historical fonts
rere-Jones Typography, formerly the Hoefler Type Foundry, describes a large

heir type design work as “revivalist.”

T £ et | type specimen books can be a great The beauty of Scanfont is that it takes
ration. They tend to include most of the hard work out of the digitiza

1| faces that may not have  tion process. It recognizes shapes and, via a

nd are therefore unavailable  process of naming the glyphs, places them

anfont is ideal for digitizing  into the correct position in a font-editing

typefaces. It is worth check-  package, where you can work on the spac-

hat, by creating a font from the speci- ing and kerning pairs. Providing you get a
1 are not infringing any copy-  quality scan of the face and clean up the

nght normally fasts for a dura-  characters in Photoshop, you can produce a

irs. You can overcome the prob-  new typeface in a just few hours. Although

he tetterforms as the basis of  this is an ideal method to use for display

hange them subtly to make  fonts, its success for text faces will depend

re personat on the quality of your scan.

abcdef



. GHIIA

¥ Clean up your
scanned image in an
image-manipulation
package such as
Photoshop, to remove
any inaccuracies

and to ensure that

all the glyphs are
clearly separated from

each other. Any
characters touching
may prove
problematic when
placed in ScanFont.
Once the clean-up is
complete, save the
image as a bitmap file
in a TIFF format.

ABCDEF

LMNOPORS

P
_% fe €9 view Operabion Teals Windews Help

reviving historical fonts

_ﬁi‘,gl_"- o\ _[F=[mw] [ )5 alq]

carvinus buap

44 Open the Scanfont

the host software

Tu

VWXYZ

abcdefghyklmnopgrst
uvwxyz ((Afff? Th)
&1254567890 £

CORVINUS LIGHT AND BOLD

r

M- Certain glyphs are
made up of two
shapes, the stroke and
the dot, for example,
of a question mark. In
order for these shapes
to be seen as one
letterform, combine
them into one glyph.
Holding down the
Shift key, select the

.. File Edit View Operation Tools Windows Help

parts of the
letterform to be
united and select
Merge in the
Operation menu.
The two separate
boxes will now
become one larger
box, encompassing
both elements of
the letterform.

o6|
software and select to treat each shape
File and Open to locate  on the page as a
the image. Use the separate character.
Separate Shapes You will notice boxes
command located in appear around
the Operation menu. every character on
This command tells the page.
i
J
T @ e i wew Tosls _Windows Hetp DASem
olafglalalg wose
BOEEe ol A G Al -
ol
{ B
- ] |

0o oslalo -

B

CREISO0

El-=m [ J:

corvinus bmap

3 T T T
ﬂ’ J ij_;,,,_‘ “ NemesTemplate BB|

m:. ;——"ll’——,r'— il Templates: (o New ® B} |

l : ! '. ! toodi. ] [ABCOEFGHIIKLMNOPQRSTUY nfR17m

& 1234567890¢

N MR

Y i

o - 44_The characters are
: i g 15 ‘ almost ready to

. e T e R Aol el e export into the font-
X | Lt G Cen) (@) Gedp|| - editing package. In

- <l TR TE order for the glyphs to

Ll ) § I ’ i

A8 S

appear in the correct
position within the
software it is
necessary to name
them. Select the
Operation menu and

R |

the Assign Names

command. In the
dialog box, type the
characters in the
exact order in which
they appear on the
scan—from top to
bottom and left to
right—otherwise
they will end

up in the wrong
glyph windows
when exported.
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m reviving historical fonts continued
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are in the font editor.
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% I tem neo terobe wwev we misshapen. The
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character shape with toolbox and click on can be used to line
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M. The lowercase “b”

has become deformed.

Many of the straight
lines that make up the
stem are curved and
some of the anchor
points do not line up.
This makes the shape

reviving historical fonts

a(’cﬁ[«ll»!.@lﬂlmll@alﬂl

lof

y
{

2 _The serif on the
lowercase letter “b”
should be a slab
serif, but here it has
become an irregular
blob. Move the
points and rotate the
handles to give the
character a more
angular look.
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pp g e ! |
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el o almost complete forming the curves
............................................. lowercase “b” with have been lined up
the one above. The to provide a more
strokes are now consistent shape. This
more uniform in their  process should be
appearance, the serifs  repeated for all the
are angular and glyphs before building
straight,and many of  the final font suitcase.
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DRAWING OVER
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creating hybrid fonts

]

4

e suggests, hybrid fonts are the result of mixing two parent fonts together to

o

hey are simple to generate and offer limitless possibilities.

ogy can be easlly replicated  templates to draw around. Alternatively, you
vV 'V ISing tw ntrasting fonts and Hllustrator ~ can import the glyphs separately as EPS files
tographer. In litustrator, you can directly into Fontographer. In the examples
the letters and fuse pieces  opposite and overleaf, we have used OCR A
together simply by using the andTimes
lette If you then copy these pieces One way of blending two fonts seamlessly
ird, they can be used as istouseFontographer's Blend Fonts command
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4« There are two
ways of completing
this kind of font. One
is to use lllustrator or
another similar
drawing package and
then export the EPS
files into the font
editor. The other is to
directly manipulate
the glyphs in a font
package to create a
working font. Here,

we have done this
using Fontographer.
Begin by opening up
the two fonts you
intend to cannibalize.
Then select the
letterforms one

by one. Using

the Selection tool,
click and drag
around the entire
character and copy
it to the pasteboard.

a8

A Now open the
corresponding glyph
in the other font.

~ Select New Font
in the File window
and open the
appropriate glyph
window and paste in
your copied selection.
Choose the Slice {or
Scalpel) tool from the
toolbox and while

holding down the Shift
key on the keyboard,
drag a line across or
down the glyph. You
will notice new anchor
points appear with
concentric circles
around them.These
are the slice points.

Uatitied-1: 0971 a8
0

e
b

¥ Copy and paste
the glyph into the
new font file you have
already started. By
placing the characters
side by side it is easier
to scale and position
the second letterform
before slicing it.

creating hybrid fonts

Lulc]

3
i
RYE]

2 Itis possible to
select points on
either side of these
new anchor points
and delete them,
leaving only half
the letterform.

= 314

£

V4

2 _Repeat the Slice
command as you did
previously. However,
this time, remove
the opposite side

of the letterform.
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creating hybrid fonts continued

AmRRied ) a{87) DA TR AN AR R
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s » nter
X LC
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. 1( ¢ ut 1t
¥ . he
: : Ing et
- + tarr T,
i polatior

»» Erase the

. * * rr l? 1 " C ‘1\
S unwanted anchor
r i itet of points by either
; N Create some selecting them .
individually or clicking
. tonts Try taking serifs  a3nd dragging around
; fing them to another,or  all of themn one
movement and
@ ' \ trokes of one font and - ,ecing the
wils ot another Backspace key.

rtris Wwsdewn Hat ey
Apogn Pomty [
Adngs Pouts te e GRQ

Lntstied-1 of8]

Mg the Pen t then move the cursor completely unified
L 5 porstibie ¢ nary ¢ k on the other Once all the characters
¢ pomits thpe Bre ' ftware will joir have been completed,
h ‘ T i ¢ clements with a it 1s then possible to
Aa dther to te né Continue this generate the font file
e iy efch on  proess around the to provide a fully
r PRk (T B etterfocm antil it s working font

4« Move the two
remaining halves
closer together until
you are satisfied they
are positioned
correctly. Then select

the two adjacent
anchor points. In

the Points menu,
choose Merge Points.
This will unite the
two halves.




. Ly

»» The other, less
controllable, way of
merging typefaces is
to use the Blend Fonts
command. This was
originally intended to

& Rile Edn View

Transform..
Arrange
i
 Viewby: |_haract  gont info.-

| AutoTrace..
Change Weight .
Qean Up Paths.
Expand Stroke_
Tl 4| RecaicBimaps_
Remove Overiap

Points Metrics  Windows HInts  Help

create interweights
for font families, but
can produce some
creative results. Start
by opening the two
fonts to be blended.

Unicoda 0041
Hes &1

Unicode 0041
Hex &1

ClassicalGaramondBi-Roman

creating hybrid fonts

View by: | Character v| —
.= e
i

=
AmeliaBT-Regular

=T

= e
AmcHaBT-Regular

Iﬂﬂnﬁﬂliﬁﬂﬁﬂmﬁﬂﬂﬂﬂ

nmmis
iRlpelcnuooE

T
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44 With both font
windows open, select
the Element menu and
choose the Blend Fonts
command.This is an
automated function,

which interpolates
between the two
faces. It produces an
amalgamation of the
two extremes, resulting
in a hybrid font.

(=] Urtited-1 - af97] ae

e
/ =
{ / VIV
{ / il |
Naw b/ | o
H
some i, (Ameiabl-peguisr_v] - ——1 1 |
_— Cantel - L |
1 oot 2 QassiralGaramondbl Roman v . = 1 t
-, $ l
Oestination font: [ Rew font ! - y ' 1
& AR existing SOUICe Characters i { ’
[E 4 \ ")“-\
e b oML )
Blend amount: [SOBDN] % \ e ",
(2 fsert pomts to lorce ¢ match 2 /Af
A Correct patn sirections Brst i + — = ~. ol o =
[ Re-entods tonts to match charettery ﬁél
=TT =D Q0

2 Inthe Font Blend

dialog box, set the
Blend Amount
between the two fonts.
Here, we have chosen

50 percent.

2 Youcan see the
original outlines and
the new font. The
software retains
many of the original
font’s characteristics,

creating an unusual
typeface. If necessary,
the glyphs can then
be manipulated
further to create a
consistent face.

I
|
|
I

COMBINING AND

OVERLAPPING TYPE 86
BLENDING IN

ILLUSTRATOR 92
CUSTOMIZING

LETTERFORMS 94
AMENDING

EXISTING TYPEFACES 152
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m creating your own font from scratch

Creating an entirely new font can be hard work and requires an excellent grasp of the

fundamentals of typography.

/\/\-. St dEsigners san by sketching the
sridrionms o ascertaln the distin-

gUSTIME chEracienstics of the font, so
WT it your letierformis on graph paper

gk gure they a ontorm to an Xx-
nesphit and sinvilar stroke width

mplete. some designers then

use the sketthes as a template to redraw
ihe goyah a Wector tfjustration program,
nas IMustrator However, if the letter-
forot are relatively simple and only have a
milted amount of curves, you can skip the
keiching stage and draw the characters
m scoeen with the Square Circle and Pen

toal using the Gnid in lllustrator, Then com-

bine the characters into single shapes,
using the Pathilnder palette
Fve Your work as an lustrator EPS file
and Import it into Fontographer to refine
the giyphs The importing process can
ge your forms slightly as the software
sutotiaces the shapes to generate the out-

nas that appear in the glyph windows.

i may b
yealinpg the form to make sure

f 34" . Iq

ave to spend a hittle

Ml A"
| v

everyining s himy you want it

refining your work

geilning 3 font It

- be a painstaking

proCEss. You netd to make sure that the

ndividual glyahe mateh up and retain uni

fonm fegiures It bedt to Construct the
giyohs from the least smount of anchor
pommts and Hezigr curves as possible soas to
At ot pratlems with printing

The next step i1s to use the Metrics win-
dow to look at and manipulate the spacing
for the font. Although the software has the
capability to space the letterforms, it can-
not make the kind of judgments a trained
eye can—it is always better to do the final
spacing yourself So try using the automatic
function first and then adjust any individ-
ual characters by eye.

Then name your font using the Font
Info command and generate the appropri-
ate font format by using the Generate
Font command.

|
P First, roughly
sketch out your font.
It may take several
attempts to make
the letterforms

consistent. Sketching
on graph paper makes
it easier to replicate
the shapes using the
grid in lllustrator.

W Draw out a
complete font,
including numerals
and punctuation

abcdef ghijhlmn

0 o123usby8gl 1 L]

‘abrrierghifkl
'tQPQFSEUUMH

7

Vas Vs

opqrstuvweyl.




creating your own font from scratch

View Window Help

new typeface 1 @ 400% (CMYK/Preview)
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" @ |lustrator File Edit Objec Filter  Effect
06 _
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N [
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7
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2
v
2_Here, the &,
letterforms are 2
square with rounded -
corners, so use the Waz
Rectangle tool, but Boo)
set the rounded
edges measurement.
el Toggle Selsction v
” < _—

(&)

Mustrator  File  Edit  Object  Type Select Filter Effect View Window Help

[-Xe X3

b o, oo feo 50

new typeface 1 ® 270.08% (CMYK /Preview)
| EOVOUN LU [io

=,

44 Using the
Background Grid in
the View menu,
count the correct
number of cells and

draw your rectangle.

I .

[e

S_Putin the
counterspace. This
takes the form of an

inner rectangle that
has then had the
center removed.

é fllustrator Flle Edit Object Type Select Fllter Effect View Window Help
006 - Tlnew typeface 3 @ 400% (CMYX /Preview)
2 I LTS it B2 Iz 1) kil b Ie I Ie 12 I

A
X

|#e (o8 o= o=
ag
u =
LS

o«

s fvt Togpe Setnctan -

(2]

1o

2

.

/
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2. Add the stem

to the bowl. To do this,
simply draw a
rectangle to the right
size and add it to the
shape. You may need
to manipulate some

of the shapes by
either adding new
anchor points or
moving existing ones
around, until your
letterform matches
your drawing.
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creating your own font from scratch continued

EPS Format 3 Edit View Element
" 3 Compatidbility Preview New font... ad
: 01.8/1.1 O48 0.8 O None DN T &b
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Include Document Fonts m
. - Generate font Files...
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P> Repeat the process
for all the other
characters in the font.
Once all the
letterforms are in
place, work out the
correct spacing. The
sidebearings (the
dotted guides on
either side of the
letter) control the
amount of space
around the glyph

o camcn mriey

" To produce

the glyph in the
window, the software
autotraces the

EPS file. It should
produce a fairly
smooth character
with anchor points.
If not, use the tools
to simplify the shape.

when typed on the
keyboard. These can
be moved in and out
to provide more or
less space. Open the
Metrics window from
the Metrics menu to
see this in action. By
typing combinations
of letters, you can see
how much space is
required for the
typeface to be legible.
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canice : Metrics

creating your own font from scratch

g8

Text [habargureotfsiu

$ (fe. )

T
I! [ Kerning

e

(rsiu

o’ 4]
Char 5 b > v g u v s © T
uidtn 428 iz S24 672 350 463 387 350 61 441 313
Left 10 10 5 20 St 18 10 £ 50 20 B
Right 34 ) [ 42 4z 27 35 2 34 26 69 |~
Kern [ ha o ob ) ba [ o [ = [ N [ o g re o ) ) ot o_|v
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__ FontInformation =

Transform... 8\
Arrange »

font info...

Selection Info... %1

Bitmap Info...

Auto Trace.., GRT

Change Weight... HRW
Clean Up Paths... GRC
Expand Stroke... GRE

Recalc Bitmaps... %R
Remove Overlap %0
Correct Path Direction G¥K
Clockwise

Connterclockwise

Blend Fonts...

Muitiple Master...

A Control the side-
bearings by clicking
and dragging on
the L, R, and K
markers. Move
them in and out to
adjust the spacing.

4 'Name and save
the font. In the
Element menu, select
the Font Info
command.

Family Name Style Name
Name: ] E
Font metrics:
Ascent: beill Leading: 9
Descent: 190 Underline po sition: | <100
£m Square: | 1000 Underline width: 50

3 Retain path coordinates when changing em square
3 Automatically compute em square from ascent + descent

Notice: | Generated by Fontographer 4.1.4

Number of characters allowed in font: | 256

2 Inthe dialog box,

name the font and
encode it for either a
Macintosh or a PC,
along with setting
some of the default

Metrics, such as the
Leading. In the File
menu, generate the
font file as either a
PostScript or TrueType
font to start using it.

ANATOMY OF

A TYPEFACE 12
THE BASICS—

THE GROUNDWORK 142
THE BASICS—

BUILDING THE GLYPHS 146
CREATING YOUR OWN
HANDWRITTEN FONT 148
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modular typefaces

>re are three types of font design—proportional serif, proportional sans serif, and fixed

monospaced). Fixed-width designs are often the basis for modular faces.

al Modular typefaces
are often fixed-width
(monospaced) fonts,
such as Courier. This is
based on typewriter

£\
|4
’l-.-
\ T4
£\

2 _This font i1s based

on a simple rectangle
and curved shapes. By
changing the order of

" This font is going
to be made up of
squares and triangles
Jsing the Rectangle
n Fontographer,
click and drag out
a square shape in the
glyph window

. + . .
A [ 1N
EE BN " EE N
ercase 1" or 4umE B E B E N EEmr
I g e
e i1deal for NEEE EEEF BB’ NEEF NERr

X7 This font is built
up from simple
geometric shapes—
the square and
triangle. We have

faces, where all the
glyphs have to be the
same width in order
to space the letters
when typing.

'd b

-

£\

the shapes, you
can change the
characteristics of
each letterform.

& Hie fdit View Element Points Metrits Windows Hints dielp

used this as the basis
of our design. You can
see that each letter
occupies the same
width as the rest.

4 fie Edit View Element Points Metrics Windows Hints Help

8] Untitted-1: a{97)
y . - .3 o Ao Mu
421283 22128 24 4
(B Leyers )

[-J Tempiate
[ Guides
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4le
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. Onn
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Untitied-1 : a[97] 08 |
el - ) 2.,‘Bz)ild up the

4 Tempiele
it Guiges

letterform by copying
and pasting the
square, stacking one
on top of another.

1 B8 -

100




modular typefaces

& FHle Edit View

Element Points Metrics Windows Hints Heilp

X -Merging two
anchor points
together from a
square and removing
the handles will form

a triangle. Rotate
these using the
Revolve tool to make
up the corners of
the letterforms.

!;.

\
|
.

LT
]
-
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4

=
" N
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ANEEN

_—Du nothing -
Then
Do nothing R

Then

[ Do nothing v
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T Tempiate . L o T Unted-r: — CE]; i
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angle of rotation. E‘ AT, = | [ ‘
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2 _Modular typefaces
allow certain letters to
be flipped, reversed, or
mirrored to form other
letters. Here, we have
copied the lowercase
“a” and pasted it into
the letter “e” glyph
window by rotating

it 180 degrees and
then making some
changes to give a
more rounded or
straight shape, where
appropriate. This
method can be applied
to several letters, such
as“b”and “d,”“u” and

“w o “w »

n,”and “v” and “w.”

FONTS OPTIMIZED

FOR SCREEN 126
HINTING 128
CREATING YOUR OWN

FONT FROM SCRATCH 164

— e —@—

DESIGNING PIXEL FONTS 170
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designing pixel fonts

Fonts viewed at low resolution, especially those used on websites, need to retain their

egibility. Serif fonts are a problem because their shapes do not reduce well on the pixel grid.

voeraces, 1t 15

it . P +y

your lettertorms
rna and an
E

an fill in

. § o e . .
(J % 15 i you

S Trar naner t
pid; PapcCcr Ll

penerate
seep it sstmple and

1 shapes, you

can create a bitmap font that can be used
at any size while still retaining all the
shapes of its characters.

The grid is essential for designing an
etfective face. The software works by turn-
g pixels on and off to generate the letter-
torms. The more consideration you give to
the pixel grid and how this will make up
the letters, the better the appearance of
the alphabet.

In addition, the characters in your font
need to be consistent. If you are creating a
small font, you will have to bear in mind
the minimum number of pixels needed to

="

RBCDEFCHITELMM
OPORSTUUWAEY 2
abcdefghiklmn
opaqrstuvwxy:z
1234567530

create each letter. A lowercase “e” needs to
be at least five pixels high. This means
other glyphs have to use this measurement
even if they can be constructed in fewer
pixels. Photoshop can be used to generate
the characters as you can set the brush size
to one pixel. Using guides, you can then
construct your glyphs to actual size. Once
you have completed the character set, type
combinations of letters to make sure they
have a uniform consistency. These can then
be saved as bitmaps and imported into
Fontographer or FontlLab to space and gen-
erate the appropriate font files.

abcdetgh
ikLmropgr
STLVLEYZ

2 Pixel fonts are
typefaces that use
the strict modular
approach of using
individual pixels to
construct letterforms.
Above is a font based
on this premise.

Pixel fonts can look
coarse and ugly at
large sizes. When
designing for the
screen and to be
viewed at small sizes,
however, pixel fonts
become much more
legible. They can also
be used to give a
modern or “tech” feel
to any prece of design.




¥ Work out the
shapes of the
letterforms on

paper first before
attempting them on
screen. This results in

font and also means
you can take accurate
measurements from
the graph paper to
work out how many
pixels are needed for

a more consistent each glyph.
bl
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P Since there are no
curves, any rounded
strokes have to be
made up from
joined rectangles.
The easiest way to
achieve this is to
leave white gaps
where the arches
would usually occur.

Untitled-1
804K

Custom

Name
image Size

Preset Sizes

Width. 18.49
teight. 18 49
Resolution 72

Mode RGB8Color 3]

pixels/inch ¢4

oD
: Cancel
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M
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2 Inthe View

menu, select Show,
then Grid. This
provides a structure
of cells, which can
be used to construct
the letterforms.

Al
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>
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s CQaayH f,‘l&.f‘

Slay
Sl A ek
|

44 Open Photoshop
and set your canvas
size to a resolution of
72dpi—standard
screen resolution.

44 This is the grid
structure. In the
Preferences menu
you can control

the measurements
between the intervals
and the subdivisions.






»». Open Fontographer
and begin a new font.
Select the appropriate
glyph window, then
choose Import EPS
from the File menu.

P Your'EPS file will
appear in the window
as an outline. It

may need minor
adjustments, so check
the character has all
its anchor points
positioned correctly.

designing pixel fonts
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ueatmg a font from found objects

 for fonts can come from a variety of sources. Quite often, designers can find

ition in places other than existing letterforms.

JeEXI S

O J bject place within type design By scanning
Iy ts. w either photographs of the object or even

the object directly, you can create a similar

font. First, the shapes need to be reduced to

mple black-and-white images. This can be
ichieved by manipulating the Contrast and
Brightness, or Levels, in Photoshop. The
resulting images can then be retraced
ising either Adobe Streamline or another
vector illustration package and pasted
lirectly into the font editor.

ed You don't have to base your font on sev

eral different found Ul’j(‘\t‘, You can base

yny  letterforms on only one object in particular
ind manipulate it tocomplete an alphabet. ;
‘ [ fype forms can be and then either
» can use almost anything. fonts exist  made up from a photograph them and
getting objects onto the screen based on objects as mundane as plasti vanety of unusual scan the image, or
p j sooulls” lor objects. These may place them directly
tirrino mer men I n y } 9
: il Na nng-pulls Trom - ovide a quirky and on the scanner. Above
y cans The trick is to spot the potentital  arresting image. is a small section
nay in the object and adapt it to make up an Assonjbl(* and , of the strange
combine your objects  glyphs created.
13 + 1
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e T P P K . F
¥ Scan the €€ Select Adjustments | owncae | ! 44 Arrange the letters
letterforms in in the Image menuto [ | cismen | (oRew into one file and then
Photoshop, then increase the contrast B o in Mode, change them
change the Mode and make the shapes I - from Grayscale
in the Image menu pure black and white fotae come2 2] _color tab images to Bitmap.
to Grayscale to with no midtones. i Save the image as a
begin the process of ] - i TIFF file, to be read by
making the shapes T 5 the font editor.
into glyphs. 'r
L
je ediv TN Laver Select Filter View Window Nb‘-lelpi &
o TN e .
wre— | Grayscale 3 I
. Adjustments > i .
(CXeXs) _j uoton i g [T rdit View Operation Tools Windows Help
I 1., Duplicate... Indexed Color... LI L3 =
P Apply Image... v RGB Color i ¢ X
Calculations... CMYK Color 2 Close E LS | D
AE J Lab Color - - .
1 Image Size... T aannel Save £33
-~ Canvas Size... ™ Save As...
Rotate Canvas » v 8 Bits/Channel ol Revert
el 1 16 Bits/Channel Select Source...
.. . , Acqire...
i corvinns bmap
Histogram... 255'9" Prof;le..f.” : »» Use Fontlab’s handwriting scan.pic
SIEETE. . ScanFont software to :1°"‘§ °°,'t‘,’
to import these kinds "::,g;'t 'c"a%:ci:,"age
of glyphs into a font new font numerals image
glyp
editor. Open your font new typeface image
image in the software. | _Qit ~ ~ #Q |
¥ With the image up of more than one O == NamesTemplate = OB '?m“ SRl bwm:""“”"’"“""‘““ 9
placed, use the shape. In order for e (B 6 ) AR ' i
Separate Shapes them to be recognized ey [Eee—— e |
command in the as one glyph, select :_j,. 3 S
Operation menu to and combine all the
identify the glyphs and  elements using the
place themona Merge command, | 1
baseline. Some of the alsofound in the ' = 5 -
. I to all 5 ly ta selected symbols
characters are made Operation menu. | el T = R M|
l [“ApplyNow | [ Get | {_open.. ] [ save.. ]l— 2|l - > e 4
@ File Edit View Tools Windows Help
T Enhance image
:::El:truonml E:I@ Operation BRGHICIRY
Fup Verticat
Rotate ¥ fontbmap .~ 2 Name the glyphs Enhance Image 44 Select the Place % Once in the font
XA el so that they are placed nvert into Font command editing software,
in the correct window e from the Operation adjust the spacing
Split ifF . : Hip Vertical -
oo i \ in the font editor. Rotate y menu. This is an and generate the font
it | \ Type the characters as s automated function file to create a
—— | they appear from left Separate Shapes  th5t positions the working typeface.
to right and top to Assign Names glyphs in the
| l bottom across the Merge appropriate windows
[ | ; | image. Click the o Sphit within the chosen
} L - Apply Now button Place into Font font editor.
Ne? | I | and the glyph names Retrace
B ' will appear. e ———

Show Font
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m creating extra weights

Once you have created your typeface, you will need to create different weights. The

majority of font editing applications allow you to embolden the type you have created.
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|
»% Once you have

opened your font In

Fontographer. you can

create extra weights.
To do this, select all

vy O e g o=
Bine

the characters in the
font window, then
choose Change
Weight from the
Element menu.
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» (; mpare the
originat character
with the new one
Notice how the new
one 5its just below
the baseline whereas

before, it sat on it.
Make any adjustments
necessary to ensure
that the face is correct
before generating the
font file

4C.In the dialog box,
select the amount of
change in em units.
As most fonts become
bolder, the x-height
increases along with a
slight increase in the

width. If you do not
wish this to happen,
check the boxes
marked Don't Change
Vertical Size and
Don’t Change
Horizontal Size.
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» In the process of
increasing the weight,
be aware that certain
points may move.
Here, you can see that
the stroke on the top
of the bow! of this
lowercase “d"is
slightly misaligned.

~. The other way to
create extra weights
is to interpolate
between two
extremes. So if, for
example, you have a
very heavy face and a

creating extra weights

Transform...
Arrange

Font Info...
Selection Info...
Bitmap Info...
Auto Trace...
Change Weight...
Ctean Up Paths...
Expand Stroke...
Recalc Bitmaps...
Remove Overlap

Counterclockwise

Blend Fonts... 3
Multiple Master... I

Correct Path Direction {$%K WE
Clockwise hil{min|o 2

L [ 1T T | ]

i
| b= Tramsform
i »_if the point has to Eran
be moved only a imernEm 1ty
P [ — fas e
' fraction, it is difficult i
| iadiital s
! to move it accurately VP - —
| i e
| with a mouse. Use
i Transform from the T
Element menu to move '
the anchor point. {
~. 0
1 s L R oo oL e=—p ||
[
'
L
— :
; | | | 44 Here, you can see
! ! | how an unnecessary
; “ | anchor point has
\ | | . distorted the glyph.
| + i } Remove this using
| Y, the Merge Points
+* ————
- command from the
=) g
! on 2 oo Points menu.
= 5= font Blend = = r e e | ——— B B
. ] — { [ po—————
very light one, you can s°“'°e'l°““' o« | . il "
. o fontt: | canice sansbold W |
create a weight in I ! Mmoo e oo o
font 2: [ canice sanslight ] |
between them. To do
1
1 !
;hlst’ O?}fﬂ U.p bﬁth Destination font: !
CIMES, en in the @ All existing source characters
Eilement men u, select selected destination characters
Blend Fonts. settings:
Blend amount: ‘E}%
ints to f tch
Points Metrics Windows Hints Help %gﬁ:;:;’:d:,e‘:ﬂ“:nz'g;:
*\ E4 Re-encode fonts to match characters
»
— T —— = B8Tice sanshgnt
Unicode: 0041 .
*®1 65 Hex: 41 g: B
e ——— 2 N - R :
— a~ H
BT = 2 In the dialog box, ,
oxwll kL [nin]o . W set the Source fonts .
LRC and the Blend
ORE H— 3 2 = tH
e | B W O =] el R T —
£S%0 I HIHITI]T have entered a figure 2 The resulting
@ of 50 percent. glyph has the outline REATINCL CURo N
o B hii guides of both source | HANDWRITIEN FONT 148
[ . AlAlclelnlolo fonts with its own | FoNTe G HISTORICAL ¢
—_— outline placed CREATING YOUR OWN
FONT FROM SCRATCH 164
5 | e lalaolalalrl=>lele between them.
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gital type

oNnts

ns of a font can be created by using some simple commands in

tware. This allows you to control the width and style of the stroke.

0ECe

elrg

AhEuE

renel e
, duce

a version of the font where you

roke measurement y H_[v.h

rapher and Fontlal B1V¢ '.“llt"

reate

easy 16¢ “\‘,(-_';

ettertorm DV ] o}‘

, |
e { e

version of any

stroke

1IN outhne

D¢ I" N ,’,1[\I|,l_”‘(

pecifying it 1n a measurement

\ can manip

Expand
n the l‘l

ippear ment menu

er and the Outhne submenu
enuy nttabh. By lr'/]','i“
] in experiment "l'l!

result, controlling

of em umts that make

up the width of the outline but also
whether the end caps and joins have
mitered, rounded, or beveled corners.
Fontographer also gives you the option
to use the calligraphic pen commands. By
selecting all the characters, the software
applies this to the font in the glyph win-
dows. You then just have to generate the
font file in the appropnate format. The
spacing and hinting may need manipulat-
ing depending on the amount of stroke you
have applied. A large stroke may require
that you increase or decrease the spacing

between characters



M First, open the font
in Fontographer. in
the Element menu,
choose Expand Stroke.
In the dialog box,
select Normal pen or
Calligraphic pen and
set the Pen width in
em units. Also select
the join options—
Miter, Round, or Bevel.

Humanis(777B1-Boldh
*

L= =
Ay 7‘;.;

22202 I

creating outl

Expand Stroxke

& Normal pen:

rzn.nle: s 1

Pen width:

Pen angle:

em units

ine fonts

4 |n the same dialog
box, select the Cap
option—Butt, Round,
or Square.

. Humanist77TET~-BaldB : A&trlts

v-\ ([coet

]l Bnmlnq

-
< (e

“éb@d@f

»._To gain a slightly
more expressive
atmosphere, try using
the Calligraphic pen
option. Set the Pen
width and Pen angle
to make the type

look as if it has been
created with a flat nib.

28
1} () -3; rv:
- _00 e
1.m;l'l
44.Once you have 51 -
clicked OK, the stroke Ll e —
width appears in the
E =l glyph window. This
_ | may take some 2 Ifyouselect allin the characters at
| practice to get right. the font window, you once. You can see how
. will be able to apply this has worked in the
L the command to all metrics window.
' Carendon Heovy OT o103~ @a)
| o
S ve— oSN N
= 7 .;;”F’ }>
/ \§ {
o T A RS
Gxp ana strake f - 4 A
== =
I e (concel) 3 \\—-__..__———==\\
\ son (e %) | 3 \
g | N
} | A\ }) /)
\ ’; : S )
:lr \\‘.._——__——5’”/

i 10 e

FTarme

o
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44 As you can see in
this screenshot, the
outline is more
uneven in its stroke
width. Experiment
with different pen
angles to obtain
various effects.

OUTLINED TEXT 60
SCREEN PRINT EFFECTS 96
GLOW EFFECTS 98
AMENDING

EXISTING TYPEFACES 152
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Hints Help

Open Outline Window #H
| Open Bitmap Window ¥)

Open Metrics Window %K
v »

iewWindows by

r Shovs ﬂ avers [‘,.'\ipf?p

Show Tof Mette

v canice sansbold

canice sanslight

ter should have enough space

that 1t still looks like an "n,”

} =4

together to form an

eft upright stroke should have

peat 1or the

pace than the right curved

lowercase “0,” whose

hould be equal on each side

than those on the letter "n.” You

1T

[T]

t as important as the shapes of the glyphs themselves. Without careful

he spacing, the font won't create an even tone of text on the page.

can then adapt these values to suit the

other letters. Certain letters, such as “g." s,
“t."and "z," are best spaced by eye.

Start spacing capitals with an “H,"an“Q,”
and an A which form the three basic
shapes of a square, a triangle, and a circle.
Repeat the process as before. “H” receives

the most space, "A" the least.

Al
nnarn nnorm
- NNOorn nnam

:i-(. ct individua

yracters such as a
WOEICase Her¢

e Nave the titstrearm

Notice the armount of
space surrounding
the glyph and how,
when they are placed
side by side, each one
15 easily recognized

Some of the characters
on the left have an
appropriate amount
of space around them,
whereas others are
too close to each other.
Character recognition
can be difficult with
certain glyph
combinations when
spacing is too close,
such as an“r"and an
“n" looking like an “m.”

[T]

—

S._CGurved characters,
such as a lowercase
“0,” can cause
problems when set
next to each other, so
check their spacing.
This should be less

than that given

to horizontal
glyphs, such as "n,’
to compensate for
the curvature and
to make them look

optically correct.




2 These are different
weights of the

same font in the
Metrics window. To be
easily recognized,

condensed typefaces
and those with light
stroke widths require
more space than those
of a bolder nature.

& Flle Edit View FEiement Points Windows _Hin

Help

Auto Space..

Auto Kern—

Kerning Assistance—
Metrics Assistance—

SetMetrics—.
Setwidth_

Equalize Sidebesnings

L e——

oxM
oS

=

o]

[T

110

44_To set the spacing,
open the glyph
window and move the
dotted sidebearings
closer to, or farther
away from, the glyph.
To set an identical
amount of space on
either side of the

~ " canice sansbold ; Metrics ——

Text.: [ooood

J

[ Kerning

spacing

character, use the
Equalize Sidebearing
command in the
Metrics menu. This
will center the
letterform within the
guides. This should be
used for letters such
as a fowercase “0.”

4.Once you have
completed the
adjustments, review
them in the Metrics
window to make
sure they are

i 5 — " canite sansbold:n[110] =N :E]
g e e adequately spaced.
/! S
, L N S
N [ chor [EENCREEEN o ° ° o
Width 418 418 418 418 418
Left 47825 47.825 47.825 47825 47825 |
Right 47.825 47825 42825 47825 47825 |~
|| Kern 0 00 0 00 4] 00 2] 00 0 o
o m N i T~
i [u] = GassicalGaramondBT-Roman : Metrics. - = [2]=]
S g %, )| Bxerning S (Chtez )
’7"‘ - = Drticarar smemtt)-Somse Awrrcs e
{ = = e G 2 (e
a1 — =
!
2« Certain characters ] —— =
require more space on
one side than on the
] e % 5
other. An example of SR Y S i g |
this is shown here. et | — OoR

Since the glyph has a
prominent serif on
the left-hand side it
needs less space on
that side than on the
right-hand side.

® Uppercase
letterforms conform
to three basic
shapes—a circle, a
square, and a triangle.
By looking at an “H,”
an“0,” and an "A,” you
can ascertain the

amount of space
required for each

of these shapes

and apply them
throughout. As a
basic rule, the “A”

and “O” will need less
space than the “H."

4 _Space uppercase
letters exactly the
same as with the
lowercase letters,
repeating glyphs to
see how well they sit
next to each other.

CREATING YOUR OWN

HANDWRITTEN FONT 148
CREATING YOUR OWN

FONT FROM SCRATCH 164
CREATING A FONT

FROM FOUND OBJECTS 174
KERNED PAIRS 182
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S

kerned pair

ns

tructions built into the type file to
en placed together.

rrection can be a laborious process

-

1 although Fontographer and Fontlab

Ve LNC dl

ty to automatically kern a
eface, it Is never as successful as doing
manually

The Metrics window in the software
allows you to adjust kerning pairs. It is a
ftware, you  simple process of typing in the glyphs then

"N'E‘"

ar

p the guides for the sidebearings

1 Aran
a aropp

ng them in the correct position.
This information is saved with the font so
your instructions remain in the file. A suc-
cessful text face relies on paying special
attention to spacing and kerned pairs, so it
s always worth taking some time over

these elements.

iN Nave
o
ji=)

correct spacing between certain

typical pairs

The design of the font will typically deter-
mine how many kerned pairs you will need.
Lots of circular, curved, or diagonal strokes
require more kerned pairs as they sit better
with less spacing between them. The char-
acters that normally require attention are
the numerals 4, 6, 7,and 9, and the upper-
case letters A,C,D,F G, JK LRSS T U VW,
and Y. Professional type designers can
spend weeks going through this process to
make sure that the text has rhythm and
definition by generating a uniform tone for
the typography. They do this in the knowl-
edge that their designs can then be used
for a multitude of functions.

AassicalGaramonabi-Romen : Metrics

RNt Va1

B

II' B Kerning
——— W ki,

——=
L]

===
AO to

VA

AV ov
AO to

2 Within the

font file, embed
instructions to
kern particular
combinations of
letterforms. Certain

=00

glyphs require extra
kerning when placed
side by side. Particular
pairings, such as "A”
and "V," need special
attention due to the

angled strokes.

You can see in the
Metrics window
that the space
between them looks
too large.



O o e QassicalGaramondBT-Roman tMetrics T a AT
Text [Ruegnid ]i gKemlpg : File_ |

44 The space between
the letters “A,"“v,” and
“c”in this Garamond
face looks much
greater than that of
the other characters.

kerned pairs

By generating kerning
pairs it is possible

to rectify this without
the need to kern
manually in the
layout software.

0O i canice sanslight : Metrics =)=
T
Text: [Aveghio J| M Kerning S file.. |
L] ]
|
1|
. . P - E]
|
m @ @
Char v h i o
Width 493 350 357 401 402 730 3
Left 87629 45402 S4 Sa384 51928 60 066 35 7G—
Right 94481 51088 15788 34814 68393 31181 36942
Kern 0 Av 0 ve 0 (5] 0 ah_ 0 ht [1] to o4
Wt [«

44¢ In the kern field
at the bottom of
the window you
will see the letter
combinations along

with the values of
the amount of
kerning required on
the left or right of
the glyph.

~canice sanslight : Metrics

li 4 Kerning

= = _ &di]

Kernin < (Crite _|

»_This process is
labor intensive, but it
is worth doing to
produce typography
that is both legible
and has rhythm.
Once the adjustments

are complete, the
software will save
the information in

the font file. This will

then be used to
display the font in
other programs.

= 7 < I 5 C— I )
=t — e T =% 1= i
sy =5 :lw L e B o s [=}
] 1]
Y a
»_A”and “v,” and “c” guides appear. By
and “g" need some dragging these guides
kerning. By clicking closer or farther away
on the letterform in from the character,
the Metrics window you control the
you will see the Left, amount of kerning
Right, and Kern between them.
0 == canice sansilght ; Metrics =g 4_ = R3S
Text [Aucghio ]i & Kerning & (rte— ]|
. SR - = B V|
! :
i = P
| O
PS4 - I -
i_‘ N - ST o B &
i O
' Text [vaghlo
[ 21 JIL.
Chor v 3 9 h
Hidth 451 329 357 401 403
Left £8 24 S4 S4384 swg
Right S2.11 S1489 15.788 34814 68 3¢
Kern 0 Av 0 ve ] g [7] gh

CREATING YOUR OWN
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‘ CREATING YOUR OWN
a2 n FONT FROM SCRATCH 164
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TSN 51 o8 343 o1 (= R — CREATING A FONT
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—~ - 1 a2Vailllalla 1
controlling hinting
opers and typographers need to consider the problem of rendering scalable

resolution devices. Controlling hinting can help with this.

horizontally, along with how thick the serifs  do reduce the need for laborious work
T are and how far round figures overshoot on the part of the designer. But these may

the baseline. still need some adjustments later
he software does offer autohinting on to make letters look optically correct at
eal- functions. These work mathematically and  low resolution.

Hinting is time
ghout vary consuming and
’ complicated. It is a
process of going
through every
character and making
sure that it renders
legibly at every point
size.If you have a
farge font family this
could mean working
on up to 2,000 glyphs.
Most designers use
autohinting and then
fine-tune the results.




-

» Fontlab has all the
hinting information
located in the Tools
menu. Select Hints and
Guides and then
choose Autohinting
from the submenu.
There are two different
types of hinting—Type
1and TrueType.
TrueType is the most
complex but also the
most effective as it
generates a hinting
program for every
character. These
options can be found
in Operations in the
Tools menu.

Tools RULETES

Outline

Hints & Guides
Templates

Multiple Master
Assign Mask...

AV v Vv

v

Kerning Assistance...
Metrics Assistance...

Transform... ®T

Repeat Transtormats

Transform Range...

Blend Fonts.

OXT Type 1 Hinting ®F7

TrueType Hinting O RF7

External Tools >

Customize...
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a If you need to add
a hint to a character,
press the Control key,
click with the mouse
and choose Add

Horizontal, Vertical
Hint, or Link. With the
TrueType option
selected, the method
and tools are quite

Clyph - {97] 2 fram canice sans regular O towung tayers
LI~ N, 62096 e R} g('a‘,,..m a =]
[H 1% e e s B B By, @ veries
PoF= @ cuiges )
i TrueType Options 4
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Curempom 12 {8} & masx o
L e e | S
© Linkso stem it
) Automane R "S‘ iy
e ~ ! S
s, ut _TrueType Tools
goi—— % okl S TR AR
# Round distance e vy
fooc [ooka
2 Round position
D+ O+ C
O enter  Oouble
_ Round destination
Deira PPM range
12 12

different. In the glyph
window, you can see
the number of pixels
available and how it
affects the character.

~If.you select the
Type 1 option, you may
see a warning box. It
is worthwhile making
any corrections before
proceeding. A preview
box will then appear
with your typeface
shown at a variety of
sizes.You can see how
the software has
manipulated certain
letterforms to be
legible at a variety of
point sizes.

controlling

hinting

2_In the glyph
window, you will see a
series of points and
guides. The black areas
are the active contours;
arrows are the direction
of the contours; yellow
areas are overlapping
zones of hints; and
yellow marks the

~ | i
] i |
L ! ~ |
! - 1 :
- ’a ~  Reverse F
Delete this hint
4 ] Properties...
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starting points for
contours. Green “HR”
marks are points for
hint substitutions. To
delete a hint, hold the
Control key and click
with the mouse on the
outline. In the resulting
dialog box, choose
Delete this hint.
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X Work your way vertical directions,
through a variety of along with alignments
point sizes to see how  and links. Links are
the glyph is affected. A important as they
new toolbox appears are used to set a
with a selection of EXE

specialist hinting tools
available. These
control horizontal and

relationship between
outline points and set
distances between
stem points.
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2 _Fontlab is similar
to Fontographer,
except that it has
separate commands
for PC and Macintosh

»._The commands
for creating a Mac

file use simple icons
rather than text.
After deciding the

file format, set the
destination folder in
Export Macintosh
Suitcase then click OK.

files. For the PC, use
Generate Font from
the File menu. For the ]
Mac, use Generate Ecfstes
Mac Suitcase. 7
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2 _Finally, the Export
Option dialog box
allows you to turn on
and off certain
functions such as
hinting, along with
the AFM file.

4¢_The Advanced
option is more
complicated. You still
select your platform
from the Computer
menu but this time
you can set your
desired Encoding. You
can also output an
AFM file in Other
options, giving details
of the font.

44 Select your
desired Font Format.
FontLab differs from
Fontographer in that
it has the advantage
of being able to
generate OpenType
file formats. These can
contain hundreds of
characters, including
foreign language
glyphs, all in one file.
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EPS files 146, 147,160, 161,164, 166,172,173
extended letterforms 20, 32

Extensis Suitcase Fusion 50-1,52-3
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fading type 801
fields 44
filters, distortion 102—9
fixed-width (monospaced) fonts 126,168
Flash 132,136-7
font design 142-5
font embedding 1323
font files 186—7
font management 50-5
Fontgrapher 140-1,146, 147,152-3, 168
blending fonts 1602
calligraphic pen 1789
FontLab 140-1,152-3, 168, 178-9, 185
fonts 28
for body copy 28-9, 32
classification 14—17
combining 94,154-5
commercial use 186
customizing 94-5
default setting 30
formats 24-5
manipulating existing 12—13
optimized for screen 126-7
point size 16—17
selection of 31
FreeHand 41,74, 78-9, 146
Frere-lones, Tobias 156

Frost, Vince 10

Frutiger, Adrian 20—
Frutiger grid 20
Fuse magazine 22,142,174

Futura 29, 33,127

G

Gaussian biur 70

GIF (Graphics Interchange Format) images 122—3

animated 134-5
glass effect 108
glow effects 98-9
glyphs 12-13
customizing 94-5
designing 1445
see also letterforms
good practice, principies 307
gradients 72-3, 117
grids, typographic 44-5, 48-9
grotesques (sans serif} 14, 15,19, 29, 39

Gutenberg, Johann 10

hairlines 12,13
halftones 767
Hamburgerfonts 142, 143
hammered effect 114
hand composition 10
handcrafted effects 1001
handwritten fonts 148-51
Hell, Br Ing Rudolph 11
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hinting 1289

controlling 184-5
historical fonts, reviving 156—9
Hoefler, Jonathan 156
hot-metal type 10
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HTML (Hypertext Mark-Up Language) 120-1,126

Humanist fonts 14
hybrid fonts 94, 160-4
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hyphens 39, 40—

llustrator 60,146
autotracing 78-9
blending 92-3
combining/overlapping type 86—7
gradients 72
perspective 74
text on curves/circles 58-9
Image menu 114
ImageReady software 134-5
images
animated 1347
text as 122—3
in type 82-3
InDesign 41
internet 23

color and type 130~1

J

JPEG images 122

justified text 36-7,40—1

K

kerned pairs 182—3

L

layer masks 81-3

leading (line spacing) 10, 30,34-5






ransom note 154-5
readability 42

Reid, Jamie 154

resolution, screen 1247
ripples 104-5

“rivers” 1

rough-textured surfaces 114
roughened edges 68-9

round corners 68-9
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sans serif typefaces 14,15,19, 29, 39
ScanFont 140-1,148,149
scanning 110, 140, 146, 148
screen print effects 96-7
“screening back” 8o
screens, low-resolution 124-7
scribble 68-9
serif typefaces 12, 29, 39,126
shadow effects 64-5, 73, 117
shapes, mapping type onto go-1
Shockwave Flash (SWF) software 136
shoulder 12
silk-screen effects 96-7
slab-serif 13,14, 15, 159
slate effect 11
slug 1o
spacing

letters 180—3

lines 10, 34-5

words 34
Spiekermann, Erik 30
spin 70
spur 12

stem 12

Streamline 140, 116

“stress” 18-19

stroke weights 1819, 33,1767
stroke-to-height ratio 18
subheadings 33

swashes 94

symmetry 46-7
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tail 12
terminal 12
terminology 1213, 28-9
text, continuous 28-9,32—3
textures

effects 110-11, 114

type as 84-5
three-dimensional effects 66-7,9o-1,115
Time in Hell 160
“tone of voice” 29
tracking 30, 34, 58
transitional fonts 14, 15
TrueDoc 132
TrueType 24-5, 128,184,186
Tschichold, Jan 46
tweak 68-9
tween 134-5
type, defined 28
type alignment 36-7, 40-1
type families 20—
type management 50-5
typefaces 28

anatomy 12-13

blending 92-3

see also fonts
typographic grid 44-5, 48-9
typography, history 10-11

uppercase letters 16, 34

Vv

values 29
Vector software 60
visual hierarchy 46-7

Von Gastel, Mikon 102

W

warp text 102-3
wave 104-5
web pages
animated GIFs 134-5
bitmap/GIF images 122-3
color and type 130-1
web safe colors 131
weights 18-19
for body copy 33
creating extra 176~7
widows and orphans 37
wood block style 1001
wood effect 110
word breaks 40-1

word spacing 34
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