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C Endpapers The func¬ 
tional difference between 
a shovel and a pitchfork is 
the metal that is missing. 
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"Graphic design has 
become such a central 
part of our Post-modern 
visual language that it 
has developed into a 
carrier of meaning at 
least as significant as 
the words and images it 
is presenting. For this 
reason Post-modern 
white space becomes a 
very significant void." 
Keith Robertson in 

Looking Closer: Critical 
Writings on Graphic 
Design 
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"Design is not the abun¬ 
dance of simplicity. It is 
the absence of complexity." 
Anonymous 
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Preface 

In the course of writing and designing my previous book, Type 

in Use, I became intrigued by the study of white space, the dy¬ 

namic emptiness that lies behind printed type and imagery. I 

became fascinated by the importance of white space and by the 

necessity of "not filling in all the space." This resulted in a lec¬ 

ture I delivered in New York in May 1992 titled Page Design: 

What Works and Why. My research into design's white 

space and abstraction completely changed my ap¬ 

proach to consulting and teaching. They are essential 

to sophisticated and compelling designs. A designer who 

can handle white space and abstraction can handle 

more design problems because he has trained his mind 

to see form more accurately and critically. 

Abstraction makes an idea clearer by removing unnec¬ 

essary details. Abstraction can be harmful, though, when 

it obscures the message by removing identifiable mark¬ 

ers. Discretion and judgment in its use are essential and 

are improved with practice and experience. 

Unlike mathematics, where there can only be a single 

"right" answer, design has many alternate solutions. It 

is up to the designer to find the best among these. De¬ 

sign is not an opportunity to show off one's latest vi- 

O Vitruvius foretold Step 
3. There is a huge differ¬ 

ence between "nothing 

wrong" and "nothing right" 

about a design. Being 

able to identify what is 

right about one's work is 

crucial to organizing 

material for clarity. Merely 

having nothing wrong is 

no assurance that a design 

is successful in communi¬ 

cating. There must be some¬ 

thing identifiably right in 

a design for it to achieve 

elegance. 

sual notions for one's colleagues. On the other hand, monotony 

is not good design either, even if the basic structure of that mo¬ 

notony is pretty. Why? Because sameness puts browsers to sleep. 

Good design balances deliberate consistency with flexibility so 

some of the goodies will stand out. Designers are in service to 

their readers by accelerating learning and making content stick. 

Design - whether graphic, industrial, interior, or architecture - 

is the process of taking unrelated parts and putting them to¬ 

gether in an organized unit. Each discipline works with solids and 

voids and each must respond to three questions: What are the 

elements I have to work with? Where do these elements go? What 

structure is necessary so they go together? 
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o One definition of good 
design is the balance 

between monotony and the 

designer's self-indulgence. 

Design is simple when you remember it is a process, not a result. 

O Define the problem you have been given. This is usually a 

redefinition because you have been given an apparent problem. 

The redifinition must home in on the real issues. If you don't be¬ 

come clearer about how to handle the material, you haven't 

redefined the problem accurately enough. 

® Know the material. Digest it fully. At the very least, read it. 

e Distill the essential from the mass of confusing muchness. 

Nothing may be missing, and nothing may be extraneous. This 

is the definition of elegance. 

® Abstract the main point so its importance to the reader is clear 

and it is visually arresting. A message that doesn't stop read¬ 

ers won't be read. 

® Unify all elements so they don't outshout each other. 

Thanks to: 

■ Tad Crawford, Liz Van Hoose, and Nicole Potter, who are com¬ 

mitted to quality and clarity. And they are sweet people with 

whom to work. □ Charla Honea, a writer and editor in Nashville, 

for calling me "spay-shul," when I told her about my plans for 

_ this book at its earliest stages. I misunderstood her to mean spe- 

This book is dedicated to cjaj she meant spatial, which still makes me smile. Charla's insight, 
Clare, who, like white 
space, is the glue that advice, and suggestions helped me immeasurably. □ Clyde Hanks 

holds everything together. for hjs encouragement at 6,000 feet. □ Elizabeth, Sneaux, Rosinha, 

and Isabela for making the office a much nicer place each day. 

□ Professor Larry Bakke, a student's hero. □ Carl Dair (1912-1967), 

a designer's hero. □ Neil Bittner, a teacher's hero. □ Stuart Schar, a 

professor's hero. DJan VW, der bruders' hero. You can ask them. 

□ And now, I'm going to tell you something: very special thanks 

and love to Lilian, who has given me the time to put ideas to¬ 

gether into the book you are holding. I don't mean time we could 

have spent together, say, spatziering around Manhattan. I mean 

earning time. You are generous endolzo beautiful. "Shut the door." 

Alex W. White 

New York City 

Preface ix 
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By Jean* Pierre Raff in 

de Oliveira 

Southern light and 
northern skill come 
together in a photo¬ 
grapher’s portraits 

of his two daughters. 



C Making the content a 
reader magnet The top 

layout is confusing be¬ 

cause font use does not 

connect thoughts, there is 

a near total lack of align¬ 

ment or connectedness 

between elements, the 

subhead's typographic 

"color" is uneven, and the 

empty space has been dis¬ 

tributed evenly through¬ 

out the spread. The 

bottom example is more 

appealing and easier to 

read because connected¬ 

ness has been created - 

things touch - leading the 

reader from one element 

to the next effortlessly. 

Also, a powerful display 

font has been used, the 

words have been placed 

in a pattern that reveals 

their natural order (includ¬ 

ing the subhead, which 

has been "broken for 

sense"), and some space 

has been purposefully left 

empty. 

"Perfect communication 
is person-to-person. You 
see me, hear me, smell 
me, touch me. Television 
is the second form of 
communication; you can 
see me and hear me. Ra¬ 
dio is the next; you hear 
me, but you don't see me. 
And then comes print. 
You can't see or hear me, 
so you must be able to 
interpret the kind of per¬ 
son I am from what is on 
the printed page. That's 
where typographic de¬ 
sign comes in." Aaron 

Burns (1 922-1 991) 

Introduction 

A communicator's job i I The mind searches for 
meaning 51 Space attracts readers i 

Nothing puzzles me more than time and space; 

and yet nothing troubles me less, as I never 

think about them. - Charles Lamb (1775- 

1834) 

To design means to plan. The process of design is used to bring 

order from chaos and randomness. Order is good for readers, who 

can more easily make sense of an ordered message. An ordered 

message is therefore considered good design. But looking 

through even a short stack of design annuals, you will see that 

what is judged good changes with time. It is apparent that style 

and fashion are aspects of design that cannot be ignored. 

Stephen A. Kliment, writing in an Architectural Record maga¬ 

zine editorial, advises, "Do not confuse style with fashion. Style 

is derived from the real needs of a client or of society. Fashion is 

a superficial condition adopted by those anxious to appear el¬ 

egant or sophisticated." Leslie Segal, writing in the introduction 

to Graph is Diagrams, says, "Elegance is the measure of the grace 

and simplicity of the design relative to the complexity of its func¬ 

tions. For example, given two designs of equal simplicity, the one 

conveying more information is more elegant. Conversely, of two 

designs conveying the same information, the simpler is the more 

elegant. Inelegance is a frequent design failing." 

A communicator's job 

Having material on the page read and absorbed is a visual 

communicator's chief responsibility. The Xerox Corporation com¬ 

pleted a landmark project by distributing their Xerox Publishing 

Standards (page 6). In it, they describe their design rationale: 

"The principal goals of page layout are visual recognition and 

legibility. These goals are accomplished through consistent typog¬ 

raphy, effective use of white space and graphics, and controlled 

use of [lines].... A repeated visual logic guides the eye and helps 

Introduction 1 
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o What not to do with 
space Society has not im¬ 

proved the landscape by 

overfilling it with con¬ 

struction. Neither does a 

designer improve a page 

by overfilling it with con¬ 

tent. 

"It is better to be good 
than to be original." 
Ludwig Mies van der Rohe 

(1886-1969) 1C The design process 
expresses significance. 
The design process is one 

of sifting through the less 

important to find the es¬ 

sential. This is done in 

stages, first by removing 

the large chunks of less 

valuable content, then 

looking through increas¬ 

ingly fine grades of infor¬ 

mation. Having at last 

identified the essential, 

designers enhance its sig¬ 

nificance for their readers. 

the reader scan. A generous amount of white space is reserved 

as a blank presentation area, allowing headings to 'pop out' and 

wide graphics to be extended." 

It is important to make the page look inviting - a "reader mag¬ 

net." Visual stimulation draws viewers into the page, arousing 

their curiosity and actively involving them in the process of ab¬ 

sorbing information. Visual simplicity eliminates uneccessary el¬ 

ements and structures those that remain in a logical, consistent 

system. Good design reduces the effort of reading as much as 

possible, thereby encouraging readership and understanding. 

Readers respond to consistent page structure. The job is not to 

fill in all the space in order to impress the reader with sheer quan¬ 

tity of information. That will just overwhelm the reader with 

overfullness. 

Imagine coffee being poured in a cup. If the cup is filled to the 

very top, it is difficult to avoid spilling it on yourself as you take 

the first sip. By having too much of a good thing, we have cre¬ 

ated a problem. This is exactly the same reaction readers have 

to being given too much information at once. It is perceived as 

a problem and their response is to avoid it. Umberto Eco, the 

Italian author and professor of semiotics, writes about too- 

muchness in his description of William Randolph Hearst's castle 

in San Simeon, "The striking aspect of the whole is not the quan¬ 

tity of antique pieces plundered from half of Europe, or the non¬ 

chalance with which the artificial tissue seamlessly connects fake 

and genuine, but rather the sense of fullness, the obsessive de¬ 

termination not to leave a single space that doesn't suggest 

something, and hence the masterpiece of bricolage, haunted by 

horror vacui, that is here achieved. The insane abundance makes 

the place unlivable...." Again, the designer's job is not to fill in all 

the space. It is to make information accessible and appealing. 

The best use of the page's empty space is to help make infor¬ 

mation scannable, not merely to make the pages pretty. That 

will automatically follow. The point is to increase the page's ab¬ 

sorbability. 
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CO Substituting form 
attracts attention because 

it results in unexpected 

contrast. 

O Physical form con¬ 
veys meaning. Matching 

an element's form to its 

meaning helps reveal the 

message. 

O The stylized "Y" inside 
this logo for a Finnish in¬ 

surance provider is easily 

visible. But it takes a moment 

longer to recognize the "S” 

shape that represents the 

first half of the company's 

name, Suomi-Yhtio. 

The mind searches for meaning 

As humans evolved, an important attribute we acquired was the 

ability to see potential dangers around us, to see differences in 

our surroundings. Anything that moved irregularly or was a dif¬ 

ferent color or texture was worthy of our attention. After all, it 

might eat us. Noticing differences became an evoltionary advan¬ 

tage for humans. As a result, when we modern humans look at 

a printed document or a monitor screen, our eyes instinctively 

and subconsciously look for similarities and differences among 

the elements used. We search for the unique, which is determined 

by relative unusualness. 

Design is like sifting through sand for seashells. The human brain 

sifts images and bits of type. It innately simplifies and groups 

similar elements. If it cannot easily make these connections, it 

perceives confusion. The majority of readers are disinclined to 

exert much effort in digging out the meaning or importance of 

a message. They may be too busy or they may be uninterested 

in the subject. Indeed, many readers subconsciously look for rea¬ 

sons to stop reading. It's demanding, hard work, it takes concen¬ 

tration, and we’re all a little lazy. As has been said about 

advertising messages, "Tell me sweet, tell me true, or else my 

dear, to hell with you." 

Designing is the process of looking for and showing off the simi¬ 

larities and differences inherent in the content of a visual mes¬ 

sage. This can sometimes take a good deal of time if the 

similarities do not immediately present themselves. But the 

search for similarities is at the heart of what a designer does. 

In addition to searching for similarities and differences in our 

environment, we look for meaning in the physical form of the 

things we see. The form of a thing tells us certain things about 

itself. A couple of decades ago, Transformers® were introduced 

and quickly became a best-selling toy. Their popularity was based 

on the idea that an object could be disguised as something it is 

not. Designers struggle to reveal the meaning of their messages 

by using type, imagery, and space. If used well, the meaning is 

Introduction 5 





C Publications need 
structure and flexibility. 
Structured white space 

makes headings stand 

out, helping readers 

quickly find what they 

need. These samples, from 

the Xerox Publishing Stan¬ 
dards, show a wide main 

column that fits text eco¬ 

nomically. The narrower 

column creates headline 

visibility and a specific 

place for imagery. The ba¬ 

sic page structure allows 

great flexibility in placing 

unusual combinations of 

materials. 

illuminated and the process of communication is well served. If 

used poorly, the meaning is confused by poor choices or is sub¬ 

sumed by the prettiness of the message's presentation. 

Successful designs describe the content fully and as simply as 

possible. This is the definition of elegance. Ideally, the reader 

should be unaware of the act of reading, for reading is then truly 

effortless. In design, more is not better. There must be an econo¬ 

my in using type and imagery, or marks of any kind. If it hasn't 

got a purpose (other than decoration, perhaps?), it shouldn't be 

used. Despite the abundance of busy, overproduced design work 

we've seen in recent years, the excellence of a design is in direct 

proportion to its simplicity and clarity. 

Space attracts readers 

LP records have a narrow space of relatively empty vinyl between 

songs. The songs share similar texture because the spiral groove 

in which the needle tracks is tightly and consistently 

spaced. The space between songs is smooth, black vi¬ 

nyl interrupted by only a single groove. The visual di¬ 

viders make it possible to count the number of songs 

and estimate their relative length, serving as cues 

when we make recordings from them. Digital media 

makes far more accurate information available, but 

it can't be seen by the naked eye on the disk itself. 

O Overfilling a page is 
good only if it actually 
helps get the message 
across, as shown here. 

Otherwise, an overfilled 

page repels readers. 

"Art is not a mirror. 
Art is a hammer." 
SoHo graffito, NYC 

The pauses between songs on a record show content the way 

white space does. Space attracts readers by making the page 

look accessible, unthreatening, and manageable. Leaving too 

little white space makes a page look crowded - good only if that's 

the point you want to make. Leaving too much white space is 

almost impossible. I say "almost" because you will get groans 

of disapproval if you toss around chunks of unused white space, 

that is, emptiness purely for its own sake, rather than for the 

sake of the message. Readers are less likely to notice or object 

to too much white space than to an unreadable, crowded page. 

Readability is a term that refers to the adequacy of an object to 

attract readers. It should not be confused with legibility, which 

Introduction 7 
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C Use the paper's 
whiteness to attract 
readers. Does this much 

"emptiness" justify its cost 

to the client? Yes, if the 

emptiness communicates 

the message, which it 

does in these two exam¬ 

ples. 

"The usefulness of a wa¬ 
ter pitcher dwells in the 
emptiness where water 
might be put, not in the 
form of the pitcher or 
the material of which it 
is made." Lao-tse (604- 

531 bc), Book of Tea 

describes the adequacy of an object to be deciphered. Good read¬ 

ability makes the page look comfortable to read. Poor readabil¬ 

ity makes pages look dull or busy. Richard Lewis, an expert on 

annual reports, says, "Make exciting design. Dullness and medi¬ 

ocrity are curses of the annual report. For every overdesigned, 

unreadable report there are a hundred undistinguished ones that 

just plod along." 

Regarding legibility, Lewis says, "Designers who play with type 

until they have rendered it unreadable are engaged in a destruc¬ 

tive act that hurts us all. Hard-to-read [design] is useless in 

today's fast-paced business world." Other ways of making a page 

illegible are by placing a background tint behind the text, mak¬ 

ing the text too small, overlapping elements so none of them 

can be understood, and by simply making the fancy presenta¬ 

tion more important than the content. Make unnecessary de¬ 

mands on your readers with great care and only when you are 

sure the extra effort they are being asked to make will quickly 

become evident to them. 

Ordinarily, an LP record has one long groove on each side of the 

disc. Monty Python, the British comedy troupe, released a record 

in the 1970s that was billed as a "three-sided, two-sided record." 

Python put the normal single groove on one side and two con¬ 

centric grooves on the other side, making it a matter of chance 

before a listener would happen to put the needle down on one 

or the other groove. I distinctly remember the delight of hear¬ 

ing something unexpected, having taken me several listenings 

before their novel manipulation was realized. Their gag worked 

because they reinvented the rules of LP recordings. 

Considered use of white space shows off the subject. Go through 

the pages of any newspaper and you will find wall-to-wall ads 

of even grayness, occasionally punctuated by a darker area of 

bold type. Few ads utilize the whiteness of the paper to attract 

attention. Using the whiteness of the paper is an additionally 

good approach if the paper's whiteness expresses the idea of 

the ad. 

Introduction 9 





Section 
One 
Space 

1 Space is emptiness 

2 Symmetry and 
asymmetry 

3 The historical 
development of space: 
Five timelines 
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We turned to some professional lava jumpers to get their advice. They told us to get out now, immediately. 



Space is emptiness C Architecture and 
graphic design have 
much in common. Sym¬ 
metry, whether in two or 
three dimensions, is 
shown in this magazine 
spread and an early 19th 
century New England 
home. Architecture is de¬ 
fined as, "The art and sci¬ 
ence of designing and 
erecting buildings." The 
definition of design is 
simply "to plan." 

What is space? 15 1 Space is created when a figure is 
placed in it 17 I Space is context 19 I Space must look 
deliberately used 21 I Space adds quality 271 Space 
adds functionality 29 

fill up a place, which may be better...when I have 

made It empty. - William Shakespeare 

(1564-1616), As You Like It 

Emptiness is an essential aspect of life. It is the unavoidable 

opposite of fullness, of busyness, of activity. It is the natural and 

universally present background to everything we see. Emptiness 

is silence, an open field, a barren room, a blank canvas, an empty 

page. Emptiness is often taken for granted and thought best used 

by filling in. It is generally ig¬ 

nored by all but the few who con¬ 

sciously manipulate it to estab¬ 

lish contrast, to create drama, or 

to provide a place of actual or vi¬ 

sual rest. It is best used as counter¬ 

point to filled-in space. Compos¬ 

ers and architects use it. Painters, 

photographers, and sculptors 

use it. 

And designers use it. 

The most important step toward 

O The power of na¬ 
ture's emptiness creates 
drama as in the granite 
rock that is obsent in this 
Swiss valley. The Grand 
Canyon's drama (right) is 
also caused by what is 
missing. Had the Colo¬ 
rado River not carved the 
land, the surface that has 
become the Grand Can¬ 
yon might just be another 
area of relatively flat, un¬ 
interrupted plains. 

sensitizing yourself to using space is first seeing it. Gregg 

Berryman writes in his Notes on Graphic Design and Visual Com¬ 

munication, "Everyone 'looks' at things but very few people 'see' 

effectively. Designers must be able to see. Seeing means a trained 

super-awareness of visual codes like shape, color, texture, pat¬ 

tern, and contrast. These codes make a language of vision, much 

as words are building blocks for verbal language." Being trained 

to see more critically is best guided by a teacher, but such train¬ 

ing relies on exposure to excellent art and design samples. 





O "Space is a human 
need." - Ken Hiebert (b. 

1930). New York City's 

Central Park, shown be¬ 

fore the surrounding 

countryside was built up, 

c.l 909, and as it appears 

today, a vital sanctuary 

surrounded by intensity. 

What is space? 

The single most overlooked element in visual design is empti¬ 

ness. The lack of attention it receives explains the abundance 

C White space is a raw 
ingredient. Here it is, just 

as the paper manufacturer 

made it. But please don't 

think of it as emptiness 

waiting to be filled in. Fill¬ 

ing in emptiness is not 

what designers do: using 
emptiness is. This space 

has been used by pushing 

the aggressively horizon¬ 

tal image into it. 

of ugly and unread design. (Ugly and unread describe two sepa¬ 

rate functions of design which occasionally occur at the same 

time. Ugly refers to an object's aesthetic qualities, an evalua¬ 

tion of whether we like the object. Unread is infinitely more im¬ 

portant, because an unread design is an utter failure. A printed 

document, regardless of its purpose or attributes, is never in¬ 

tended to be ignored.) 

Design elements are always viewed in relation to their surround¬ 

ings. Emptiness in two-dimensional design is called white space 

and lies behind the type and imagery. But it is more than just 

the background of a design, for if a design's background alone 

were properly constructed, the overall design would immediately 

double in clarity and usefulness. Thus, when it is used intrigu- 

ingly, white space becomes foreground. The emptiness becomes 

a positive shape and the positive and negative areas become 

intricately linked. 

O The universe was en¬ 
tirely empty before the 

Big Bang. Its size is now 

measured by the area oc¬ 

cupied by galaxies. 

White space has various other names. Among them are "nega¬ 

tive space," which is a fully interchangeable term; "trapped 

space," which refers to space surrounded by other elements; 

"counterform," used by lettering specialists and referring to 

spaces within letters, called "counters," and spaces between let¬ 

ters; "working white," which describes emptiness that serves a 

purpose and forms an integral part of a design; and "leftover 

space," which is emptiness that still has unrealized potential. 
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C Total lack of con¬ 
trolled white space pro¬ 

duces visual noise. This is 

a section of a printer's 

make-ready sheet found 

separating Italian post¬ 

cards. Though possessing 

a certain charm, it is an 

example of accidental de¬ 
sign. 

For a very simple example of white space, in an area of care¬ 

fully spaced, identical lines (near left, top), the eye sees a field 

of gray (the lines and their background are in harmony, neither 

demanding more attention than the other). If we eliminate the 

passive white space in this pattern, jamming the black lines to¬ 

gether so their tops and bottoms touch, we create an area of 

uninterrupted black. In order to create the gray field, the white 

space in the original pattern is equally essential as the black 

lines. If we eliminate a single black line, the white space already 

present in the pattern is activated. This now-visible white line is 

an anomaly a nd appears to be in front of the gray field. Its pres¬ 

ence introduces a third dimension to the design, that of depth. 

Leo Lionni (b. 1910) executed this principle on a Fortune maga¬ 

zine cover in 1960 (near left, bottom). The background would 

be invisible if the "missing" letters didn't force us to see it. 

Total lack of managed white space results in a visually noisy, or 

cacophonous, design. This can be a desirable solution under a 

few certain circumstances, if for example, the subject being dis¬ 

cussed is audio or video interference, or a visual translation of 

anxiety, or reading conditions on a jolting train, or eidetic imag¬ 

ery. Some designers have been using computer-inspired cacopho¬ 

nous styling in what they think is fashionable experimentation 

on all their assignments, regardless of content and appropriate¬ 

ness. The results have been unreadable, confusing, and ugly. 

Space is created when a figure is placed in it 

Space is undefined until it is articulated by the placement of an 

object within it. Until a design element - a small square Bl, for 

example - is placed in a framal reference 

space can be determined. 

, little about the 

C Space is defined when 
something is placed in it. 

The ocean's vastness looks 
even bigger when a small 

island is in the distance. 

Graphic emptiness can be made to look vast and unending or it 

can be manipulated to look finite and segmented. Placing an 

object in space creates a figure/ground relationship. When a 

single element is placed in a space, it may be difficult to tell 

whether the element is big or small, high or low, or near or far. 

It is merely floating in space. The perimeter of the space, whether 
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The figure and 
ground are equally 
interesting shapes. 
Shown is the space 
between letters es 
reading downwards. 



C Stable figure/ground 
relationship (top row): 

O centering a figure neu¬ 

tralizes negative space; 

0 placing the figure off- 

center activates negative 

space; and 0 bleeding 

the figure makes it more 

dynamic. 

Reversible figure/ground 

relationship (second row): 

O a lot of space with a 

tiny figure; 0 a huge figure 

sitting in a small space; 

and 0 the figure and space 

are in size and shape equi¬ 

librium, that is, neither is 

"in front." 

Ambiguous figure/ground 
relationship (third row): 

the figure and ground are 

equally interesting shapes. 

Shown is the space be¬ 

tween letters es reading 

downwards. 

Figure/ground relation¬ 

ship studies (bottom row): 

Explorations of the funda¬ 

mental design relation¬ 

ship made by freshman 

students. Each study uses 

a single letterform. Abstrac¬ 

tion was one of the goals 

of this exercise. 

The unity of opposites is 

expressed in the Chinese 

symbol of yin/yang £) in 

which white and black 

mutually depend on each 

other. Above is an interpre¬ 

tation byShigeo Fukuda. 

defined by a box or by the edge of the page, helps describe the 

element's position in it. 

There are three types of figure/ground relationships: 

Stable figure/ground: Forms are seen in an unchanging relation¬ 

ship of having been placed in front of their background. Ordi¬ 

narily, either the figure or the ground dominates a design. The 

figure dominates if it is too large for the space, or if conscious 

shaping of the white sp.ace has been neglected. The white space 

dominates if the figure is very small, or if the space's shape is 

considerably more interesting. Balancing the sizes and shapes 

of the figure and ground activates both and makes it difficult 

to tell which is "in front" of the other, creating a unified design. 

Reversible figure/ground: Figure and ground can be seen 

equally. The figure and ground interpenetrate. A balanced fig¬ 

ure/ground relationship creates tension where one threatens to 

overwhelm the other. This describes a dynamic design. It is even 

possible to create an element that so extremely dominates its 

space that it propels itself into the background. 

Ambiguous figure/ground: Elements may be in both foreground 

and background simultaneously. White space doesn't literally 

have to be white. It can be black or any other color. It just has 

to take the role of emptiness; we see it subconsciously as back¬ 

ground. 

Space is context 

White space is the context, or physical environment, in which a 

message or form is perceived. As we have already seen, two- 

dimensional space is a plastic environment that can be manipu¬ 

lated. Just as music exists in and measures time, music also exists 

in and describes three-dimensional space. Music played in a ca¬ 

thedral sounds quite different when played in a small night club. 

Composers and musicians consider space when they write and 

perform music. Frank Zappa, on how the environment affects his 

performances, said, "There's got to be enough space [between 

notes] so the sound will work.... Music doesn't happen on pa¬ 

per, and it doesn't work in a vacuum. It works in air. You hear it 
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wayfarers on a classic holy road that's big enough to embrace rattled urban 

refugees, Walden-toting aesthetes, and a 300-pound creature named Beorn. 



o "The reality of a 

room is to be found in 

the vacant space en¬ 

closed by the roof and 

walls, not in the ceiling 

and walls [themselves]." 

Lao-tse (604-531 bc), 
Book of Tea 

C A full-bleed photo's 
strength is its ability to 

overwhelm the reader 

with a sense of actuality: 

the image is in your lap. 

This is accomplished by 

intentionally removing 

the photo's context on 

the page. 

o "White space is the 
lungs of the layout. It's 

not there for aesthetic 

reasons. It's there for 

physical reasons." Derek 

Birdsall (1934- ) 

because air molecules are doing something...to your eardrums. 

You're talking about sculptured air. Patterns are formed in the 

airwaves...and your ear is detecting those patterns." 

In design, spatial context is bounded by the framal reference, 

the physical perimeter of the page or a drawn border. Spatial 

context is different from ground because context does not im¬ 

ply a front/back relationship. Context is the implied edge of the 

live area. The terms can be confusing because a perimeter may 

at times suggest a front/back relationship. Spatial context and 

figure/ground exist at the same time. They are not exclusive of 

one another. 

Ambiguous white space can be seen in the House and Carden 

poster (above left). Is the black a background to the images of 

the sky, or is it a darkened interior wall in front of the windowed 

sky? Indeed, which matters more, the reality of how this image 

came to be, or the reader's perception of the photo's emptiness? 

Full-bleed photos, images that touch the edge of the page on 

all four sides, are examples of intentional lack of context. A full- 

bleed photo gets its attractive power by making its subject look 

so big, that it can't be contained by the page (far left, bottom). 

Think of a photo on a page as a window into another space. 

The reader looks through the page at the scene beyond. Most 

images are seen through modest "windows." A full-bleed photo, 

on the other hand, is eguivalent to a floor-to-ceiling, wall-to-wall 

sheet of glass. It brings the outside in to the reader. 

Another way of programming the context of a design is to fil! 

the space with a full-bleed typographic treatment (near left). A 

headline sized large enough to fill a spread will certainly have 

immediacy. It is an easy, tempting approach for many situations 

that require extreme visibility. Ffowever, unless the meaning of 

the headline is best expressed by wall-to-wall type, this approach 

is only graphic exploitation of the reader and should be resisted. 

Space must look deliberately used 

"One of the highest delights of the human mind," wrote Charles- 

Edouard Jeanneret (1 887-1 965), "is to perceive the order of 
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o Is this "wasted space"? 
Siena's magnificent piazza 

is the community's gather¬ 

ing place. Four hundred 

years after its construction, 

it remains the city's focal 

point. 

nature and to measure its own participation in the scheme of 

things; the work of art seems to be a labor of putting into order, 

a masterpiece of human order." Le Corbusier and Amedee 

Ozenfant (1886-1966) collaborated on essays and books be¬ 

tween 1917 and 1 928. Their work explored Le Purisme - Pur¬ 

ism - in which logic and order, universal truths, and hierarchy 

of sensation were the main tenets. 

It must be evident to the viewer that a 

design's material has been predigested and 

presented in an organized way. In short, it 

must be clear that a set of design rules has 

been created and consistently applied. The rules 

must be clear in both the use of white space and 

in the placement of elements in the white space. 

The use of too little white space results in an over¬ 

full page. On the other hand, the use of too much white 

space makes a page or spread look incomplete, as if ele¬ 

ments have slid off the page. 

C Is this vital space? 
This aerial photo shows 

Siena's narrow streets ra¬ 

diating from the piazza. 

BlriTEN 
BigTen 
O Negative space is 
positive in this redesign 

for an athletic league 

(above) that admitted an 

eleventh member (below). 

If white space has a clearly defined form, the reader recognizes 

it as a legitimate element and not a leftover. The positive and 

negative have been equally attended to - the white shapes are 

every bit as interesting as the black - in Armin Hofmann's 1 962 

poster for Herman Miller (facing page, top). 

It is possible to dress up a page with white space, to inappropri¬ 

ately spread it around to look, at first blush, like it is judiciously 

used. But this is wrong on two counts: it fools the reader into 

false expectations, and it exposes the designer to arguments 

about "artistic expression" with clients and bosses. Visual com¬ 

munication relies on creating a connection with the reader. The 

connection always starts weakly because the reader has no com¬ 

mitment to the message. Manipulating a reader with useless 

white space - or any other misused element - deeply undermines 

the message's credibility the moment the reader becomes aware 

of the tactic. On the second point, designers wish to avoid con¬ 

frontational discussions about artistic expression whenever 
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o Deliberate use of 

white space creates nega¬ 

tive and positive shapes 

that are equally impor¬ 

tant. This artwork (bot¬ 

tom) is in the floor at the 

Cathedral of Siena. 

C An abundance of 
white space is used to ex¬ 

press vastness. Little white 

space remains as an 

expression of silence-filling 

volume. 

G The same amount of 
white space is used in 

these two examples. The 

first layout suffers from a 

dispersion of emptiness, 

which looks shapeless and 

accidental. The second lay¬ 

out has grouped the emp¬ 

tiness into significant 

chunks at the top and 

outer margins. It has a dis¬ 

tinct shape and joins the 

facing pages into a single 

horizontal shape. 

possible. As service providers hired to solve others' problems, the 

designer usually loses these disagreements. The solution? To 

make design decisions that are defendable and logically explain¬ 

able as solutions to real problems. Using emptiness is part of a 

valid and logical solution to design problems. Unlike images and 

words, which come with their own obvious reason for being in¬ 

cluded in a design, emptiness is more subtle. It is within the 

designer's area of responsibility to look for and take advantage 

of emptiness on each design assignment. 

Expressive use of white space requires an asymmetrical design. 

Centering an element kills white space because the figure's po¬ 

sition, its centeredness, has eclipsed the need for interestingly 

shaped negative space. Placing the figure off to one side - even 

bleeding off an edge - activates the white space, especially if 

the emptiness is in large chunks. A truism in design is that if 

you arrange the white space well, the elements on the page will 

look great, but if you arrange only the positive elements on the 

page, the white space will almost necessarily be ineffective. 

When you design purposeful emptiness, designate elements that 

will break into the emptiness at least once per page, else the 

emptiness will look like "wasted space." Compare the two stud¬ 

ies at the top of the opposite page. The first merely has empty 

space, which, though wasted, is still better for the reader than 

filling the page with text. The second study uses the space to 

show off elements that are different in meaning and valuable 

in explaining why the text areas are useful or valuable to the 

reader. Though small, elements put in significant emptiness be¬ 

come visible and attract attention. This comparison shows the 

difference between having white space and using white space. 

Having money may be nice, but using money gets things done. 

Seeing the potential of emptiness requires a shift in thinking that 

is equivalent to doctors' preserving health instead of just curing 

diseases. The medical community has come to the realization that 

nurturing patients' wellness rather than treating their illnesses 

is good practice. This is an historical shift in medical thinking. 
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"White space is like the 

statuesque calm just be¬ 

fore an ice skater begins 
a routine. It sets into 

perfect contrast the 

graceful animation that 

follows." Anonymous 

Peter Stark wrote an excellent description of an equivalent way 

of seeing in an extreme-skiier profile in Outside magazine: "Stand¬ 

ing on Mount Hood, I looked down at a very steep snowfield 

dotted with jagged rock piles. As I tried to figure out whether 

my trajectory, if I fell, would take me into the rocks, Coombs took 

off skiing down the pitch. 'Don't rocks bother him?' I asked 

Gladstone. 'That's the difference with Doug,' she replied. 'Where 

you and I see rocks, he sees patches of snow and the chance to 

C Stores that want to 
nurture an image of 

quality have an open 

floor plan and an un¬ 

crowded look. Stores that 

project a bargain image 

turn. 
in 

Space adds quality 

Have you ever noticed how expensive, quality-oriented stores 

have an open floor plan and an uncrowded look, while cost- 
overwhelm with "much¬ 

ness." O The same is 

true of mail-order cata- 

oriented stores are stuffed wall-to-wall with merchandise? In the 

former, you rarely see more than three of anything because it 

signals rarity. In the latter, there are stacks of every 

item because sales volume is this store's goal. If this 

comparison were made on a scale of loudness, the 

quality store would be a conversation and the cost 

store would be a passing fire truck with sirens in 

full throat and lights ablaze. 

Applied to two dimensional space, this disparity 

is expressed by Ken Hiebert, a design professor 

with whom I studied one summer in the 1970s: 

"It is common to use space as a kind of luxury, pro¬ 

jecting generosity or classic simplicity - a formula for 'class.' But 

if space is used only as a formula or device, it is also readily sus¬ 

pect as being either wasteful, arrogant, or elitist. Yet space is a 

human need, and the experience of space is typically an exhila¬ 

rating one." 

Mail order catalogues each have their own identity. Some have 

a literary inclination, running feature articles and blurring the 

line with magazines by creating a new hybrid, the "catazine," or 

"magalogue." Some create an artistic appearance, leaving a lot 

of space unoccupied, speaking intelligently, suggesting to the 

reader that the merchandise is of equally high quality. Some 
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o Forcing the page into 

this mark (bottom) makes 

it more expressive, more 

distinctive, and look more 

filtered. It thus expresses 

greater quality. 

shove as many products and descriptions as possible on each 

page, filling in every pica, and know there is an audience for such 

slow-speed junk wading. As Chuck Donald, the design editor of 

Before & After magazine, wrote, "Lack of white space is as tire¬ 

some as the party blabbermouth. [On the other hand,] margins 

and white space beckon the reader in." 

Companies that buy large advertising spaces, in newspapers, for 

example, communicate a certain level of success. Buying a large 

space and then leaving much of it empty speaks even more 

highly of the company's success. 

The samples on the facing page are before and after examples. 

The top illustration is a 231/2M x 16V2" poster designed by Jan 

Tschichold in 1930. Tschichold was one of the earliest practitio¬ 

ners of the then-revolutionary asymmetrical style that he de¬ 

scribed in his 1928 book, The New Typography. The content has 

been refitted to a symmetrical format to show how white space 

has added quality to the communication. Notice how much more 

expressive the information hierarchy is when type size is rein¬ 

forced by intelligent grouping and positioning. This idea was the 

heart of Tschichold's The New Typography. 

Space adds functionality 

One of the oldest examples of exploitation of 

emptiness for utilitarian use is the scholar's mar¬ 

gin, a wider outside margin reserved for note¬ 

taking. It also makes facing pages look more 

connected because the text blocks are nearer 

to each other than they are to the page's pe- 

O Wide outer margins 
are called scholar's mar¬ 

gins and add functional¬ 

ity to a book's design. The 

left page is from the Douce 
Apocalypse, c. 1265. The 

diagram shows the nine- 

part Golden Section. 

rimeters. The Golden Section, in use since me¬ 

dieval times, is the finest page structure ever developed. 

The usefulness of a document is paramount in ''wayfinding," a 

design approach that acknowledges the ways people maneuver 

through information. Wayfmding puts somewhat less attention 

on aesthetic ends. White space is a critical component in this 

system, as it provides visual pathways and allows signposts to 

stand out with increased visibility. 





C Reversing the land 
and water masses in this 

map fools the eye for a 

moment. Then we recog¬ 

nize the familiar negative 
shapes and the map 

makes sense. 

Symmetry and asymmetry 

Space is a shape 31 I Symmetry: Passive space 33 I 
Asymmetry: Active space 35 I Wasted space 37 I 
Active space can imply motion 371 Representational 
and symbolic space 39 

C The figure is the 
ground in this 1934 ad¬ 

vertisement designed by 

Leo Lionm. Layering re¬ 

sults when shapes can be 

either figure or ground, 

depending on their rela¬ 

tionships to other shapes. 

C M.C. Escher was a 
master at creating active 

white space. His ingenuity 

is represented by this fish- 

to-birds metamorphosis, 

here printed on a necktie. 

o You will likely see the 

white shape first in this 

corporate mark designed 

by Hartmut Pfeil for a 

company known by its ac¬ 

ronym, SCC. Concentrate 

on the black shapes and 

you will see an 5 and two 

Cs, one of which is flopped 

and looks like a D. 

The first and wisest of them all professed to 

know this only, that he nothing knew. - John 

Milton (1608-1674), Paradise Regained 

There are two kinds of balance, an important aspect of visual 

communication: symmetrical and asymmetrical. Symmetrical bal¬ 

ance centers on a vertical axis. Asymmetrical balance does not 

look the same on both sides, but the dissimilar halves are in a 

state of equal tension, or "balanced asymmetry." Symmetry is bal¬ 

ance through similarity; asymmetry is balance through contrast. 

Space is a shape 

Design is the arrangement of shapes. All design elements have 

a shape, which is an area defined by a perimeter. The perimeter 

may be a line, a value change, like solid black next to 50 per¬ 

cent black screen tint, or a color change, like blue next to green. 

It is vital for a designer to learn to see each element as a shape 

as well as a signifier of meaning, for it those shapes that are 

managed in a design, and it is those shapes that are perceived 

by the viewer. Learning to see each element as a shape takes 

time and effort. Sensitivity to seeing shapes revolutionizes a 

person's ability to design. Seeing emptiness as a shape is the 

most potent aspect of this revolution. 

White space is like digital data: It is either "on" or "off." If it is 

"on," it is active, that is, its shape is of approximately equal im¬ 

portance as the positive shapes (that's good). If the white space 

is "off," its shape is essentially a result of chance, the byproduct 

resulting from the placement of positive elements, which is not 

nearly as good. Leftover white space is rarely as interesting as 

positive space. 
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This is static space 
Ajhg kjhgj hgj hgjhjhg xdfgdfg fgh dfghdfg dtgnm dhn dfg. Ohb sf sfgbxfgn dhj 

tyu iol hu. Dzxf werg ery oh hjgd fyhj dcghdj ftyj dity roy jfd. Hty hrdt hd ryh 

drifh erdty. Ajg kjgj hgj jhjhg xdfgdfg fgh dfgadfg. Ohb sf sfgierg ery dty rty jfd. 

Hty hirdt hd ryhedrfh erty hehdr. Sehgj hgjh jhg xdifgdfg fn dfg. Reh drfih erdty 

perthor. Ajhg hgj fgeh dhn dfg. Ohb rhe drafh sf sfigbxy fogan dehj tyu iol hu. 

Hou sc ast dfuj uiyo eytr hjy j gvxds g vho. Ajg kjgj hgj jhjhg xdfgdfg fgh df gadfg. 

This is 
active space 

Ajhg kjhgj hgj hgjhjhg xdfgdfg fgh dfghdfg dtgnm dhn dfg. Ohb sf sfgbxfgn 

dhj tyu iol hu. Dzxf werg ery oh hjgd fyhj dcghdj ftyj dity roy jfd. Hty hrdt 

hd ryh drifh erdty. Ajg kjgj hgj jhjhg xdfgdfg fgh dfgadfg. Ohb sf sfgierg 

ery dty rty jfd. Hty hirdt hd ryhedrfh erty hehdr. Sehgj hgjhjhg xdifgdfg 

fn dfg. Reh drfih erdty perthor. Ajhg hgj fgeh dhn dfg. Ohb rhe drafh sf 

sfigbxy fogan ae dehj tyu iol hu. Ajg kjgj hgj jhjh dsfg xdfgdfg fgh df gadfg. 

Square halftone 
and passive space 

Partial silhouette 
and active space 



C Centered elements 
create passive white 
space (left), while asym¬ 

metrically-positioned ele¬ 

ments create activated, 

dynamic white space 

(right). 

O Figure and ground 
are ambiguous in this 

logo for the Finch-Pruyn 

paper company, designed 

by Herb Lubalin. The P 

cannot be seen without 

recognizing the white 

shape within the F. 

C Passive white space 
is static. It looks motion¬ 

less and "left over." It isn't 

used to guide or draw the 

reader into the design. 

Passive white space is the 

chief offender in making 

documents ugly, if, indeed, 

they are noticed at all. 

"Symmetry is static - that 

is to say quiet; that is to 

say, inconspicuous." 

William Addison Dwiggins 

(1880-1956) 

Symmetry: Passive space 

Symmetry is the centered placement of elements in space. Sym¬ 

metry, requiring a central vertical axis, forces white space to the 

perimeter of the design. White space in a symmetrical design is 

passive because it is not integral to our perception of the posi¬ 

tive elements. If it is noticed at all, it is seen only as background. 

Symmetry is a predictable arrangement that implies order and 

balance. It suggests peacefulness and stability. 

There are three types of symmetry (far left, center). The most com¬ 

mon is bilateral symmetry, in which the left and right sides are 

approximate mirror images of each other. The other two are ra¬ 

dial/rotational symmetry, in which the elements radiate from 

or rotate around a central point, and crystallographic symme¬ 

try, in which elements are evenly distributed across the space. 

Crystallographic symmetry is also called "all-over pattern" and 

looks like wallpaper. Wallpaper, which uses an even, repeated 

pattern, is intended to become background, and thus uses the 

most passive, invisible design possible. 

One way to activate passive white space is to carve part of an 

image out of its background and bump that into the space. This 

is known as a partial silhouette (far left, bottom). The silhouetted 

part of the image will be most visible, so carve out the most im¬ 

portant and most communicative part. Partial silhouetting is a 

useful technique for making the image appear more real than a 

square halftone. In life, objects overlap and touch the things 

behind them, and a partial silhouette suggests overlapping. 

Passive white space shows up at the perimeter of pages as un¬ 

used and unbroken-into margins. Margins should always have 

designated uses and should be activated by putting at least one 

worthy thing in them on every page. 

Symmetrical design is attractive and relatively easy to create. It 

is best executed in an inverted pyramid shape because the cone 

shape inexorably leads the reader to the next level of informa¬ 

tion. The widest line should be at or near the top, and the short¬ 

est line should be at or near the bottom. 
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C Margins should be 
used to show off impor¬ 

tant elements. Margins' 

passive white space (left) 

enlivens the page by be¬ 

ing activated (right). 

O Asymmetry requires a 

different way of think¬ 

ing. Paul Simon says he 

wrote asymmetrical songs 

to fit around Brazilian 

drum riffs for his The 
Rhythm of the Saints re¬ 

cording. 

C Asymmetry requires 
the use of unequal 

shapes and uneven spac¬ 

es, as shown in these pa¬ 

per moneys and stock 

certificates. 

"Unsymmetrical arrange¬ 

ments are more flexible 

and better suited to the 

practical and aesthetic 

needs of today." Jan 

Tschichold (1902-1974) 

Asymmetry: Active space 

Asymmetry, which means "not symmetry," suggests motion and 

activity. It is the creation of order and balance between unlike 

or unequal elements. Having no predictable pattern, asymme¬ 

try is dynamic. White space in an asymmetrical design is neces¬ 

sarily active, because it is integral to our perception of the 

positive elements. Therefore, the informed use of white space is 

necessary for successful asymmetrical design. 

Active white space is carefully considered emptiness. Its shape 

has been planned. Active white space is the primary attribute 

of documents that are perceived as well-designed and having 

inborn quality. Any empty shape that has been consciously cre¬ 

ated is active space. A truism in design is that if you arrange 

the white space well, the elements on the page will look great, 

but if you arrange only the positive elements on the page, the 

white space will almost necessarily be ineffective. 

Another way of activating white space is by integrating it into 

the positive elements of design through closure. Closure is a spon¬ 

taneous human behavior in which the brain completes an un¬ 

finished or unconnected shape (see next page). It is an effective 

technique because it requires the viewer's intimate involvement 

in completing the message. The key to making closure succeed 

is to adjust the spaces between forms carefully. If there is too 

much space between forms, the brain will not recognize their 

relatedness. If there is too little space between forms, the reader 

need not add anything to see the completed shape. 

Asymmetrical design doesn't guarantee a dynamic, lively design. 

But the structure is more flexible and allows greater freedom of 

expression to reveal the relative importances of the content. Like 

other freedoms, symmetrical design offers great reward but re¬ 

quires discipline, understanding, and sensitivity from the artist. 

These improve with knowledge and experience. Read, study, and 

immerse yourself in great design. Concentrate on samples from 

the first half of the twentieth century because they are models 

you can approach with perspective and objectivity. 
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I WOULD RATHER SLEEP IN THE SOUTHERN CORNER OF A LITTLE COUNTRY CHURCH-YARD, 
THAN IN THE TOMB OF THE CAPULETS. I SHOULD LIKE, HOWEVER, THAT MY DUST SHOULD 
MINGLE WITH KINDRED DUST. THERE ARE OTHERS SO CONTINUALLY IN THE AGITATION OF 
GROSS AND MERELY SENSUAL PLEASURES, OR SO OCCPIED IN THE LOW DRUDGERY OF AVARICE, 
OR SO HEATED IN THE CHASE OF HONOURS AND DISTINCTION, THAT THEIR MINDS, WHICH 
HAD BEEN USED CONTINUALLY TO THE STORMS OF THESE IOLENT AND TEMPESTUOUS 
PASSIONS, AN HARDLY BE PUT IN MOTION BY THE DELICATE AND REFINED LAY OF THE 
IMAGINATION. I AM CONVINCED THADE HAVE A DEGREE OF DELIGHT, AND THAT NO SMALL 
ONE, IN THE REAL MISFORTUNES AND PAINS OF OTHERS. NO PASSION SO EFFECTUALLY ROBS 
THE MIND OF ALL ITS POWERS OF ACTING AND REASONING. CUSTOM RECONCILES US TO 
EVERYTHING. THE FABRIC F SUPERSTITION HAS IN OUR AGE AND NATION RECEIVED MUCH 
RUBER'S HOCKS THAN IT HAD EVER FELT BEFORE; AND THROUGH THE CHINKS AND BREACHES 
OF OUR PRISON WE SEE SUCH GLIMMERINGS OF LIGHT, AND FEEL SUCH REFRESHING AIRS OF 
LIBERTY, DAILY RAISE OUR ARDO R FOR MORE. A GOOD PARSON ONC SAID, THAT WHERE 
MYSTERY BEGINS, RELIGION ENDS. CANNOT I SAY, AS TRULY AT LEAST, OF HUMAN LAWS, THAT 
WHERE BEGINS, JUSTICE ENDS? IT IS HARD TO SAY WHETHER THE DOCTORS OF LAW OR 
DIVINITY MADE THE GREATER ADVANCE IN THE LUCRATIVE BUSINESS OF MYSTERY. THERE IS, 
HOWEVER, A LIMIT AT WHICH FORBEARANCE CEASES TO BE A VIRTUE. IT IS PITEOUSLY DOLEFUL, 
NODDING EVERY NOW AND THEN TOWARDS DULLNESS; WELL STORED WITH PIOUS FRAUDS, 
AND, LIKE MOST DISCOURSES OF THE SORT, MUCH BETTER CALCULATED FOR THE PRIVATE 
ADVANTAGE OF THE REACHER THAN THE EDIFICATION OF THE HEARERS. IT IS A GENERAL 
POPULAR ERROR TO IMAGINE THE LOUDEST COMPLAINERS FOR THE PUBLIC TO BE THE MOST 
ANXIOUS FOR ITS WELFARE. PEOPLE NOT VERY WELL GROUNDED IN THE PRI CIPLES OF PUBLIC 
MORALITY FIND A SET OF MAXIMS IN OFFICE READY MADE FOR THEM, WHICH HEY ASSUME 
AS NATURALLY AND INEVITABLY AS ANY OF THE INSIGNIA OR INSTRUMENTS OF THE SITUATION. 
A CERTAIN TONE OF THE SOLI AND PRACTICAL IS IMMEDIATELY ACQUIRED. EVERY FORMER 
PROFE^pN OF PUBLIC SPIRIT IS TO B CONSIDERED AS A DEBAUCH OF YOUTH, OR, AT BEST, 
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© cl OOObc: The Creeks and Romans adopt the Phoenician sys¬ 

tem, adding vowels and achieving even type color. © After 

Rome's fall, writing, using parchment and vellum, is practiced 

in the western world almost exclusively in monasteries. © One 

of the first codex ("book with pages") Bibles is copied near Mt 

Sinai. © Space between words replaces* dots‘between* words. 

Dots evolve to indicate full stops (at cap height)’ and pauses 

(at baseline). © Areas of type carved in wood are used for 

© © © 
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O Et tandem Euboicis Cumarum al fl| Bj ^B^B 

Obvertunt pelago proras: turn dente |^^^B 

Ancora fundabat naves, et litora cun 
FOUN 

Praetexunt puppes. juvenum minus < 

Litus in Hefperium: quaerit pars fern 

Abftrufa in venis filids: pars denfa fi , 

Te<5ta rapit, filvas; invcntaque flumii ^SBB fl| 

At pins Aeneas arces, quibus altus A JjBL 

10 Praefidet, horrendaeque procui fecreta 

1 

negative space within letters for even type color. | Francesco Griffo 

makes the first "italic" type, basing it on cursive writing. © John 

Baskerville develops smooth paper, permitting his letters to be 

printed with greater thick-and-thin contrast. © Square serif types 

introduced. ® First "sans serif" type available, though it takes 

fifteen years to be named and popularized by Vincent Figgins 

in London. © Phototype, developed in the 1920s, becomes widely 

accepted and used in the 1950s, and leads to tighter letterspac¬ 

ing in the 1960s because metal "shoulders" no longer exist, end 

© 
cl 400 

"For all writing is worth¬ 

while...according to the 

amount of service one 

gets from it." Christophe 

Plantin (1514-1589) 

© 
1960s 

ion a mutilated - could do to! 
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DIGITAL 
'F'WlIPRligB 

ti05iGn: 
More styles 
& more choices 
Computers allow anyone 

to design typefaces, in¬ 

creasing typestyle variety 

and interest in typography. 
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Punctuation's evolution 
includes the question mark, 

an abbreviated Q (from 

the Latin Quaestio), and 

the comma (,) in 1521; the 

first quote marks ("") in 

France in 1 557; and the 

first semi-colon (;) in 1 569. 

multiple rubbings. A system is needed where letters can be carved 

individually and duplicated so they can be quickly assembled, 

disassembled, and reused. © Johannes Gutenberg (cl 397-1468) 

of Mainz, Germany, advances the ability to communicate by in¬ 

venting an efficient system for attaching movable letters to a 

printing press. Increase in printing causes reading and knowledge 

to become democratized. © Rennaissance design using white 

space perfects page proportions. (D In the first fifty years of print¬ 

ing, 35,000 books produced a total of 8-1 2 million copies. The 

© 
cl 5,000bc 

At the Old Collier and Cart, 
at Fleet-Ditch, near Hoi- 

bom-Bridge, Are good Coals, 
Deals, IVainfcote and Beach, &c 
fold at reafonable Rates, by 

John Edwards. 

Semiotics, the study of 
signs and meanings, de¬ 

fines nine categories of 
marks, of which these six 

are the most important: 

1. Representational sign, a 

realistic picture of an object; 

2. Pictogram, an iconic rep¬ 
resentation of an object; 

Logos 

"Logo" is Greek for "word," though it is widely used to indicate all 

corporate trademarks. Marks may be symbols (marks without 

type), lettermarks (letters form the name), logos (a word), or com¬ 

bination marks (symbol and logo together). © Identifying marks 

have been around since the beginning of human writing, when 

paint was sprayed around the artist's own hand. Here, a mark from 

a Tasmanian cave. © Merchant's marks are widely used to mark 

packages. Being diagramatic, they communicate across dialects 
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average run of "incunabula" books is 250 copies. © Early grid 

use in C.P. de Brocar's Polyglot Bible accommodates five languages. 

© John Baskerville develops smoother paper and inks and a type¬ 

face, with pronounced thicks and thins, that takes advantage of them. 

© Lithography ("stone writing") is invented, based on the idea that 

water repels oil-based inks. Its results are more subtle than letter- 

press. © With photography's invention and inherent realism, printers 

improve continuous tones. Photoengraving is introduced in 1871. 

© Logically placed marginal notes liven the pages of Whistler's 

© 
1890 

"Printing is the subject 
that lies at the roots of 
Western civilization. It's 
the beginning of every¬ 
thing, really." Stan Nelson, 

National Museum of 

American History 

and languages. © The earliest watermark, a symbol embedded 

directly into paper fibers, is Italian from 1282. @ With the advent 

of printing, "tradesman's cards" are simple, literal depictions of 

businesses. © Stylization is used to denote quality in the 1800s. 

© A logo is a mark that is a word, like Exxon. Shown here is Ray¬ 

mond Loewy's first sketch. © Abstraction is used in symbols when 

the companies they describe are not easily illustrated. This is for 

a Brazilian banking group. © A modern mark notable for its ele¬ 

gant N, Wl and descriptive arrow created by negative space, end 

3. Symbolic sign, a pictogram 

altered for a new meaning; 

4. Synonimic sign, figures 

with the same referent; 

0 Q- ::fi” 
5. Ideogram, a sign of a 

nonrepresentational idea; 

9^> 
6. Diagram, nonrepresen¬ 

tational and arbitrary. 

3 43 



1918 1919 1923 

l840-l900 Victorian 

l850-,900 Arts & Crafts 

l890-l905 Art Nouveau 

"05-25 Expressionism 

"10-25 Cubism 

"10-45 Futurism 

"15-25 Dada, De Stijl 

"15-30 Constructivism 

"20-35 Bauhaus 

"25-40 Art Deco 

"25-45 Surrealism 

"30-70 Modern 

"45-70 New York School 

"50- International 

"60-70 Pop, Psychedelia 

"70- Basel 

"75-90 Punk 

"75-90 Postmodern 

"90- Global 

© 
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English book. © Art movements in rapid succession throughout 

the twentieth century introduce visual ideas that the design com¬ 

munity adopts. © De Stijl ("The Style") explores asymmetric type, 

simplicity, and dynamic divisions of space. © Cubists fragment 

and collage images, using letterforms as abstract elements. © 

Dadaists exploit shock through typographic experimentation and 

apparent randomness. ® Constructivists combine words and pic¬ 

tures into a single element, often to illustrate political messages. 

© The Bauhaus, both the school and the philosophy, is founded 

The earliest human 
markings on cave walls 

were posters; that is, they 

were messages to be seen 

by the artists' community. 

Such work today would 

be called murals or graffiti. 

That modern posters are 

printed on paper and 

hung on walls is primarily 

a function of printing 

requirements and modern 

mass communication. 

Posters 

Graphic design evolved as a profession in the mid-twentieth cen¬ 

tury from commercial artists in the trades of printing, typesetting, 

and illustration. © Throughout the 1800s, printers made an¬ 

nouncements that were, in the absence of magazines, radio, and 

television, a key advertising medium. © Toulouse-Lautrec de¬ 

velops the poster as an art form, building on the pioneering work 

of fellow Parisian Jules Cheret. (3) Alexey Brodovitch launches 

his career with the Bal Banal poster. @ Cassandre's posters re- 



when van Doesburg partners with Gropius and Moholy-Nagy to 

build a new educational program in Germany. This marks the 

birth of graphic design as an educational discipline and as a pro¬ 

fession. U.S. schools begin offering the subject in the late 1940s. 

© Herbert Matter adds extreme photographic scale to Tschi- 

chold's 1928 "NewTypography" in montaged posters. © Lester 

Beall helps create the modern movement in New York with Scope 

magazine for Upjohn Pharmaceuticals. Beall is recognized for 

unifying dense scientific content with editorial simplicity and 

© ® © 
1948 1953 1960s 

fleet the cubist movement, as in this restaurant sample. © Max 

Huber, a Swiss living in Milan, expresses motion, speed, and noise 

in bright colors. © Muller-Brockmann's International style builds 

on the cleanliness of Swiss design. ® Psychedelic posters ex¬ 

plored malleable, distorted letterforms and organic, art nouveau 

expression. ® Sagmeister's announcement is body-carved, ac¬ 

curately interpreting the mood of the U.S. street in the late 

1990s. It seems to question the viability of written language it¬ 

self at the turn of the millenium. end 

"The art of typography, 
like architecture, is con¬ 
cerned with beauty and 
utility in contemporary 
terms." Bradbury Thomp¬ 

son (1911-1995) 

"A poster must do two 
things well: to be noticed 
and to hold your atten¬ 
tion long enough to get 
the message across. And 
in that order." Emil Weiss 

(1896-1965) 
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"Disputes between the 
traditional and modern 
schools of typographic 
thought are the fruits of 
misplaced emphasis. I be¬ 
lieve the real difference 
lies in the way 'space' is 
interpreted." Paul Rand 

(1914-1996) 

beauty. © International, or "Swiss," style grows from the Bau- 

haus. It uses the grid, asymmetry, and minimal typographic con¬ 

trast to show hierarchy, as in Hofmann's late-50s poster. © The 

New York School, beginning just after World War II, is a period 

of extraordinary vibrancy. Art directors are given freedom to de¬ 

velop ways of integrating European typography with powerful, 

information-laden imagery. © The 1 960s and 70s are decades 

of searching for symbolism, as shown by Glaser's I NY logo. © 

Self-conscious design guides the 1970s and 80s, as in this Wein- 

© 
1903 1929 

bauhaus 1929 

"Whereas building is 
merely a matter of 
methods and materials, 
architecture implies the 
mastery of space." Walter 

Gropius (1883-1969) 

Magazines 

Publications evolved from leaflets to pamphlets to almanacs until 

1 663, when the first true magazine - offering specific informa¬ 

tion for a specific audience - was a German monthly. © Illus¬ 

trated news weeklies that combined a balance of type and 

imagery proliferated with the development of industrial society. 

(2) Modernists transformed magazines with sans serif type and 

dynamic layouts, as in this early example by Joost Schmidt. (3) 

Henry Luce promises his new Fortune magazine will be "as beau- 

LESLIE’S 



© 
1980 

© 
1992 1998 

gart poster. © Creiman builds on Weingart's experiments, add¬ 

ing video and computer references and geometric shapes as deco¬ 

rative elements. The computer's growing capabilities encourage 

exploration, often of three-dimensionality via layering. © Typo¬ 

graphic deconstruction, the battle between legibility and maximum 

visual impact, as in Brody's 90s work. © Website design becomes 

the hot discipline through the 90s. Web-like wayfinding is applied 

to multipage print design. © The computer allows design from 

any era, but the purpose of a document remains to be read, end 

"The greatness of art is 
not to find what is com¬ 
mon but what is unique." 
Isaac Bashevis Singer 

(1904-1991) 

tiful a magazine as exists in the ITS." ® M.F. Agha introduces 

American magazine readers to the first use of sans serif type, 

full color photos, and full bleed images at Vogue and Vanity Fair. 

(D Bradbury Thompson overlaps the four process colors as flat 

tints in his art direction of Westvaco Inspirations. (6) Fred Wood¬ 

ward produces a decades-long line of outstanding, expressive fea¬ 

ture spreads for Rolling Stone magazine. (7) Magazines become 

a source of innovative typography as Web treatments are ap¬ 

plied to a more sophisticated audience, end 

THE A 'AN POP CULTURE 
EMPIRE T ART AND 

ROCK & ROLL 

® 
2000 
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Q Sumerian cuneiform 
scribes had only wedge- 

shaped sticks and soft 

clay and fifteenth-century 

printers had only a few 

handmade fonts. Such 

technological limitations 

forced design unity on 

their work. 

£ Activated white 
space and dramatic 

cropping of letterforms 

make this poster's point 

for the AICA NY. 

C Informed use of 
similarity and contrast 
are shown in these three 

student projects. 

*Dwiggins coined the 
term graphic designer, wrote 

the first book on advertising 

design, and designed hun¬ 

dreds of books and more 

than eighteen typefaces. 

Caledonia 
Electra 
Metro 

Unity and space 

Similarity and contrast 51 I Using space to create 
unity 55 

nity contributes orderliness and coherency 

and a civilized state of things generally. 

Whereas the Contrast family are all sav¬ 

ages, more or less. - William A. Dwiggins* 

(1880-1956) 

One goal of graphic design is to achieve visual unity or harmony. 

Eugene Larkin, in the introduction to his book Design: The Search 

for Unity, writes, "The minimal requirement in visual design is... 

the organization of all the parts into a unified whole. All the 

parts, no matter how disparate, must be reconciled so they sup¬ 

port each other." In other words, elements must be made to work 

together with the greatest interest to the reader and with the 

least resistance from the reader. 

Because they had very limited resources, the earliest design prac¬ 

titioners achieved visual continuity rather easily: it was externally 

imposed on them by lack of choice of materials (left, top). To¬ 

day, with the abundant resources available as digital informa¬ 

tion, giving designers the capability to replicate with near 

exactitude the work of any era, we must exercise internal restraint 

to achieve harmonious, unified design. 

Similarity and contrast 

Dramatic contrasts, scrupulous similarity, active white space, and 

a great idea are the primary attributes of well-designed documents. 

An environment of similarity or consistency is necessary to make 

a focal point visible. Planning a consistent environment is one of 

the most important aspects of a designer's work. Yet design con¬ 

sistency should not be so unchanging that it stifles creativity or 

becomes boring. It must express predigestion of the content to 

make important facets clear. Unity is achieved by joining elements 

and exploiting their potential relationships and alignments. 
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fcy" is o word that hardly does justice to Laurie Anderson, who has 

been a whirlwind of activity this year: Her retrospective book Stories from 

Nerve Bible, was released in the spring; her new album, Bright Red, come 

out of the end of August; a new tour wit! start up by year's end. I was told 

i would "probably" get to interview her this Friday, provided her schedule 

didn't break down. Bright Red is Anderson's most direct album since her debut 

Big Science. Luckily, it didn't, and the petite woman with the deep smtie lines 

and friendly manner greets me ot the door of her office/opotlment in down 

town New York, Her trademark storytelling vocal style is prominent, with in¬ 

strumentation and electronically altered voices kept to a minimum. And yet ft 

turns out Anderson was as surprised by the record os anyone. *1 usually write 

about power and authority," she laughs. After sitting across from me in a 

huge living room that overlooks the Hudson River, she poses the first question 



C Creating contrast pro¬ 
vides an anomaly, or focal 

point. The original is a 

cacophony of type treat¬ 

ments (left). By sizing and 

placement for similarity, 

the lesser elements become 

less visible, allowing the 

focal point to become 

clearer (right). 

co Standardized col¬ 
umn widths simplify an 

overly complex page. The 

charts above show the 

reduced number of column 

widths after the redesign. 

CQImage and type must 
share more than mere 

proximity. Their forms should 

be similar. The strongest 

unity is created when their 

meanings are fused, as in: 

lialog 

"The problem, not a theory 
nor a style, determines 
the solution." Karl Cerstner 

(1930-) 

Without similarity, an environment of quietness in which impor¬ 

tant elements can be seen will not exist. On the other hand, 

without contrast, a design will be uneventful and uncommuni¬ 

cative. Achieving a balance between similarity and contrast is 

necessary for effective, dynamic design. 

There are five ways to develop an environment of similarity: 

■ Keep it simple. Eliminate clutter and affect: Standardize col¬ 

umn widths (left). Don't fill holes by inserting garbage, or at 

least material your reader might think is garbage. Having, say, 

70 percent of your material read because you have withheld 

the 30 percent that is less important is far better than having 

only 5 percent read of everything you've shoved on the page. 

■ Build in a unique internal organization by using an unusual 

or eccentric grid system. 

■ Images and type are inherently different languages. Manipu¬ 

late their shapes to create design unity. Color, texture, and 

direction can also be used by building on attributes of the 

image. More difficult - and far more effective - communica¬ 

tion comes from unifying the meanings of images and type. 

■ Express continuity in a magazine from page to page and is¬ 

sue to issue. The handling of typographic elements, spaces be¬ 

tween elements, rules and borders, indents, illustrations and 

photos, and charts and graphs should show a plan and some 

self-imposed limitations in formal relationships. Without such 

limitations, continuity can be achieved quite lazily and sim¬ 

ply by, for example, flipping all photos upside-down. It may 

not be practical in everyday situations, but it is easy to see 

how it would unify a multipage story. 

■ Develop a style manual and stick with your format. Straying 

absorbs valuable preparation time and makes truly important 

variations less visible. Don't try to be different to be "creative.'' 

Worthwhile originality grows out of the special needs and ma¬ 

terials at hand. 

To make the important part stand out from its surroundings, se¬ 

lect from the ten contrast categories shown at the top of the 

next page. 
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SPACE 

filled : empty 

active : passive 

advancing : receding 

near:far 

2-D : 3-D 

contained : unrestricted 

POSITION 

top : bottom 

high : low 

right: left 

above : below 

in front: behind 

rhythmic: random 

isolated : grouped 

nearby : distant 

centered : off center 

aligned : independent 

in : out 

FORM 

simple : complex 

beautiful : ugly 

abstract: representational 

distinct: ambiguous 

geometric : organic 

rectilinear: curvilinear 

symmetrical : asymmetrical 

whole : broken 

DIRECTION 

vertical : horizontal 

perpendicular: diagonal 

forward : backward 

stability: movement 

converging : diverging 

clockwise : counterclockwise 

convex: concave 

roman : italic 

STRUCTURE 

organized : chaotic 

aligned : freely placed 

serif: sans serif 

mechanical : hand drawn 

SIZE 

big : little 

long : short 

wide : narrow 

expanded :condensed 

deep : shallow 

COLOR 

black : color 

light: dark 

warm : cool 

bright: dull 

organic : artificial 

saturated : neutral 

TEXTURE 

fine : coarse 

smooth : rough 

reflective : matte 

slippery: sticky 

sharp : dull 

fuzzy: bald 

DENSITY 

transparent: opaque 

thick: thin 

liquid : solid 

GRAVITY 

light: heavy 

stable : unstable 
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£ Every contrast pairing 
is an opportunity for 

similarity and unity as well. 

For example, consistent use 

of bigness, instead of con¬ 

trasting it with smallness, 

can unify a multi-spread 

story. 

"Space is the glue, the 
common denominator of 
a visual composition." 
Ken Hiebert (1930- ) 

£ Spacing between 
elements should be 
consistent to reduce 

clutter. Changing the 

space between the same 

elements produces very 

different results. Each of 

these four studies has 

exactly the same content. 

Spaces between ele¬ 
ments must be carefully 
organized or visual con¬ 

fusion and ambiguity 

result. 

Using space to create unity 

White space and the consistent use of type (see section 4) are 

the two most useful tools to create unity. Order the space be¬ 

tween things. Elements that are physically close together look 

like they belong together (facing page, second row). This is the 

Law of Proximity. Elements that touch and overlap look even 

more related. To create design unity, spaces between elements 

should be equal and consistent in a design. 

Use white space on the perimeters of designs - in outside mar¬ 

gins, head sinkage, and column bottoms - where it is visible and 

where it will aid in defining the design's personality. 

Margins are the spaces around the perimeter of a page (facing 

page, third row). They are the frame around the "live area." Wide 

outer margins may be used for attention-getting graphics like 

small images and secondary display type. A gutter is the space 

between columns of type and between pages in a bound docu¬ 

ment. Space between columns should not be so narrow as to be 

mistaken for a word space, yet not so wide that they become an 

interruption. Text should generally have a one-pica column space. 

Rag right text may have a smaller column space. 

Plead sinkage is the consistent deep space at the top of a page 

or design (facing page, third row). It can be increased on selected 

pages in a publication to make them stand apart, or it can be 

used consistently as a place in which to put display type and 

small images. 

Column bottoms may be left uneven (facing page, bottom) if 

their unevenness looks purposeful. Uneven column bottoms, also 

called scalloped columns, must differ in length by at least three 

lines. Uneven white space at the bottoms of columns is 

unobstrusive and makes editing easier. 
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o The huge size of the 

unity above represents 

its position of supreme 

importance in design. 

C Visual unity is shown 

in a series of design ele¬ 

ments that share verticali- 

ty (top). Conceptual unity 

is expressed in a group of 

objects found, for example, 

at the beach (middle). A 

designer must often unify 

elements that do not 

share visual characteris¬ 

tics (bottom). 

"The whole point of com¬ 
posing is to make the re¬ 
sult seem inevitable." 
Aaron Copland (1900- 

1990) 

"The most difficult things 
to design are the sim¬ 
plest." Raymond Loewy 

(1893-1986) 

The seven design components 

Unity 57 I Gestalt 59 I Space 63 1 Dominance 63 I 
Hierarchy 63 I Balance 65 I Color 65 

The essence of taste is suitability. Divest the word 

of its prim and priggish implications, and see 

how it expresses the mysterious demand of 

the eye and mind for symmetry, harmony, 

and order. - Edith Wharton (1862-1 937) 

Wolfgang Weingart, the Swiss designer and design educator, 

said, "I am convinced that...investigation of elementary typo¬ 

graphic exercises is a prerequisite for the solution of complex 

typographic problems." That point is equally valid with reference 

to design problems. 

This chapter describes the elementary design components. Mas¬ 

tering them will produce exceptional results regardless of the 

design problem's complexity. 

Unity 

Unity in design exists when all elements are in agreement. Ele¬ 

ments are made to look like they belong together, not as though 

they happened to be placed randomly. Unity requires that the 

whole design be more important than any subgroup or individual 

part. Unity is therefore the goal of all design. It is the most im¬ 

portant aspect of design, so important that its achievement ex¬ 

cuses any design transgression. 

Unity exists in elements that have a visual similarity - in, for ex¬ 

ample, elements that are all vertical (left, top). Unity also exists 

in elements that have a conceptual similarity, as shown in the 

collection of things that can be found at the beach (left, center). 

Similitude can be carried too far, resulting in a unified but dull 

design. Contrastingly, little similarity between elements will 

dazzle, but the design - and the message it is trying to commu¬ 

nicate - will not be unified. So, without unity a design becomes 

chaotic and unreadable. But without variety a design becomes 
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This caption is set A caption set flush This caption is set Photo and caption 
flush left, but you left might give it and flush left. A com- align at the tops, 
can't tell to which its photo beneath mon edge is not They also share 
photo it belongs, a commonality. yet shared. a common edge. 

A caption set flush 
right gives it and 

its photo beneath 
a commonality. 

This photo and 
caption share an 
edge and align 
at the tops. 

This caption is set 
flush right, giving it 

and its photo 
a common edge. 

This caption is set 
flush left A common 
edge is shared by it 
and its photo above. 

e 
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Transmettez 
des maladies 

horribles 
au pickpocket 
meprisable qui 
m'a deleste de 

mon portefeuille. 

Quell est la direction pour 
Louvre? Eh! La queue la-bas. 
Pour qui vous prenez-vous? 
La jaconde, c'est bleu par la? 
C'est ;a? Seulment suspend re 
au mur? Ou est la Victoire de 
Samothrace? Elle a pris un coup 
de vieux, vous ne trouvez pas? 

Transmettez horribles 
des au pickpocket 

maladies 

meprisable 
qui m'a 
deleste 

de mon 
portefeuille. 

Quell est la direction 
pour le Louvre? Eh! 
La queue la-bas. 

Pour qui vous prenez- 
vous? La jaconde, 
c'est bleu par la? 

C'est co? Seulment 
suspendre au mur? Ou 

est la Victoire de 

Samothrace? Elle a 
pris un coup de vieux, 
vous ne trouvez pas? 

WOLFGANG 
AMADEUS 
MOZART 

HERBERT 
VON KARAJAN 
and the 
BERLINER 
PHILHARMONIKER 

SYMPHONY 
NO. 40 

POWELL 
SYMPHONY HALL 
7:30 PM 



C There are four ways 
of relating elements to 
achieve unity (examples 

in the right column show 

more effective treatments): 

O Proximity: Elements 

that are physically close 

are seen as related. At far 

left, the elements are 

seen as two groups, cap¬ 

tions and images. On the 

right, each caption is cor¬ 

rectly joined to its image. 

0 Similarity: Elements 

that share similar posi¬ 

tion, size, color, shape, or 

texture are seen as relat¬ 

ed and grouped. 

0 Repetition: Recurring 

position, size, color, and 

use of graphic elements 

create unity. 

0 Theme with variations: 
Alteration of a basic theme 

retains connectedness 

while providing interest. 

In this example the theme 

is small type set flush left. 

ft ft ft ft - 
l ft ft 

ti ■T. ■ ■■ 
n Random dots (top 

left) can be arranged to 

convey a message, making 

their sum different from 

and more important than 
their individual features. 

inert, lifeless, and uninteresting. A balance must be found be¬ 

tween the two. 

All formal relationships - relationships between forms, not rela¬ 

tionships in evening dress - must be created so that unity among 

the parts is achieved. This can be accomplished by manipulat¬ 

ing proximity, similarity, repetition, and theme with variations: 

Proximity (also called grouping or relative nearness): The sim¬ 

plest way to achieve unity. Elements that are physically close 

together are seen as related. The further apart they are sepa¬ 

rated, the less they appear to be related. 

Similarity (also called correspondence): Elements that share simi¬ 

larity of size, color, shape, position, or texture are seen as alike. 

The reverse of similarity is intentional contrast: type or imagery 

that is bigger is seen as more important. Alignment is an espe¬ 

cially significant aspect of similarity in which elements that line 

up with one another appear related. 

Repetition (related to similarity): Any idea that is repeated pro¬ 

vides unity. The repeated idea may be positioning, size, color, or 

use of rules, background tints, and boxes. Repetition produces 

rhythm. 

Theme with variations: Simple repetition without variety can be¬ 

come boring in its sameness. Alteration of a basic theme retains 

connectedness while providing interest. 

Gestalt 

Gestalt is a German term, coined at the Staatliches Bauhaus in 

Weimar in the early 1920s, that describes a design's wholeness: 

A design's unity is more than the simple addition of its parts. In 

other words, each part of a design is affected by what surrounds 

it. By manipulating the interaction of the individual parts, you 

affect the cumulative perception (page 60). Gestalt is the over¬ 

all quality being described when you say, "This design works." 

When we look at a building or a painting or a magazine spread, 

we perceive it first as a whole because the eye automatically 

seeks wholeness and unity. Rudolf Arnheim, psychologist and 
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C Gestalt describes in¬ 
dividual elements relat¬ 
ing as a unified whole in 

these three ways (exam¬ 

ples on right show more 

effective treatments): 

O Figure/ground: Ambi¬ 

guity between a subject 

and its surrounding space. 

0 Completion orclosure: 
Unfinished forms can be 

seen as whole (right). 

They intrigue and involve 

the viewer more than sta¬ 

ble, complete shapes. 

e Continuation: The eye 

follows a path, whether it 

is real or implied, as shown 

with the separated head. 

o Closure is illustrated 
in the apparent random¬ 
ness of the flying birds. 
On closer inspection, our 

eyes "connect the dots" 

and we see that the birds 

are arranged in the shape 

of the sponsor's trademark. 

C Gestalt principles are 
expressed in these Bauhaus 

designs. Far left: Ladislav 

Sutnar's cover for a maga¬ 

zine. Left: Herbert Bayer's 

1926 poster for a col¬ 

league's sixtieth birthday. 

art theoretician, writes in Visual Thinking, "We see the various 

components, the shapes and colors and the relations between 

them.... The observer receives the total image as the result of the 

interaction among the components. This interaction...is a com¬ 

plex process, of which, as a rule, very little reaches conscious¬ 

ness." But, he says, there is an alternative way of seeing. We can 

consciously pick out each individual element and notice its rela¬ 

tionships to the other elements. Once the elements have been 

consciously collected, they are mentally combined into an inte¬ 

grated whole. The first process is intuitive. The latter process is 

intellectual and considers a design's elements in sequence. 

For example, if you listen to recorded versions of the same move¬ 

ment of a piece of orchestral music, you will hear nuances and 

subtle differences between them, even though the same notes 

are being played. Their totality, their wholeness differs, and that 

is musical gestalt. 

Either process results in a complete perception by the viewer. 

The techniques for manipulating that perception include the four 

unity ideas described on the previous page, as well as the fol¬ 

lowing three ideas. 

Figure/ground: The relationship of the subject to its surround¬ 

ing space. Confusing the foreground and background is a visu¬ 

ally stimulating technique. 

Closure (also called completion): The viewer's natural tendency 

is to try to close gaps and complete unfinished forms. Closure 

encourages active participation in the creation of the message. 

Continuation: The arrangement of forms so they are "continu¬ 

ous" from one element to another, leading the eye across space. 

Continuation also can lead from one page to another. 

Gestalt, or cumulative perception, helps us see a significant 

message in the arrangement of the dots in the illustration on 

the preceding page. In a more complex way, gestalt helps us un¬ 

derstand the message revealed in a group of images and words 

designed as a magazine story. 





C Dominance: Manipu¬ 

lating sizes so one element 

overwhelms another af¬ 

fects meaning, as shown 

by this four-step process. 

Unexpected dominance 

can make an ordinary 

idea seem fresh. 

C Scale: Readers perceive 

an element as being 

"small" or "big" in compari¬ 

son to nearby elements 

and to natural human size. 

SwM 

m V th» 

a t f dartgn 

b i <X9^- 
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O Hierarchy is best ex¬ 
pressed through proximity, 
grouping less important 

things near each other and 

putting one thing apart 

and similarity, making 

all things alike. If all ele¬ 

ments are too similar, even 

in their specialness - as 

shown in this Wiley Miller 

Non Sequiturcartoon - the 

only way to make a focal 

point is by making it plain. 

Space 

Consider white space in relation to the other design components 

of unity, gestalt, dominance, hierarchy, balance, and color as 

primus inter pares ("first among equals"). 

To avoid a stale approach to organizing elements on the page, 

look at the blank area you start with and think of displacing the 

emptiness with pictures, display and text type, and graphic em¬ 

bellishments like rules. Stay conscious of the remaining empty 

areas and use it to guide, attract, and arouse the viewer to be¬ 

come engaged. 

Dominance 

Dominance is closely related to contrast, since there must be 

contrast for one element to dominate another. Dominance is cre¬ 

ated by contrasting size (also called scale), positioning, color, 

style, or shape. 

Lack of dominance among a group of equally-weighted elements 

forces competition among them. Readers must then discover 

their own entry point, which is a chore. Generally speaking, ev¬ 

ery design should have a single primary visual element, known 

as a focal point, which dominates the designscape. Readers then 

have an obvious starting point and are more easily guided to 

subsequent levels of a information. 

Scale, or relative size, is described by English sculptor Henry 

Moore: "We relate everything to our own [human] size." Scale 

can be used to attract attention by making the focal point life 

size or, for even more drama, larger-than-life size. Consciously 

reversing the sizes of adjacent elements is also arresting. 

Hierarchy 

The best design moves the reader across the page in order of 

the type and images' significance. Content is best expressed as 

most important, least important, and all the remaining informa¬ 

tion made equivalently important. Having more than three lev¬ 

els of information is confusing because, while it may be clear what 

is most important and what is least important, it is rarely clear 

what the significant difference is between middling material. 
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C Asymmetrical balance 
Using page perimeter and 

bleed to emphasize the 

left edge of a spread forces 

the reader to look back 

and forth from the missing 

nose to the headline. They 

are equivalent in attention- 

getting weight in this ad 

designed by Herb Lubalin. 

Note that the nose and 

headline are horizontally 

aligned, strengthening 

their relatedness. 

‘NO MATTER 
the author's wisdom or how vita! the message or 

how remarkable the printers skill, unread type is 

merely a lot of paper and a little ink. The true 

economics of printing must be measured by jk>w 

much is read and understood and not by how 

much is produced' 

O Symmetrical balance 
looks classical, though 

static, on this carefully 

crafted cover by Canadian 

designer Tony Sutton. 

C "Overall balance," used 

to great effect in Katie 

Schofield's digital painting 

Transparent Alphabet #4, 
is similar to wallpaper. It 

lacks both a focal point 

and hierarchy. Overall bal¬ 

ance is often used by re¬ 

tailers who want to pack 

maximum information into 

their advertising space. 

"When in doubt, make it 
red. If you're 
doubt, make it DIQ." 
Ivan Chermayeff (195?-) 

Our eyes respond to elements' relative nearness and similarities, 

so repeat the same shape (or color or type) to guide the reader 

to corresponding elements. 

Balance 

Balance, or equilibrium, is the state of equalized tension. It is 

not necessarily a state of calm. There are three types of balance. 

Symmetrical, or formal, balance is vertically centered and is vi¬ 

sually equivalent on both sides. Symmetrical designs are static 

and evoke feelings of classicism, formality, and constancy. 

Asymmetrical, or informal, balance attracts attention and is dy¬ 

namic. Asymmetry requires a variety of element sizes and care¬ 

ful distribution of white space. Because they have more complex 

relationships, it takes sensitivity and skill to handle elements 

asymmetrically. Asymmetrical designs evoke feelings of modern¬ 

ism, forcefulness, and vitality. 

The third type of balance is overall, or mosaic, balance. This is 

usually the result of too much being forced on a page. Overall 

balance lacks hierarchy and meaningful contrast. It is easy for 

this type of organization to look "noisy." For that reason, some 

elements should be placed elsewhere or deleted. 

Balance is an important route to achieving unity in design. If the 

various elements are seen to be in balance, the design will look uni¬ 

fied. It will make a single impression. If a design is out of balance, 

its constituent parts will be more visible than the overall design. 

Color 

Color is partly artistry but mostly science and common sense. 

Like good writing and good design, good color is a raw material 

to be used strategically for a clear purpose. Color contrast has 

the same potential for communicating hierarchy as typeface, type 

weight and size, or placement contrasts. Random application or 

changes in color work against the reader's understanding just 

as do any random changes in design. 

As a functional way to help guide the reader, color: 

■ Aids organization, establishing character through consis¬ 

tency. Develop a color strategy. Limit color use as you limit 
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■ Hues are colors, like red, yellow, and green. 

■ Complementary 
colors are opposite 

each other. 

■ Analogous colors 
are next to each other 

on the color wheel. 

■ Tints are made by 

adding white, which 

reduces saturation. 

■ Shades are made by 

adding black, which 

reduces saturation. 

■ Value is the lightness or darkness of a color. 

■ Saturation or chroma or intensity is the 

brightness or dullness of a color. 

■ Triadic harmonies 
are three colors that 

are equidistant. 

■ Monochromatic 
color is a single hue 

with tints and shades. 

Achromatic colors are 

black, white, and grays, 

which can be made by 

mixing complementary 

colors. 
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WORDS 
SYMBOLS 

CONSCIOUSNESS 

COLOR 

O Marshall McLuhan's 
three-level "hierarchy of 
communication." Color is 

at the bottom, function¬ 
ing in the viewer's sub¬ 

conscious. Above it are 

symbols and signs, and at 

the top are words. 

Colors have particular 
associations, according to 

Dr. Max Luescher, a Swiss 

psychologist. These general 

associations must be 

tempered by context and 

application. I BLUE DIGNIFIED 

GREEN PERSISTENT 

■ red ASSERTIVE 

BROWN 

I VIOLET 
BLACK 

[GRAY 

OPTIMISTIC 

PASSIVE 

MEDITATIVE 

SURRENDER 

BARRIER 

A practical guide is to use 

color's relative tempera¬ 

ture to make elements 

come forward or recede. 

All colors are relatively 

warmer or cooler, depend¬ 

ing on what they are next 

to. Red ^2321^3 P°P 
forward. Blue and green 
recede. 

C Use less color (left) 
rather than more (right) 
or your readers will have 

a colorful mess to decipher. 
Color should be used in 

the same way that type 

size is used: to emphasize 

importance, not decorate 

the page. 

font use to communicate real differences. DPIan color use 

from the start. If it is added on at the end, its use is most likely 

to be only cosmetic. □ Use color consistently. Along with ty¬ 

pography and spacing attributes, a unique color scheme can 

be an identifying characteristic. 

■ Gives emphasis, ranking elements in order of importance. Re¬ 

gardless of ink color used, every element has a color - or per¬ 

ceptual emphasis - that must be considered. Type itself is said 

to have "color," or gray value, that can be used to create hi¬ 

erarchy. Darker type is seen first, so display type is usually 

bolder and bigger. □ Color highlights elements of impor¬ 

tance. You read this first, didn't you? □ Color codes informa¬ 

tion, simplifying complex data. □ Color's highlighting benefit 

is quickly exhausted and devolves into a colorful mess. 

□ People gravitate to whatever looks different on a page. 

■ Provides direction, relating parts to each other. Warm colors 

move elements forward while cool colors move elements back, 

so a warm tone should be given to display type that is in front 

of an image to furtherthe illusion of spatiality. □ Use gradu¬ 

ated tints since there are no flat colors in nature. 

Printed color is affected by "ink holdout," the ability of paper to 

keep ink on the surface and not dissipate by soaking in. Coated 

papers have high ink holdout and make photos look much 

sharper. The extra processing makes coated papers cost more. 

Paper with the lowest ink holdout is the paper towel, whose very 

purpose is to absorb. 

Black type on white paper has the most contrast possible. Any 

color applied to type will make the type weaker. Counteract this 

effect by increasing type weight from book to regular or from 

regular to semibold, and increase type size for optical equivalency. 

Everyone perceives light and color a little differently and with 

their own set of subconscious associations. But all readers re¬ 

spond to usefulness of information. Analyze, define what's use¬ 

ful to the reader, and point out its potential value with color and 

the six other design components. 
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Raum braucht der 
Mensch 

Der Mensch sehnt sich nach Weiie und 

Freiheri Doch meist 1st er eingekeilt: auf der 

StraBe, in den Ferien, bei der Arbeit, in 

seiner Wohnsituation. Deshalb ist es heute 

wichiiger denn je. sich auch privaten 

Freiraum zu schaffen. Ob im Haus mit 

Garten Oder einer geraumigen Eigeniums- 

wohnung: Als Hypothekenbank konnen 

wir Ihnen dabei helfen, sich den Raum 

zu schatlen. den Sie sich wunschen. 

Munchen. Telefon: 089/5112-371/287. 

StlDDEUTSCHE BODENCREDITBANK 
AKTieNGESeUSCMAFT HYPOTHEKENBANK . 

MOnchan Barlin Dcwtmund Drosdon DUMaldort Erfurt Frankfurt'Maln Freiburg Hamburg Honnovar Laipzig Stuttgart 

Space is what man needs 

Man longs for distance and free¬ 

dom. But mostly he is wedged in: 

on the street, on vacation, at work, 

in his living environment. That is 

why it is more important than ever 

today to get some personal space. 

Whether it is the house or the garden 

ora spacious condo apartment: as a 

mortgage bank we can help you cre¬ 

ate the space you wish for. Munich. 

South German Bodencreditbank 



C All parts must fit to¬ 
gether. This German bank 

ad uses space, abstraction, 

dominance, hierarchy, and 

color to excellent effect, 

that is, to illustrate the 

very concept of the ad. 

o Join elements to make 
a unified design. At left 

is a naive drawing of 

eyes, ears, and mouth on 

a head. On the right, the 

head in its entirety is 

more important than its 

individual elements. 

C Simplify by thinking 
of design elements as 
shapes. Designers learn 

how to see abstractly by 

replacing naturalistic ele¬ 

ments with points, lines, 

and planes. 

"...A building is not de¬ 
signed by putting to¬ 
gether a series of rooms. 
Any (good) building has 
an underlying design 
concept that binds all 
the parts together into a 
whole. Without this it is 
not architecture." Edmund 

N. Bacon (1910- ) 

How to use the seven design components 

Think of shapes 71 I Design evolves 73 

I define beauty to be a harmony of all the parts... 

fitted together with such proportion and 

connection, that nothing could be added, 

diminished or altered, but for the worse. 

- Leon Battista Alberti (1406-1472) 

The seven design components - unity, gestalt, space, dominance, 

hierarchy, balance, and color - are sliding switches, like a lamp's 

dimmer, that help achieve visible, effective design (left). While 

you may choose to have more or less of each of these compo¬ 

nents, it isn't possible to select just one and not use the others. 

They come bundled as a group. 

Good design necessitates that one element dominate the oth¬ 

ers in the context of a cumulative perception, or gestalt. Choos¬ 

ing that emphasis suggests a design's starting point. Balance 

one large or bright element against a few smaller or muted ones. 

Function in design is paramount. What is the message? Choose 

pictures that tell the story. Use color to show what is important. 

Motivate the reader by arranging the elements in a logical hier¬ 

archy. The top left corner of every page or spread is a valuable 

starting point because readers look there first. Exploit the reader's 

natural habits. 

The purpose of design is emphatically not to fill up all the space. 

Don't let overabundance make the information in your design 

impenetrable. As Steven Ledbetter, music historian and critic, 

wrote, ''Beethoven's control of relative tension and relative re¬ 

laxation throughout the gigantic architectural span [of the first 

movement of his Symphony No.3] remains one of the most awe¬ 

inspiring accomplishments in the history of music.'' 

Organize elements so all parts fit together to make a unified 

whole. Find design unity in the elements' commonalities. Orga¬ 

nize elements by their shared subject matter, shape, or color. 
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n Create a buffer zone 
that uses surrounding 

white space. Interrupt a 

thick white border on 

each side to make your 

space look bigger than it 

actually is. This technique 

is used by artist Summer 

Jellison in her "Class Owl." 

C Top row: Students learn 

to see letters as shape. 

Each of these studies uses 

a single letter. 

Bottom row: A letterform 

and textures are combined 

on a grid. Attention to 

white space is emphasized. 

"At the definition stage 
of a project, we are less 
concerned with what it 
will look like and more 
concerned with what it 
will be." John Ormsbee 

Simonds, Landscape Archi¬ 
tecture 

Designers have different sensibilities and preferences, which is 

why five designers given the same pictures and copy would cre¬ 

ate five different designs. But given a single message to get 

across, we expect they would develop comparable solutions. 

Think of shapes 

Readers operate subconsciously on these design truisms: 

■ We read from left to right. 

■ We start at the top.and work down the page. 

■ Pages in a publication are related to each other. 

■ Closeness connects while distance separates. 

■ Big and dark is important; small and light is less important. 

■ Fullness should be balanced with emptiness. 

■ Everything has a shape, including emptiness. 

Design is, among other things, the arrangement of shapes. Ex¬ 

periment by mentally setting aside the meaning of headlines, 

copy, visuals, and other elements and treat them as if they were 

purely shapes (facing page, top). Henry Moore, the English sculp¬ 

tor, said, "The sensitive observer of [design] must feel shape sim¬ 

ply as shape, not as a description or idea. He must, for example, 

perceive an egg as a simple solid shape, quite apart from its sig¬ 

nificance as food, or from the idea that it will become a bird." 

Shapes exist in the realm of figure and ground only. Try overlap¬ 

ping and clustering shapes to create visually interesting concen¬ 

trations. To simplify a design, reduce the total number of shapes 

by joining two or three at a time. 

Letterforms are shapes that can be exploited in display typogra¬ 

phy and logo design. It is necessary to see the form of letters 

before complex typographic ideas can be developed (facing 

page, bottom). Without exploiting letters' individual forms and 

the shape of the space around and within letterforms, the only 

option is mere typesetting in groups of letters and words. 

White space, within type and around columns and pictures, must 

be considered as a shape. Push it in chunks to the perimeter or 

to the bottom of the page. 
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! Forgiving Is Hard 

Monday, November 25, 2004 

Read Psalm 19:7—14 

rgive us our debts, as we forgiveour debtors. ^ ^ 

Each time we say the Lord’s prayer, we repeat that 
|ucst to forgive; but how often are we called upon to really 

; on that simple plea? 

My mother was recently attacked in her home in the 
iddle of the night. Though she was not seriously injured 
c was roughed up and robbed. When 1 heard about what 
d happened, my immediate reaction was one of rage as 
ought of her fear and humiliation. Several days later, 
Sr, the thought came to me that as Christians we are 
larged to forgive those who act against us. 

Sometimes praying for our enemies is hard almost 
npossible' but the Lord did so and wants us to do the same, 
ach day 1 concentrate on offering up these unknown 
ssailants, praying also that the feelings in my heart will 

latch the words on my lips. 

•K 1 YI R Forgiving God, please grant that the meditations of our 
heart and the words on onr lips will be acceptable in Your s.ght. 

In Christ3s name. Amen. 

THOUGHT FOR THE DAY 
If we do not feel forgiving, we can pray that our feelings 

,vill change. 
Tuck Eudy (Georgia) 

When Forgiving Is Hard 

28 t focus: Those who have wronged us 

28 Monday, November 25, 2004 

Read Psalm 19:7—14 

Forgive us our debts, as vve forgive our debtors. 
— Matthew 6:12 (K.IV) 

EaCH time we say the Lord’s prayer, we repeat that 
request to forgive; but how often are we called upon to 
really act on that simple plea? 

My mother was recently attacked in her home in the 
middle of the night. Though she was not seriously 
injured, she was roughed up and robbed. When I heard 
about what had happened, my immediate reaction was 
one of rage as I thought of her fear and humiliation. 
Several days later, however, the thought came to me that 
as Christians vve are charged to forgive those who act 
against us. 

Sometimes praying for our enemies is hard, almost 
impossible; but the Lord did so and wants us to do the 
same. Each day, I concentrate on offering up these 
unknown assailants, praying also that the feelings in my 
heart will match the words on my lips. 

PRAYER: Forgiving God. please grant that the meditations of 

our heart and the words on our lips will be acceptable in Your 

sight. In Christ s name. Amen. 

Thought for the Day 
If we do not feel forgiving, we can pray that our feelings 
will change. 

l uck Eudy (Georgia) 

prayer focus: Those who have wronged us 

When forgiving is hard 

28 Monday, November 25, 2004 

Read Psalm 19:7—14 

Forg,ve US our debts, as we forgive our debtors 
Matthew 6:12 (KJV) 

Each time we say the Lord's prayer, we renea, 

Xr° f0rr; bUt,hT 0ften arc - called-up really act on that simple plea? t 

TIher'r"Cently attackecl m her home i 
-h L° C eiSr ^ough she was not seriously inj 

what £dTS 7 r0bbed‘ W1*111 hcL a 

raee as Hh mr ,mmCdl3tC reactIon " a* o. rage as I thought oi her fear and humiliation. Several 

kter. however, the thought came to me that as Ch™ 

WC are charged to forgive those who act against 

°“r prf'Vms for our demies is hard air 

me. Each day, I concentrate on offering up tf 

unknown assailants, praying aLso that the feeKms in 
heart will match the words on my lips. ” 

Prayer Forgiving God. please grant that the medttau 

our heart and the words on our lips will he accent' 
>n Your sight. In Christ’s name. Amen P 

Thought for the day If we do not feel forgiving we < 
pray that our feelings will change. 

Tuck Eudy Georgia 

Prayer focus Those who have ivronged us 

o © 



C Design solutions 
must evolve. Solutions 

grow from familiarity with 

the materials at hand. 

As familiarity grows, the 

process becomes more in¬ 

teresting, design relation¬ 

ships become clearer, and 

abstraction can be ma¬ 

nipulated. 

"Design is about making 
order out of chaos." Cipe 

Pineles (1908-1991) 

C O Design evolution 
takes time. These five 

pages show the develop¬ 

ment of a redesign for the 

Upper Room magazine. 

O Original layout evolved 

over decades into a flavor¬ 

less, random presentation. 

0 Convert all paragraphs 

to flush left. 

0 Add bold, sans serif 

contrast. 

O Add column width and 

type placement contrast; 

add map. 

0 Change font assign¬ 

ments; adjust some line¬ 

spacing and type sizes; 

add rules. 

Design evolves 

Uncovering and recognizing design relationships takes time. Just 

as when we walk into a dark room, it takes time to accustom 

our eyes to the materials at hand. 

Design must evolve from basic relationships to more complex, 

more refined relationships. Start the process by becoming inti¬ 

mately familiar with the content. Read every word of the text. 

Understand what is being said. Understand, too, why it was writ¬ 

ten and why it is being published. Then find out who is going to 

read it and what the reader's motivation is. Finally, develop a 

strategy for expressing it to the reader's greatest advantage. 

Design evolution should proceed on two levels simultaneously. 

One is to seek relationships of meaning, which appeals to the 

reader's need for understanding. The other is to seek relation¬ 

ships of form, which appeals to the reader's need for attraction. 

Balancing these two ensures effective visual communication. 

Design is spoiled more often by the designer's having been overly 

cautious rather than having been overly bold. Dare to be bold. 

When 
forgiving 
is hard 

irgive us our 

:bts, as wc 

■rgivc our 
cbtors. 

Matthew 

,:i2 (KJV) 

ack Eudy 
corgia 

Monday, 

November Z5, 

zoo4 

Read Psalm I97_14 

LTwe coupon to really act on that stmple 

TyBilSS 
had happened, my immediate reaction was 

Praver Forgoing God, please gram that the 
prayer i oig 6 -words on our 
meditations of our heart and t x 

lips Will be acceptable in Your sign . 

name. Amen. name, 

Thought for the day 
we can pray that our feelings wm 5 

Prayer focus Those who have wronged us 

When 

forgiving 
28 is hard 

Forgivc us 

our debts, 
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O Purple Robe and Anem¬ 
ones, painted in 1937, 

shows Matisse's compre¬ 

hensive use of space. 

C Architecture and de¬ 
sign share visual structure. 
At top left, symmetry is 

shown in Eliel and Eero 

Saarinen's 1941 Berkshire 

Opera Shed and, beneath 

it, a Chinese newspaper ad. 

At top right, asymmetry in 

Jaipur's Samrat Yantra, an 

eighteenth-century astro¬ 

nomical structure, and, 

near left, in a 1931 cover 

by Gyorgy Kepes. 

C Architecture and cal¬ 
ligraphy use active posi¬ 

tive and negative space, 

as in this 1 575 Turkish 

calligraphy (far left) and 

o a Mexican resort hotel 

The page as visual structure 

Architecture and design 871 Chains of thought 93 I 
Grids: Freedom in structure 93 

The whole arrangement of my picture is expres¬ 

sive. The place occupied by the figures or 

objects, the empty spaces around them, the 

proportions, everything plays a part. - Henri 

Matisse (1869-1954), Notes d'un peintre 

A chicken's skeleton. Stud and beam construction. The design grid. 

Each of these is an unseen substructure on which visible, exter¬ 

nal parts are draped and attached. The chicken's skeleton is 

covered, for example, by muscles, skin, and feathers. The mod¬ 

ern house has wallboard, flooring, and shingles. A design has 

words and pictures. In each case, the substructure determines 

the placement of the visible elements. 

Architecture and design 

A completely new way of realizing large-scale architecture oc¬ 

curred in the mid-thirteenth century. Construction of the church 

of St.-Denis, near Paris, had stopped about eighty years earlier 

when the abbot who began the building died. When the church's 

new design was proposed in 1231, it was the first instance of 

Rayonnant ("radiant") architecture, in which radiating patterns 

of cut-glass windows flooded the building with light. It was 

a purposeful decision to have empty space within the cathe¬ 

dral be more important than the stone walls that surrounded 

the space. 

Harry Sternberg wrote, "In architecture the structural beams sup¬ 

port the walls, floors, piping, and wiring, as well as the facade 

of the building. In any graphic work...composition is the basic 

structure which supports all the other elements involved." 

There has always been a similiarity between architecture and 

design in thinking style and problem-solving approach. Hassan 

Massoudy said in his 1986 book Calligraphy "An architectural 
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Everything has an end. 

Except a wurst. 0, for draught of vin 

tage! That hath been cool'd a long age ii 

the deep-delved earth, tasting of flor: 

and the country green, dance and Pro 

vencal song, and so sunburnt mirth! ( 

for the warm, warm South. That has twc 

GUSTAV MAHLEI 

Everything has an end, 
except a wurst. 
O- for draught 
of vintage' That 
hath been cool'd 
a lotig age in the 
deep-delved earth, 
tasting of flora 
and the country 
mirth! O for a 
beaker full of the 
warm, blushful 

South, a for 
draught of vin¬ 
tage? That hath 
been cooid a long 
age in the deep- 
dance and Pro¬ 
vencal song, and 
so sunburnt beak 
full of the warm, 

to 

taste of flora and 
the country green, 
dance andsing the 
Provencal song, 
and so sunburnt 
mirth for a bucket 
full of the warm, 
blushful draught 
of vintage that hath 
been cooid a long 
age in the deep- 
delved earth, tast¬ 
ing of flora and 
the country green, 
so sunburnt mirth? 
O for a beaker 
full of the warm, 
warm South. 

0, for draught of vintage! That hath been cool'd a long 
age in the deep-delved earth, tasting 
of fiora and the country green, dance 
and Provencal song, and so sunburnt 
mirth! O for a beaker full of the warm, 
blushful south. GUSTAV MAHLER 



C "Architectural space 
can be fluid or static; ad¬ 
ditive or divisive; positive 
or negative; colorful or 
monochromatic." - Kohei 

Ishikawa. Solid space, or 

volume, shown in three 

buildings (top row), and 

architectural emptiness, 

or voids (second row). 

* Cesar Pelli, architect 
of City Centre, says, "The 

space between the build¬ 

ings is the most important 

part of this design. These 

are the only skyscrapers 

that emphasize negative 

space. It is a portal to the 

sky, to the clouds, to Cod." 

C Castles illustrate 
layout complexity: 

SIMPLE 
Primitive = Elementary 
castle page 

architecture 

STANDARD 
Regular = Intermediate 
castle page 

architecture 

COMPLEX 
Elaborate = Intricate 
castle page 

architecture 

"Architecture is the 
beautiful and serious 
game of space." Willem 

Dudok(1884-1974) 

design defines a living space; the space between the walls is as 

real and as significant as the walls themselves. In [graphic de¬ 

sign] the value of a space derives from its relationship with the 

[elements] that surround it and vice versa." Sean Morrison, in A 

Guide to Type Design, says, "Type designers are closer to archi¬ 

tects than to artists. The architect must produce a building that 

is structurally sound and efficient but that is also visually pleas¬ 

ing and comfortable to live and work in." Surely, a designer's 

work must conform to these same requirements to be useful. 

Architectural volumes are created as either solid (space displaced 

by mass), or void (space contained or enclosed by planes). Solid 

volumes are buildings: St. Mawes Castle, England; II Duomo, 

Firenze; and Seafair, a Newport, Rhode Island, mansion. Voids 

are spaces defined by solids: The space between the towers of 

the world's tallest buildings, the Kuala Lumpur City Centre, Ma¬ 

laysia*; the interior of II Duomo, Siena; and the Piazza Cisterna, 

San Gimignano, Italy. 

A building's purpose and size are the architect's first consider¬ 

ations. Similarly, determining a document's purpose and its page 

size are the first decisions a designer must make. The page's size 

and its shape create reader expectations: a square or horizontal 

page immediately signals an unusual document. A standard 8V2" 

x 11" vertical page (or European A4) must overcome its size and 

shape to be recognized as remarkable. The designer must also 

weigh technical issues: economies of printing (a really great two- 

color job is far better than an inferior four-color job) and paper 

buying (trimming excess paper to get an unusual shape costs 

money), binding, standard envelope sizes, size requirements im¬ 

posed by the post office, postage, even what size fits best on 

the computer screen at full-size and full-screen view. 

According to architect Kohei Ishikawa, "The placement of win¬ 

dows and doors defines the function of rooms." The page size 

and the layout signal the type of document the reader is hold¬ 

ing. What makes a bound document a book versus a magazine? 

What distinguishes a newsletter from a newspaper? What makes 
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O Architectural white 
space is handsomely lam¬ 

pooned in this ad for Ab¬ 

solut vodka. 

C Rembrandt's David 
and Saul (cl 658) shows 

a viewing progression 

from King Saul, occupying 

the entire left half of the 

canvas, to David, whose 

hands pluck the strings of 

a harp. The central dark¬ 

ness forces us to perceive 

these two parts sequen¬ 

tially, then mentally unite 

them in a complete image. 

"Architecture in general 
is frozen music." Friedrich 

von Schelling (1775-1854), 

Philosophie der Kunst 

"A good solution, in addi¬ 
tion to being right, should 
have the potential for lon¬ 
gevity. Yet I don't think 
one can design for perma¬ 
nence. One designs for 
function, for usefulness, 
rightness, beauty. Perma¬ 
nence is up to Cod." Paul 

Rand (1914-1996) 

a single-sheet document a poster rather than a flyer? Such dis¬ 

tinctions are trivial if the content is routed into the reader's mind 

effortlessly and memorably. 

Repeated design elements must be fmdable - placed in consis¬ 

tent, expected places - just as architectural details, like light 

switches, are always placed at the same height from the floor, 

where they can be found in a darkened room. Create typographic 

"styles," that is, set standards, to organize areas of white space 

between type elements. Visual consistency depends on typo¬ 

graphic style, horizontal grid use, column structure, and margins. 

Taking a large room and breaking it into small cubicles is one 

way of breaking up space. Using boxes to organize graphic space 

is also commonly seen. Boxing can separate one part of a story 

from the rest to make it appear more valuable, less valuable, or 

just different. Boxing can break the page into different shades 

of gray by putting separate stories in different boxes. And box¬ 

ing can be a crutch for the designer, who doesn't have to place 

multi-level stories next to each other, but nice, simple, hard-edged 

boxes side by side. The cost of relying on boxes to separate dif¬ 

ferent stories or parts of stories is injury to the page as a total¬ 

ity. Boxitis is especially easy to succumb to in page layout 

software, where boxes are so easy to make. It is better to use 

judicious white space to separate - or connect - stories. 

If boxes must be used, try to break a worthy part of an image 

out of a box, or delete one or two of the box's sides and set the 

type flush left to imply a vertical left edge (left). 

James T. Maher wrote, "Part of the intuitive gift of any first-rate 

artist is the continuous process of editing, of cutting, of reveal¬ 

ing." Design, like architecture, painting, and music, hinges on 

knowing what to leave out. Maher continues, "In the early 1900s, 

a group of British experts visited Japan to study its culture. Part 

of the group called upon some Japanese painters. 'What is the 

most difficult part of painting?' they asked the artists. 'Deciding 

what to leave out," they were told.... The end product is simplicity' - 

that which is left when the non-essential has been discarded." 
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r> Arrows represent a 
linear thought process. 
Information should be as 

clear as these arrows. 

C Two communities 
contrast structure and 
freedom in their planning. 
Logone-Birni, Cameroon, 

left, is a village with many 

organically shaped spaces. 

The c.1665 city plan of 

Canton, China, right, shows 

blocklike planning. 

C Organic design versus 
use of an external format. 
The contrast in design 
process yields different 

design results. Neither is 

necessarily "better." 

Chains of thought 

A design's plan has got to include the order in which the parts - 

the display type, the images, the captions, and the text - are to 

be noticed and read. Absent this sequencing, a reader is faced 

with a "bowl of oatmeal," an area of relatively equivalent noisi¬ 

ness, none of which is sufficiently appetizing to stop and nibble. 

Sequencing information is among a designer's most essential 

tasks. Book designers, for example, structure their typography 

into title, chapter and section headings, subheadings, text, and 

captions. Such typographic structure helps the reader scan for 

generalities and, at least initially, ignore details until they com¬ 

mit themselves to the text. 

For every design project, write on small Post-it Notes each of the 

ideas you want a reader to recognize. Now put the notes in or¬ 

der of descending importance. Readers should have thoughts 

presented to them like beads on a string. Albrecht von Haller, 

eighteenth-century anatomist and poet, said, "Man can only 

follow chains [of thought], as we cannot present several things 

at once in our speech." 

Grids: Freedom in structure 

Unlimited design choice is both a blessing and a curse. Time is 

wasted investigating dead ends and aimlessly playing with de¬ 

sign elements. It is often better to make design decisions cho¬ 

sen from a limited palette. There is beauty in simplicity. A Korean 

proverb says, "Only clean upstreams make clean downstreams." 

By beginning with an external format (facing page, top), the grid 

helps make "clean downstreams," that is, clear design relation¬ 

ships and clean, understandable pages. 

Content has its own inherent structure. It comes built in, but it 

takes sensitivity to uncover the interconnectedness between 

parts. This is called "organic design." There are occasions, though, 

when it is better to fit elements into an external format. Grids 

save time and they organize complex information like charts and 

schedules, scientific data, lists, and repetitive elements like head¬ 

lines, pictures, and text. 
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C A seven-column grid 
structures space with 
flexibility. It imposes white 

space because the narrow 

columns must be combined 

to accommodate type, 

leaving at least one narrow 

column empty. Shown dia- 

gramatically, these column 

variations are not intended 

as layouts. 

o When elements have 
been crafted into an en¬ 
vironment with shared at¬ 

tributes, a focal point can 

become very visible, as 

this pasta illustrates. 

C How to create a hori¬ 
zontal grid. Divide the max¬ 

imum number of a page's 

text lines into equal groups, 

allowing a line between 

each group. For example, 

if there are forty-eight 

lines on a page, there can 

be seven units of six lines 

each with one line added 

between units (7 x 6 + 6 = 

48). 

Consistency and creativity are inspired by limiting choices. Free¬ 

dom grows directly from structure. Though using a grid limits 

choices, it gives a design built-in cohesiveness. The limitations a 

grid imposes are chosen as the grid is developed, based on set 

priorities. Are images most important? How many levels of type 

are there? 

Grid development must provide a variety of predetermined sizes 

that artwork and type will be made to fit. The smallest photos 

and illustrations define a module and the module is repeated 

into a multicolumn structure. The page is divided horizontally 

into equal clusters of text line units. The horizontal guides place 

the top edges of headlines, captions, and visuals. 

A simpler grid is usually better than a complex grid. A grid's com¬ 

plexity should help the designer answer the questions, "How big 

should this be and where should I put it?" A seven-column grid 

is universally functional and great fun to use because it contains 

many options (facing page, top three rows). Overly-complex grids 

offer so many options the grids become all but useless because 

they no longer limit choices. Readers have trouble perceiving the 

organization when the grid units are too small. 

Structured design has a visible cadence and tension that leads 

from one element to the next in an orderly way. But if structure 

is followed without thoughtful manipulation, it produces repeti¬ 

tive sameness and boredom. Grid development must include a 

description of how and when the structure (or "normal" place¬ 

ment) will be violated. The rules of violation focus creativity and 

make grid-based design look fresh. The most important rule of 

violation is to have an element break the grid when it deserves 

to stand out. That lone element becomes very visible (near left). 

In addition to organizing complex information on a particular 

page or spread, grids unite the cover and interior pages and re¬ 

late one issue to the next. Grids also organize an entire com¬ 

pany's visual requirements. They build family resemblance 

among on-screen applications, brochures, data sheets, and ad¬ 

vertising. 
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To which photo 
does this 

caption belong? 
This lack of 
organization 

is poor 
craftsmanship. 

Spacing between 
captions and 
photos is not 
equal in this 

example 

Centered captions 
are less clearly 

attached to their 
photos than flush 

left captions 

Arbitrary or 
uneven spacing 

makes the 
reader guess 

about 
.relationships 
that should be 

clear 

Flush left 
captions align 
with their 
respective 
photos. 

Captions may 
run as deep as 
necessary 
because they 
have enough 
relating 
attributes. 

Equalize 
spacing 
between 
photos and 
captions. 

Captions 
should never 
run the same 
width as their 
photos. It is too 
obvious a 
relationship! 
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It is easy to make copy look crowded in¬ 

side a box, which is why we see this ugly 

effect so often. As with every other design 

relationship, proportion is vital. The ap¬ 

pearance of sufficient space between box 

and text is dependent on the type size 

and linespacing used in the copy. In this 

example, the linespacing is greater than 

the spacing between the type and the 

box. This emphasizes the relationship 

between type and box rather than the 

correct relationship of type to itself. 

For greatest legibility, the relation¬ 

ship of type to itself must be empha¬ 

sized over the relationship of type to 

its surrounding box. Note that the 

linespacing used in this paragraph 

is less than or perhaps equal to the 

space separating the type from the 

box. White space is used as a con¬ 

nector of type to itself and as a sepa¬ 

rator of type from its surroundings. 



Connecting elements and pages 

o Equal spacing creates 
directional gridlock (top). 
Narrow vertical spaces 

create horizontal rows 

(middle). Narrow horizontal 

spaces create vertical rows 

(bottom). 

"Simplicity of form is never 
a poverty, it is a great 
virtue." Jan Tschichold 

(1902-1974) 

Q 
Space connects elements 871 Space connects pages 891 
Space emphasizes direction 911 Information mapping 
and wayfinding 93 

Space...is never complete and finite. It is in motion, 

connected to the next space and the next. 

- Marcel Breuer (1902-1981) 

The mason's craft is defined by applying mortar evenly between 

bricks. Masons don't make the bricks; rather, they manage the 

space between the bricks. The typographer's craft is similarly 

defined by applying space between letters, words, and areas of 

type. White space can be used like mortar between bricks to ce¬ 

ment elements together. White space connects when used in con¬ 

sistent, measured amounts in a design. As an abstract example, 

a group of six dots can be made to mean something by chang¬ 

ing only the space between the dots. 

Space connects elements 

Wide spaces separate and narrow spaces connect. That is, ele¬ 

ments can be separated by distance or related by nearness. The 

closer they are, the more related they seem to be. The rectangles 

at the far left on the facing page are seen as a group of three 

plus one. Overlapping elements shows maximum relationship. 

The four rectangles are now seen as one multi-sided shape. 

There is a risk to defining areas by using boxes. While boxes ef¬ 

fectively enclose space, they tend to 01/erseparate, harming the 

unity of the page (far left, bottom row). Instead of boxes, use 

wider alleys between elements (this page). Space that is care¬ 

fully measured reveals separation of content. 

Rather than using boxes, the addition of a rule, or line, near the 

beginning of an item is sufficient to make it stand out. If boxes 

absolutely must be used, leave not less than 6 points and not 

more than 12 points of space between the text and the box (bot¬ 

tom row). Running text nearly up against a box rule makes the 

text look crowded and unappealing. 
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o Visual flow is shown 
in this handsome story 

from Audubon magazine. 

£ Repetition and rhythm 
are shown in this six-page 

diagram in which white 

space is as consistently 

formed as any other element. 

Careful determination of 

the materials at hand 

develops such a pattern. 

£ The grid-determined 
empty areas of this layout 

help emphasize a strong 

horizontality through the 

story. 

"Rhythm is in time what 
symmetry is in space." 
Matiia Ghyka (1881-1965) 

Space connects pages 

A multiple-page document, whether a magazine story or a tech¬ 

nical user manual, is made of many individual pieces. They must 

be unified into a clear, ordered statement that looks predigested 

and purposefully presented. They must catch and hold the 

reader's attention. 

White space connects pages when the spaces remain the same. 

In magazine design, repetition and rhythm of spaces and ele¬ 

ments help the reader recognize flow from spread to spread and 

from issue to issue. Department pages, which define the visual 

personality of a magazine, should be unified by distinctive head 

and outer margin sinkage so their recurrence creates a familiar 

and identifiable pattern. A feature story, which by definition is 

special material, must appear to be special throughout its iength. 

Its design, therefore, cannot be the same as either departments 

or other feature stories. Inventing a different formula for handling 

space unifies pages in a feature story. 

Elements and surrounding spaces must be identically placed. Cre¬ 

ate a pattern of occupied and unoccupied spaces by distilling 

commonalities among the materials at hand. To ensure unity, 

design pages in spreads or, even better, as complete stories, as 

they will be viewed and perceived by the reader. Make their rep¬ 

etition and rhythm unavoidable. 

Repetition is not dull. Variety for its own sake, on the other hand, 

disintegrates unity. The most visible elements to treat consis¬ 

tently are borders and white space, typefaces, illustration and 

photo sizes and styles, the logo, and color. 
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£ Space as a directional 
force (L-R): O Space exerts 

pressure from below, empha¬ 

sizing vertically; 0 type 

aligned at the right edge 

of the page creates horizon¬ 

tal direction; © white space 

in the foreground indicates 

diagonal direction; and 

o traditional optically cen¬ 

tered position (just above 

geometric center) of the 

page produces perfect 

equilibrium. 

Space emphasizes direction 

Readers look first in the upper-left corner. Does this mean de¬ 

signers must design for an upper-left starting point? No, but as 

Walter Dexel, German art historian and Bauhaus-era proponent 

of simplified typography, says, designs that stray from the ex¬ 

pected norm must do so knowingly. Designers must make ac¬ 

commodations for diverging from the expected, like beginning 

a message in the upper left corner. Guiding the reader in non- 

traditionai directions requires greater accord between all ele¬ 

ments, for example, by making hierarchy extremely clear so the 

focal point in, say, the bottom of the page, stands out visibly. 

"One reads from the top 
left to the bottom right 
and must design accord¬ 
ingly." Walter Dexel 

(1890-1973) 

£ The prevailing direc¬ 
tion created by other 

elements is the starting 

point for shaping white 

space, as shown by these 

four headlines. 

Messages are delivered over time, whether it is the few seconds 

it takes to scan a page or spread, or the few more seconds it 

takes it takes to flip through a multipage story. Time implies 

space and motion, from one element to the next and from one 

spread to the next. Motion requires direction. Direction is used 

to unify and guide attention to key information. Dynamic de¬ 

sign needs emphasis in a prevailing direction, whether vertical, 

horizontal, or diagonal (left, top two rows). Equalizing directional 

force produces a motionless design that evokes a classical or 

traditional look. Motionless design is, of course, a legitimate 

choice under the proper circumstances, but in general does not 

serve the reader's need for dynamic expression. Diagonal em- 

o Use space in thick 
slabs to direct eyeflow. 
Big elements, like big 

animals, need big space. 

phasis has been misunderstood as the most dynamic arrange¬ 

ment. In practice, it is often used when a designer is stuck for a 

better idea. Diagonal emphasis should be used with caution be¬ 

cause its startling effect is extremely self-conscious and its use 

often actually detracts from the message. 

Use white space to echo the prevailing direction of design ele¬ 

ments. Headlines correctly broken for sense make their own 

shapes (left, bottom) that should be exploited. 
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( £ White space leads 
the reader through the 
competing elements of a 

j design, much like a walking 
path leads one through a 

garden. 

£ Double the internal 
spaces of a story to sepa¬ 

rate it from its surroundings. 

Esplanade 

Robertsau 
Cit6 de I'tll 

mm Montagne Verte 

Molkenbronn 

o Wayfinding is used 
in signage and as depart¬ 

ment heading signals in 

multipage documents. 

"Order...is a function of 
the horizontal and verti¬ 
cal reference lines on a 
page and the frequency 
with which the corners 
of the items fall on these 
lines." Gui Bonsiepe(1934-), 

A Method of Quantifying 

Order in Typographic Design 

Information mapping and wayfinding 

Information mapping is patterning of data so it signals priori¬ 

ties. It makes information easier to glance through and, conse¬ 

quently, to access. Research reports, and common sense repeats, 

that readers "like" finding information and they like documents 

that simplify the process of finding things. Information mapping 

requires that content be written in segmented, hierarchical struc¬ 

ture and the structure be given recognizable form by coordinat¬ 

ing positioning on the page and through typographic texture, 

color, and size. 

Wayfinding essentially does the same thing as information map- 

ping, but in three dimensions, for example, in sign systems. 

Wayfinding is important as a signal system in paginated docu¬ 

ments, where design in three dimensions becomes evident as 

pages are turned. 

White space guides the eye on the page by creating paths of 

emptiness, like a footpath through a garden (facing page, top). 

Such space may be used in the following ways to aid informa¬ 

tion mapping and wayfinding. In all cases, repetition of pre¬ 

cise proportions is essential. 

■ To isolate one part from another yet still retain their appear¬ 

ance as a single entity, create a standardized space within 

the story, say, half a linespace, and double it to a full line 

space between the story and its illustration (facing page, cen¬ 

ter). Mathematical progressions like 2-to-l and 3-to-l en¬ 

sure a built-in harmony among parts. 

■ Consolidate bits of white space and put them in chunks at 

the bottoms - or tops - of columns where it looks purposeful 

and significant (far left, bottom). This makes the editing pro¬ 

cess easier and gives an informal chattiness to text columns. 

■ Judicious use of white space in tables makes them easy to 

read and follow horizontally across vertical columns of data 

without requiring unnecessary rules (near left, bottom). If sep¬ 

aration can be achieved with a spatial adjustment alone, it 

is likely to be a more elegant solution than via the addition 

of lines or type and color contrasts. 
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£ The Lauterbrunnen 
valley in the Swiss Alps 

is one of the most dramatic 

landscapes in the world. 

C The Stazione Ferroviale 
Nord in Milano shows vivid 

interior three-dimensional 

space. This scuptural model 
for a life-size installation 

defines interior and exterior 

space. 

C Depth is implied on a 
two-dimensional poster 
by Michael Beirut. Shadow 

is used to introduce the 

third dimension. 

Sculptural dimension¬ 
ality is shown in this 

Korean War memorial in 

New York City. 

Three-dimensional space 

Two- and three-dimensional space 971A publication 
is both two- and three-dimensional 99 

People live In a three-dimensional airspace, an 

atmospheric volume above the land surface... 

The experience of being within fine three- 

dimensional spatial volumes is one of the 

great experiences of life. - Garrett Eckbo, 

Landscape Architect (1 910-2000) 

Most graphic design occurs on flat planes, in two dimensions: 

vertical and horizontal. But we see the world in three dimensions, 

with the addition of depth. How does design change when the 

third dimension is added? 

Carl Dair, in his excellent mid-1960s booklet series for Westvaco 

Paper, wrote, "All artists and designers are confronted with the 

same problem: here is a space, how do I divide it, enclose it, 

define it, intrude forms into it, so that the space becomes alive 

with meaning and function?... The blank space is a challenge to 

the graphic designer, demanding that he utilize it for the most 

effective presentation of visual-verbal forms in order to commu¬ 

nicate clearly to the reader. To the architect, the task is to en¬ 

close a space...and to divide it for human activity. The sculptor 

working on a block of stone or wood liberates the imprisoned 

form by letting space into it." 

Sculptor Henry Moore said, "A hole made through a piece of 

stone is a revelation. The hole connects one side to the other, 

making it immediately more three-dimensional. A hole can it¬ 

self have as much shape-meaning as a solid mass." Moore has 

been called "The Father of the Hole." 

Depth in design is real. It is real as we turn pages. It is real as 

we photograph objects. And it is real as we try to show one ele¬ 

ment in front of another. Depth is a powerful tool to attract read¬ 

ers and it's a fun opportunity for designers. 
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r> This Nike ad describes 
the difference between a 

two-dimensional page and 

and three-dimensional 

reality. The headline reads, 

"This is not enough space," 

half the page is left blank, 

and the life-size shoe, being 

too big to fit the page, 

must bleed. 

o Perspective can be 
manipulated to create 

ambiguous depth, as in 

this reversible figure. 

Two- and three-dimensional space 

We live in a three-dimensional world that has height, width, and 

depth. The printed page, however, is flat It has only height and 

width. Depth must be added through illusion. Spatial illusion 

can be either volume, which is an implied solid, or space, which 

is an implied void. The illusion of dimensional space is used to 

get attention, to imply realism, and to help the reader project 

himself into the composition. 

There are four ways to approximate three-dimensional space in 

two dimensions: 

Overlap elements (far left, top): Placing an object in front of an¬ 

other and obscuring the back one recreates reality most effec¬ 

tively. Be careful not to make type unreadable when placing it 

behind another object. Ambiguous space is created when one 

or more of the elements are transparent. 

This sense of "floating in front" is espe¬ 

cially remarkable when printing an ele¬ 

ment in spot varnish. Drop shadows are 

an effective but overused way of overlap¬ 

ping to create depth. 

Imply motion by blurring elements (left, 

second row): This can be done in the 

original photography, by manipulation in 

Photoshop, by slicing an image into 

pieces, or by using startling repetition of some elements, pioneered 

by Armin Hofmann in the late 1950s and early 1960s. 

Use scale and visual hierarchy (left, third row): Transpose the 

expected sizes of elements for startling new relationships. Use 

foreground/background contrast to imply greater depth. 

Use perspective (far left, bottom row): Perspective is a technique 

for depicting volumes and spatial relationships on a flat surface. 

Shown are a dimensional logo in isometric perspective; Masaccio's 

The Holy Trinity cl 427, the earliest true perspective painting; 

and an "atmospheric perspective," in which distant objects appear 

grayer and less distinct. Photoshop filters exaggerate this effect. 
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C Die-cutting trans- A publication is both two- and three-dimensional 
formed this flat sheet of pjc[< Up a magazine or book and thumb throuqh the paqes. What 
paper into a three-dimen¬ 
sional design. you see is a cumulative perception of pages riffling by, an accu¬ 

mulation of information delivered sequentially. Each page and 

spread is flat, but pages have two sides and some small amount 

of thickness. These are attributes which may be exploited. - 

Bruno Munari (1907-1998) developed the "useless ma¬ 

chine" and the "unreadable book." Shown here are spreads 

from his 1967 book, Libro llleggibile N.Y. 7. The "story line" 

is literally a piece of red string that punctures some pages 

and runs through die cuts in others. He forces awareness of read- 

£ The airplane is printed 
on the back of this 

"globalism(s)" poster by 

Pentagram, who took 

advantage of the poster 

paper's transparency. 

ing a three-dimensional book. 

Three-dimensional space, or depth, in graphic design should take 

into account the process of reading. Posters, for example, are 

designed for two-level readership: they make a primary effect at 

long distance and, having lured the reader closer, have second¬ 

ary, close-up, information. 

£ Far left: Paper's thick¬ 
ness is revealed in this 

letterform study whose 

counterforms can be found 

on page 97. 

Three-dimensional space can be emphasized by looking creatively 

at the substrate, at the paper itself. Semitransparent paper sug¬ 

gests unusual front and back opportunities. Die-cutting makes 

paper's thickness and opacity visible and usable. Cutting some 

pages shorter or longer also emphasizes the dimensionality of 

paper (left). Telling a story panel by panel as a brochure is un¬ 

folded, for example, makes good use of paper's three-dimensional 

qualities. 

£ "Horizontal design" 
can be expressed by 

ignoring natural spread 

limitations. Design a 

multiple-page story in a 

continuous horizontal 

space and crop it every 

1 7". A six-page story, for 

example, would be devel¬ 

oped in a 51" (8V2"x 6 

pages) x 11" rectangle. 

Though a magazine or book is seen by readers one spread at a 

time, multiple-page stories are best planned in a single horizon¬ 

tal strip. This ensures design continuity from spread to spread 

(see also chapter 7). Because you only see one spread on screen 

at a time, computer makeup does not encourage the technique 

of "horizontal design." This failing is mitigated a little by the 

computer's support of design consistency through the use of 

guides, master pages, and typographic styles. It remains up to 

the designer, however, to create and use these tools that ensure 

consistency in repetitive elements. 
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C Typographic elements, 
like headline and text, 
are distinct visual voices, 

equivalent to the different 

voices one uses to indicate 

characters in a story that 

is read aloud. 

"Content comes first, yet 
excellent design can 
catch people's eyes and 
impress the contents on 
their memory." Hideki 

Nakajima (1 961 - ) 

"Typography is simply the 
voice, for the head is the 
destination." Rick Valicenti 

£ Typography creates 
clear differences in content 
Note the clearer contrast 

between text and caption 

in the example on the right. 

(2, Arbitrary font choice 
and uncertain positioning 
make designs complex and 

sloppy (far left). Simpler 

letter forms used intelligibly 

make designs handsome 

and descriptive. 

Listening to type 

Keep typography simple 1051 Frozen sound 109 

Typographic arrangement should achieve for 

the reader what voice tone conveys for the 

listener. - El Lissitzky (1893-1 941) 

What do we mean by "listening to type"? Imagine listening to a 

book recorded on tape. The reader's voice changes with the story, 

helping the listener hear various characters and emotions. A story 

told on paper should do the same thing. The "characters" typog¬ 

raphers work with are categories of type: headlines, subheads, 

captions, text, and so forth. These typographic characters are our 

players and must be matched for both individual clarity and 

overall unity. 

Typography is, according to the dictionary, "the art or process 

of printing with type." The root words that make up typogra¬ 

phy are typo (type) and graphy (drawing), so it literally means 

drawing with type. My definition is: Applying type in an expres¬ 

sive way to reveal the content clearly and memorably with the 

least resistance from the reader. The information hierarchy is re¬ 

vealed in an ad (facing page, top) in descending order of impor¬ 

tance. Notice the circuitous path the reader has to follow before 

getting to the text. This may deter casual browsers. 

Typography involves far more than working with the abstract 

black shapes. In practice, typographic decisions are - or should 

be - nine out often times about the manipulation of the space 

around the letterforms. Indeed, poor typography results from mis¬ 

understanding the importance of the "not-letterforms" and con¬ 

centrating only on the letters themselves. "Not-letterforms," or 

the space surrounding letters, is seen between characters, words, 

lines, and between blocks and columns of type. It is the contrast 

of the letter form to its surrounding space that makes type ei¬ 

ther less or more legible. Legibility is central to typography be¬ 

cause type is, after all, meant to be read. 
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C Typographic rules, 
like the development of 
word spacing, have 
evolved over centuries. 
These samples, which pre¬ 

cede the development of 

word spacing, date from 

1 96bc (far left) and c500ad. 

Typographic rules may be 

manipulated to create 

startling results, as in this 

broadside found at an art 

school (near left). 

C El Lissitzky's ad for car¬ 
bon paper uses type styles 
to illustrate meaning (far 

left). PietZwart's typography 

(near left) shows complex 

relationships using simple 
letterforms. An architect 

until age thirty-six, Zwart 

approached typography 

unrestrained by design 

convention. 

"The quality of...typogra¬ 
phy is dependent on the 
relationship between the 
printed and unprinted 
parts. It is a sign of pro¬ 
fessional immaturity to 
ignore the decisive contri¬ 
bution of the unprinted 
area." Emil Ruder (1914- 

1970) 

C Typographic pyrotech¬ 
nics (far left) contrast 
with clear simplicity (center) 

and a balance between 

eye-catching novelty and 

elegant clarity (right). 

"The expression in a (typo¬ 
graphic) design is what 
is most important, not the 
typeface that is used." 
Wolfgang Weingart(1941 - ) 

Consistent spacing makes reading easier because the reader is 

unaware of inconsistencies in rhythm, which is to reading what 

static is to the radio. The measure of a good typeface is whether 

every letter combination is spaced for optical equivalency so no 

dark spots appear where letters are too close. Even spacing pro¬ 

duces even typographic "color," or gray tone. 

Typographers use elements and traditions inherited through 

generations of writing, printing, and reading. Many typographic 

rules were adopted from handwriting as printable type forms 

were developed in the 1400s and 1500s. Historically, typogra¬ 

phy was handled by the printer who cut his own typefaces, de¬ 

signed the page, and reproduced the design on paper. In the 

twentieth century, typography and printing separated. Around 

1950, typographers and typesetters became outside vendors 

who set type to the specifications of the designer or art director, 

which evolved into a new responsibility. Computers, forcing a 

new working methodology, have nearly obliterated the typog¬ 

raphy specialist since all type decisions are made within a page 

design program. Designers are widely expected to be masters 

of an art form that takes many years to learn. 

Choosing a typeface that matches the content is important. 

Words are symbols of emotions and ideas that manipulate the 

reader. But choosing the right typeface is not as important as 

using a more neutral typeface well. Dutch designer Piet Zwart 

(1885-1977) said, "Pretentious [letter forms] oppose the utili¬ 

tarian task of typography. The more uninteresting a letter is in 

itself the more useful it is in typography." The danger is that 

typography will begin and end with choosing the typeface rather 

than be used to reveal the content. And that is not typography, 

but fashion. 

Keep typography simple 

The essence of typography is clarity. R. Hunter Middleton said, 

"Typography is the voice of the printed page. But typography is 

meaningless until seen by the human eye, translated into sound 

by the human brain, heard by the human ear, comprehended 

as thought and stored as memory." Canadian teacher and author 
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C 1,1 try to bring type to 
the maximum level of its 
expressive potential," says 

William Longhauser of his 
poster, near left. "It is 

essential that [type] can 

be read, but I play with it 

until it expresses the con¬ 

tent of the message. It may 

take longer to recognize 

the word 'Transpositions,' 

but the experience of de¬ 

ciphering the meaning is 

more memorable. In a sense, 

I am forcing participation." 

C Abstract word and 
letter shapes can be manip¬ 
ulated to express meaning 
as shown in this poster 

for Herman Miller (far left) 

and spread ad for Nike. 

"I want to use type to 
enhance the meaning of 
the words, not contradict, 
ignore, obscure, or inter¬ 
rupt what's being said. 
My goal is to inject deci¬ 
siveness; to show that 
these words know what 
they are saying." Susan 

Casey 

C Abstract studies in 
typographic contrast 
express voices to intro¬ 

duce the idea of frozen 

sound. 

"You can do a good ad 
with poor typography, 
but you can't do a great 
ad with poor typography." 
Herb Lubalin (1918-1981) 

Carl Dair wrote, "Between the two extremes of unrelieved mo¬ 

notony and typographical pyrotechnics there is an area where 

the typographic designer can contribute to the pleasure of read¬ 

ing and the understanding of what is being read." 

Complexity will not get a message across because, though it may 

be interesting to look at, the message won't be legible. Simplic¬ 

ity alone will not get a message across because, though it may 

be easy to read, its importance won't be recognized. Only sim¬ 

plicity combined with expressiveness will make the message both 

legible and interesting. 

Establish a tone, a typographic attitude in the display type, where 

flirtations with reduced legibility are best tolerated by readers. 

Type, like the spoken voice, can be powerfully bold or elegantly 

understated (far left, top). It can shout or gracefully inform. It 

can be stuffy or informal, universal or parochial, traditional or 

state of the art, highly complex or primitive. But unless the reader 

grasps something of value, his conversion from a looker to a 

reader will not occur. Put interesting information where it can 

be found. Break the type into palatable chunks and recognize 

that readers enter stories through captions. 

The key to creating expressive typography is to predigest the copy 

and show off its meaning and its importance to the reader. This 

can't be separated from the editing process. Read the story, know 

the subject, ask the client or editor what the thrust oughtto be, 

then make that point crystal clear through design choices. Con¬ 

trast type style, size, weight, position, color, or treatment to show 

hierarchy and give enough information for the reader to de-cide 

to become involved with the text, where the story really is. 

For a design to work effectively, the type must be an integral 

part of the composition. If the type is altered or removed, the 

piece should fall apart. It doesn't matter if it's a poster, a cover 

design, an advertisement, or corporate identity. Type strategy in¬ 

cludes crafting a size and weight sequence for the headlines, 

subheads, captions, and text so each is distinctive and all work 

as one to make a distinctive and appealing design. 
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C Freshman studies in 
typographic contrast ex¬ 

press "voices" in typography. 

"The use of words - their 
sounds, their meanings, 
and their letterforms - has 
been an intriguing aspect 
of design since the inven¬ 
tion of the alphabet. A 
picture may be worth a 
thousand words, but as 
one wit pointed out: It 
takes words to say that." 
Allen Hurlburt(1911-1983) 

C Experimental studies 
express typographic voices 

using only the contrast of 

relative position. 

Q Rhythm requires break¬ 
ing repetition unexpect¬ 
edly, creating a visual 

shock and a focal point. 

C The same text set in 
different typefaces (far 
left) changes the message. 

Each typeface looks as a 

spoken accent would sound. 
Breaking for sense (near 

left) makes display type 

understandable by grouping 

words into logical phrases. 

"Typography exists to 
honor content." Robert 

Bringhurst (1946- ) 

Frozen sound 

Jerry Lewis, in a Vanity Fair interview about his increasingly con¬ 

troversial Muscular Dystrophy fundraising telethon, said, "I must 

be doing something right; I've raised one billion, three hundred 

million dollars. These nineteen people don't want me to do that. 

They want me to stop now? Fuck them.... Do it in caps. FUCKTFIEM." 

Mr Lewis understands the translation of oral sound into typeset 

form. He understands that verbal emphasis becomes visual 

emphasis, most usually by contrast of size. This is the essence of 

typography: translating the eguivalencies of spoken language 

into printable form. 

Treating typography as frozen sound begins with being sensi¬ 

tive to what Gene Federico, a master of advertising design, calls 

"sound tones." Federico says, "You must choose a typeface with 

a sound that isn't against the idea and image you are trying to 

convey, unless, of course, you are introducing an irritating sound, 

an irritating typeface for a specific reason." English designer 

Neville Brody says, "Let's say a French person comes up to you 

and starts talking. The first thing you notice is that he's speaking 

French - not the words that he's said. Just set a piece of text, first 

in Baskerville, then in several different faces and observe exactly 

how the message changes. The choice of typeface is critical to 

the emotional response of the words" (facing page, bottom). 

Also important is developing sensitivity to rhythm. A speaker 

who drones at a single speed is causing his listeners extra work 

to dig out the good content. By comparison, a speaker who alters 

her rhythm of delivery, by pausing before beginning a new idea, 

for example, makes the content clearer by grouping information 

into sensible clusters. Such pauses in rhythm are expressed typo¬ 

graphically by altering a single element unexpectedly and by 

breaking the ends of lines of display type at logical places, rather 

than whenever a line happens to be filled with letterforms (fac¬ 

ing page, bottom). If the line is broken arbitrarily or in the wrong 

place, reading and comprehension is slowed down. If natural 

line breaks don't work well visually, changing typefaces may 

be necessary. 
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Kit Hinrichs: "Typography is one of the most 
powerful emotional tools available to design¬ 
ers. It communicates much more than just the 
written word. When used effectively, it can give 
readers a sense of the mood and pacing of a 
story, convey whether the content is serious 
or light, instructive or entertaining. Type can 

Kit Hinrichs: “Typography is one of 
the most powerful emotional tools 
available to designers. It communi¬ 
cates much more than just the written 
word. When used effectively, it can 
give readers a sense of the mood and 
pacing of a story, convey whether the 
content is serious or light, instruc¬ 
tive or entertaining. Typography is 

Kit Hinrichs: “Typography is one of the 
most powerful emotional tools avail¬ 
able to designers. It communicates 
much more than just the written word. 
When used effectively, it can give read¬ 
ers a sense of the mood and pacing of 
a story, convey whether the content is 
serious or light, instructive or enter¬ 
taining. Typography is one of the most 

Lining figures Old style figures 

L234567890 12,34 

Lowercase 
word shapes 

are more defined 

ALL CAPS 
LOOKS LIKE 

BRICKS 

This paragraph shows lining figures inappro¬ 

priately set amid lowercase Truesdell, design¬ 

ed by F.W. Goudy in 1931. This version was 

digitized in 1993 from letterpress proofs of 

16-point fonts. Truesdell was Goudy’s forty- 

seventh typeface design. LINING FIGLIRES, 

LIKE 1931 U 1993, SHOULD BE USED 

WITH ALL-CAPS AND IN CHARTS. AS 

This paragraph shows old style figures prop¬ 

erly set amid lowercase Truesdell, designed 

by F.W. Goudy in 1931. This version was 

digitized in 1993 from letterpress proofs of 

16-point fonts. Truesdell was Goudy’s forty- 

seventh typeface design. Old style figures, like 

1931 & 1993, blend in with lowercase type. 

They stand out in an all-caps setting by look- 



C "Not-letterforms," or 
the spaces surrounding 
letters, exist between char¬ 

acters and words. It is the 

contrast of the letterform 

to its surrounding space 

that makes type legible. 

C A poorly spaced font 
shows dark spots where 
letter pairs are too close. 

The ideal is even type 

grayness, or "color." 

"Don't confuse legibility 
with communication." 
David Carson 

C Type legibility: Lower¬ 
case is easier to scan 
than all caps because of 

their distinctive word 
shapes (far left). Numerals 

unintentionally stand out 

in text (near left) because 

they are set in lining 

figures, which look like 

capital letters. Old style 

figures look like lowercase 

characters and blend into 

text. Use lining figures 

with all caps and old style 

figures with lowercase text. 

"The symbols of our 
lettering system are too 
familiar to provoke us 
into reflections on their 
basic construction." 
Armin Hofmann (1920- ) 

Typographic technicalities 

Legibility and readability ml Type classifications 
ii71 Punctuation and dashes 119 

The practice of typography is one that requires 

both an intuitive grasp of form and consid¬ 

erable study to achieve mastery. Typography 

gradually reveals its expressive potential. - 

Milton Glaser (1929- ) 

Today's use of type is based on thirty-five centuries of typographic 

evolution, on countless improvements based on our need to 

record ideas in writing. Developments in the speed, accuracy, 

and precision in both the marks we make and the way we repro¬ 

duce them - in the paper, printing presses, and even the inks - 

are driven by technological improvements. 

Typesetting is not typography. Many designers, because they are 

not fully informed about the traditions and subtleties of type 

use, are mere typesetters. Readers are well served when the type 

is at once expressive and easy to read and transparent in its de¬ 

livery of content. The history of the written word is the history 

of the changing needs and opportunities of human society. 

Legibility and readability 

There are some characteristics that make type more legible and 

readable. Legibility, which is closely related to the design of the 

letterforms themselves, is the ease with which type can be un¬ 

derstood under normal reading conditions. Readability is the 

quality of attracting and holding a reader's interest. It is the re¬ 

sult of how the designer makes type comfortable to read. High 

readability' - making something noticeable and interesting - often 

produces low legibility, that is, the piece becomes hard to read. 

Be aware of letting art obscure content. 

The following six aspects of typography affect its readability, or 

ability to attract readers: the inherent legibility of the typeface, 

type size, letterspacing, word spacing, linespacing, and format. 
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fditional linespacing. Because it has a com- 
aratively large x-height, it looks as big as 
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his is i o-point Perpetua set with 2 points 

? additional linespacing. Because it has a 
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the 8-point Frutiger above.The same two 

mts are contrasted at 24 points to show de- 
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A blade background 
appears to dose in on letters 
and make them look lighter. 

Reversed type needs 
a little extra space 

around each character. 

A black background 
appears to close in on letters 
anil make them look lighter. 

Reoersed type needs 
a little entea space 

around each character. 

This column is 13 picas wide and, in order to 

achieve an average charactemperdine count 

of thirtymine to fiftyAwo characters, the 

necessary type size in this font is 10 point. 

This column is 18.5 picas wide and, in order 

to achieve an average character-per-line of 

thirty-nine to fifty-two characters, the nec¬ 

essary type size in this font is 15 point. 



C Reversing type calls 
for special handling. White 

letters look slightly smaller, 

so boost the point size a 

bit. Space around letters 

tends to fill in, so open let¬ 
terspacing when reversing 

type. 

"Typography which 
appeals to the eye em¬ 
bodies the same set of 
principles of design that 
goes into any work of art." 
Carl Dair (1 91 2-1967) 

C Type size: The x-height 
affects our perception of 

type's size and legibility. 

An ideal column width or 

line length contains about 

an alphabet and a half 

(thirty-nine) to two alpha¬ 
bets (fifty-two) of characters 

per line. Type size must 

thus increase as line length 

increases. 

C Letterspacing: There are 
three basic letter shapes: 

rectangular, round, and an¬ 

gular (far left). Some com¬ 

binations don't match up 

for optically even space 

distribution. Kerning must 

be used for the particu¬ 

larly difficult pairings shown 

here. Overlapped kerning 

occurs in ligatures (near 

left), as shown in the“E (TE), 

D(DE), and l\E (NE) pairings 

on a Quito stone plaque. 

■ The inherent legibility of the typeface: If the reader becomes 

aware of the letterforms, the typeface was a bad choice be¬ 

cause it detracts from the smooth transmission of the mes¬ 

sage within. Legibility is most affected by challenging what 

we are accustomed to. □ All-caps are harder to read than lower¬ 

case (page 110): The white space around lowercase words makes 

more distinctive shapes than all caps, which look like nearly 

identical bricks. All caps settings should be kept to no more 

than two lines deep. The mind perceives three of anything as 

being many, so three or more lines of all-caps text is repel¬ 

lent. mold style figures look like lowercase letters and are 

used when numerals are set in text type. Lining figures, which 

look like capital letters, should be used in charts and in all¬ 

caps settings (page 110). DSans serif text may be harder to 

read than serif. Serifs aid horizontal eye movement, so add extra 

line spacing to sans serif settings. □ Italics are harder to read 

than roman. Most italics are lighter than their roman counter¬ 

parts and contrast less with the white paper. And readers are 

not used to reading italics. Use italics briefly and for emphasis. 

□ Shaded, outline, and inline faces are difficult to read and should 

be used only for display purposes. □ Any legible typeface be¬ 

comes useless in 6-point italics reversed out of 40 percent gray. 

■ Type size: 10-point type is thought of as the smallest legible 

type, but some 8-point looks as large as some 10-point type be¬ 

cause of relative x-height, the part of the lowercase letterform 

that exists between the baseline and the median (page 117). 

Type size should be proportional to line length: the longer the 

line, the larger the type must be. 

■ Letterspacing: Letterspacing should be consistent. This is par¬ 

ticularly important at display sizes where exact spacing is most 

visible. Spacing should be in proportion to the letterforms: wide 

letters need more letterspace than narrower letters; small let¬ 

ters need more letterspace than larger letters; caps need more 

than lowercase letters. ''Tracking'' alters letterspacing para¬ 

graph by paragraph. "Kerning" alters letterspacing between 

specific character pairs. "Ligatures" are conjoined letter pairs. 
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Too little 

word spacing 

WordspacingdevelopedduringMedievaltimeswhenscribesaddedvaryingamountsofspaceto 

perfectlyfilloudinesofhandwrittentext.WrittenperfectionwasthoughttomirrorGod^sownperfection. 

Thescribesalsoinventedcontractions^whichallowedlongwordstobemadetofitintoavailablespace. 

Gutenberg continued the practice of justifying type as much for aesthetic as 

for practical reasons. His moveable type needed to be “locked" in position before 

printing, and each line had to be the same length to accept being locked up. 

Gutenberg cut pieces of wood that could be inserted between words to achieve the smooth 

right edges his machine required. Today's digital typesetting can adjust spacing with urn 

precedented precision, but putting the right amount of word space in a block of text or 

display type still requires a designer with knowledge, vision, and experience. Word spacing 

Too much 

word spacing 

Ideal 

(unnoticeable) 

word spacing 

Setting justified type across 

a line length that is too 

narrow causes uneven word 

spaces which become 

noticeable to readers. 

Meticulous attention must 

Setting justified type across a line length 

that is sufficiently wide produces even 

word spaces. Meticulous attention must 

be given to hyphenation in all justified 

settings. Conversely, a flushdeft setting 

always produces even word spacing be* 

This is 14/11 Nicolas Jenson set 
justified across a 14-pica measure. 
Note that the word spaces are 
larger than the line spaces and that 
your eyes prefer moving vertically 
rather than horizontally. Blur your 
eyes and you will see wiggly “rivers 
of white.; TIP: Never use “Auto;; 
as a line spacing attribute because 
it avoids making a specific decision 
about how mucn space should exist 
between lines. This must be a choice 
based on increasing typers legibility. 

This is 14/15 Nicolas Jenson set 

justified across a 14-pica measure. 

Note that the word spaces are now 

smaller than the line spaces and that 

your eyes prefer moving horizontal' 

ly rather than vertically. Much of 

typography is making such subtle 

changes in the specifications and fine 

tuning the relationship of letters to 

the space surrounding them. This is 

graph indents should be set in proportion 

to the type size being used. 

Larger type needs a deeper indent. 

Smaller type can function with a less 

obvious signal of, say, about a pica. 

Adding space between paragraphs can 

be overdone. In this example, a full line 

space is too much added space (above). 

It fights the flow of ideas in a column. 

Half a line space is usually a good dis¬ 

tance to separate ideas and still maintain 

unity, as shown above. 

It is redundant to both skip space be¬ 

tween paragraphs and indent the first line, 

as such redundancy reveals the 

designer to have failed to think 

about the purpose of paragraphing. 

A hanging indent pushes the first line 

out to the left and ensures that 

conscious, purposeful white space is 

built into the page. 

Another signal is to indent whole para¬ 

graphs in an alternating rhythm. This 

works especially well with justified copy, 

where the right edge's smoothness con¬ 

trasts with the left edge's fluctuations. 

The point is to make each suc¬ 

cessive idea appear at once dis¬ 

crete, yet belonging with what 

precedes and follows in a cohe¬ 

sive, unselfconscious way. 

Drop para¬ 

graphs begin each new paragraph imme¬ 

diately below the previous period. This 

can be achieved using tabs. 

The DARKNESS OF a bold lead-in is 

an excellent cue that a new idea is be¬ 

ginning. It may have space above the 

paragraph added, but it doesn't need it. 

mtial caps should echo the 

distinctive display type used for 

a story. They may either stick 

up into emptiness - a “raised initial” - 

or hang down into the text, as shown 

here. This is called a "drop cap” and is 



C Word spacing: Invisibil¬ 
ity is the optimal amount 
of spacing between words. 
It should just separate one 
word from another. More 

than that breaks up the 

horizontal flow of reading. 

Enraged cow in¬ 
jures farmer with 
machete 
Enraged cow injures 
farmer with machete 
Enraged cow 
injures farmer 
with machete 

C Line spacing: It cannot 
be smaller than word 
spacing, or the eye travels 

downward rather than 

across lines of type. 

C Format: Traditional 
paragraphing signals are 

indention and skipping 

space between paragraphs. 

Less conventional para¬ 

graphing signals include 

the hanging indent, the 

whole-paragraph indent, 

drop paragraphs, bold 

lead-ins, and initial caps. 

■ Word spacing: Cathedral construction was judged by qual¬ 

ity and consistency of the mortar as much as by the stonework 

itself. Similarly, typographers' work is judged by the spaces be¬ 

tween letters and words. Word spacing should be invisible, just 

enough to separate word thoughts cleanly while maintain¬ 

ing the integrity of the line, and not so much that the reader 

perceives the presence of spaces and individual words. 

Justified type gets its even right edge by forcing space through¬ 

out the line. Short lines of justified type have the least consis¬ 

tent word spacing because they have the fewest word spaces 

available. The flush left/ragged right paragraph style has con¬ 

sistent word spacing and provides an equivalent visual rhythm, 

regardless of line length. □ Hyphenation in justified text al¬ 

lows more consistent word spacing, but hyphenation should 

neverbe used in display type, where breaking for sense is more 

important than breaking to fill a line (near left). 

■ Linespacing: Maximum legibility calls for text to be set no wider 

than forty to fifty characters per line. Longer measures must have 

added linespacing so the reader has an effortless return path to 

the left edge of the column for the next line. Two narrower col¬ 

umns are often better than one wide column. (Notice how claus¬ 
trophobic this decreasing linespacing makes you feel? Experiment 
to find the optimal linespacing for comfortable reading. Every 
typeface ana column width combination has its own needs.) 
Linespacing must be greater than word spacing, or the eye 
flows down the column rather than horizontally across a line. 

■ Format: Readers recognize a few key visual signals. Para¬ 

graphing announces the beginning of a new idea. Any signal 

will work, though the most common are indention and skip¬ 

ping space between paragraphs. □ Punctuation signals the 

pauses and stops that occur in copy. □ White space signals 

relative belongingness between elements. Elements that are 

close together appear to belong together. □ Position on the 

page signals importance. The top of the page usually holds 

the best stuff because the top is where our eyes go natu¬ 

rally. DType set in a funny shape draws attention to itself 

rather than to its content, which is counterproductive (this 

page, bottom). 
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o HISTORY OF SERIF TYPE 

DECLARA 
eRXTSpiRIT 

| hfffuJbJU. tf-h 
ftnutnlommu 
Ajmd copnotc 

Q HISTORY OF SANS SERIF TYPE 
SANS SERIF, 1817 

Trajan Column 
cl 200 

Uncial 
c600 

Acegmorty 
Acegmorty 

Akzidenz Crotesk 

Franklin Gothic 

Carolingian Miniscules 
c800 GEOMETRIC SANS SERIF, 1 920s 

Germanic Blackletter 
cl 250 

Venetian scribes 
cl 450 

VENETIAN OLDSTYLE, 1400s 

Gentaur 

Nicolas Jenson SG 

GERALDE OLDSTYLE, 1 500s and 1600s 

Garamond 

Acegmorty 
Acegmorty 

Acegmorty 
Acegmort 
TRANSITIONAL, 1 700s 

Acegmorty 
Acegmorty 

Ehrhardt 

Baskerville 

DIDONE (MODERN), Late 1700s 

Acegmorty 
Acegmorty 

Bodoni 

Ellington 

SLAB SERIF, 1800s 

Acegmor 
Acegmoi 

Clarendon 

Eglentine 

Acegmort 
Acegmorty 

Avenir 

Futura 

HUMANIST SANS SERIF, 1940s 

Acegmort 
Acegmorty 

Frutiger 

Rotis Sans 

© DECORATIVE and DISPLAY 

ACEeiyioR' Ben Shahn 

Trump Mediaeval © GLYPHIC 

ACEGMC Trajan 

0 MONOSPACED 

Toolbox 

Aquiline 

Cabarga 

o SYMBOLS and ORNAMENTS 

Hands & Fingers 

Matchbook Containers 

Q BLACKLETTER 

"Hcegmorty Alte Schwabacher 



C Relative type size is 
shown in these samples, 
all set at 24 point. The 
apparent size of type is 
determined by its x-height, 
the height of a lowercase 
letter without either an 
ascender or a descender: 

Cap height 

Ascender 

Median 

X-height 

Baseline 

Descender 

Moyfes nafcimr 
atteftatur. Credit 
Quare multarun 
iplo benedicedas 

O Early serifs shown in 
Pompeiian brushstrokes 
and Nicolas Jenson's 
1470 Eusebius typeface, 
shown actual size. 

Possibly the world's 
first sans serif letters 
are on a fifth-century bc 
Creek headstone. 

Type classifications 

Type has been evolving for about 3,500 years. It has passed 

through periods of slow changes and great growth. There are 

many ways to classify styles of type. I prefer a relatively simple 

system of eight classifications. Of these, serif and sans serif are 

the most important because they are the most used. The fun 

tends to be in the display styles. My digital font collection, 

housed in eleven binders, has four filled with display fonts, three 

showing picture fonts, two with serif fonts, and one each show¬ 

ing sans serif and script fonts. 

O Serif: Has cross-lines at the ends of strokes, which date from 

stone carving during the Roman period. Serif types are subcat¬ 

egorized into five divisions: Venetian Oldstyle, based on designs 

from the Italian scribes in the late 1400s; Geralde Oldstyle, based 

on designs from 1500s and 1600s with greater contrast between 

thicks and thins; Transitional, which have characteristics of both 

Geralde Oldstyle and Modern, from the 1 700s; Didone, or Mod¬ 

ern, from the late 1 700s, which have the greatest contrast be¬ 

tween thicks and thins and unbracketed serifs; and Slab Serif, from 

the 1800s, which have thick serifs to darken the letters and in¬ 

crease visibility. 

o Sans serif: Type "without serifs" introduced in 1 81 7, em¬ 

braced by the design avant garde in early 1900s. Sans serif types 

are sub-categorized into three divisions: Grotesque and Neo- 

Grotesque, based on earliest designs from the 1800s, so called be¬ 

cause early type without serifs was considered ugly; Geometric, 

developed in the Bauhaus and featuring circular bowls and con¬ 

sistent character weight; and Humanist, which looks organic and 

somewhat hand-drawn with greater stroke contrast. 

o Decorative and display: A vast category that includes types 

that don't fit into other categories (and even some that do). By 

definition, these typefaces would be illegible at text sizes. 

Q Glyphic: Based on letters carved in stone. Usually all-caps. 

0 Monospaced: Typewriter types in which each letter occupies 

exactly the same space. 
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Ampersand, 1470 Ampersand, 1 532 Ampersand, 1 549 Ampersand, 1 556 
Nicolas Jenson, Venice Antonio Blado, Rome Robert Estienne, Paris Gabriel Ciolito, Ferrara 

V7U1 dU l I , vjf fHK | \ 141/ t4/j m/^1 

ira & tor I «lwi ir,6ryajl -ido ft) trt 

nti auur ni nan It J unnenlts ] fund unite 
Comma, 1495 
Aldus Manutius, Venice 

Ld«UAIUUlU 

cron .pi .rc 

om< 

Question mark, 1 501 
Aldus Manutius, Venice 
£/4'trJlUr ff* 

fktutduic 

dc duett i 

Exclamation, 1791 Quotations, 1826 
Giam. Bodoni, Parma Edward Walker, England 

un lii^ attui 

precor! “ the yoi 

am bona of their r 

n, autarky.” 

n, autarky” 
AUTARKY 
AUTARKY 

cyjid cue: IJUC is UL±^ 

it holds a publi- at holds a publi 
mtent together. intent together * 

; is the constant ; is the constant 
pread to spread pread to spread 
d issue to issue. id issue to issue j 

nvf ’inf nvf fVi n irif nl 

Ho lasciato il bambino solo un mo- 

mento in cucina - e l’ho ritrovato 

infarinatc* da capo a piedi. Mi n 
» 

L 



C The ampersand is an 
evolution of et, Latin for 

"and." Drawn in many 

variations, it is one of the 

oldest abbreviations. The 

question mark is a "Q-o" 
abbreviation of quaestio, 
Latin for "what.” The excla¬ 

mation point is a Latin "l-o," 

equivalent to "wow!" 

"A typeface is an alpha¬ 

bet in a straightjacket." 

Alan Fletcher (1 931 - ) 

C Reduce the size of 
punctuation and the space 

after commas and periods 

in display type for optical 

evenness. The best way to 

ensure spacing accuracy 

is to create display type in 

Illustrator or FreeHand and 

convert to paths. Position 

characters and spaces 

individually. 

£ Hanging punctuation 

by placing it in the margin 

creates an optically even 

edge to text columns. 

"Perfect typography is 

certainly the most elusive 

of all arts. Out of stiff, 
unconnected little parts 

a whole must be shaped 

which is alive and con¬ 

vincing as a whole." 

Jan Tschichold, Clay in a 
Potter's Hand 

C Hyphens and dashes 
come in three widths. Each 

has its own role, but it is 

up to the designer to choose 

which character will be used. 

A vertical hyphen has 

been proposed as a way 

to solve the need to hang 

a horizontal hyphen. 

© Script and hand-lettered: Closest approximation of hand let¬ 

tering. Range from formal to casual. 

© Symbol and ornaments: Simple illustrations and represen¬ 

tational and nonrepresentational symbols. 

© Blackletter: Also called Gothic and Old English. Northern Eu¬ 

ropean scripts at the time of Gutenberg's movable type, cl 450. 

Punctuation and dashes 

Punctuation developed as a way for scribes to indicate reading 

speed for religious services. There were no standards for the use 

of punctuation until the invention of printing. In general, dots 

indicated word separations and were replaced by spaces by 

about 600ad. The dot, when aligned at cap height, was then 

used to indicate a stop, like a modern period, and when aligned 

at the baseline, to indicate a pause, like a modern comma. Aldus 

Manutius, one of the first printers in Italy, introduced the semi¬ 

colon, question mark, and the slanted, condensed humanist 

letterforms which came to be known as italics. 

«Quote marks were introduced in Paris in 1 557 as a pair of side¬ 

ways \Zs.» English printers eventually replaced those with inverted 

commas ("66") at the opening and apostrophes ("99"), which 

had been invented in the 1600s, at the end of a quote. 

French spacing is the insertion of two word spaces after a pe¬ 

riod to highlight a new sentence. French spacing was used in 

monospaced typewritten copy through the twentieth century. It 

is not necessary in digital typesetting. 

Hung punctuation, the placement of punctuation marks in the 

margin beyond the flush edge of a column, was first used by Guten¬ 

berg in 1450. Software has only now surpassed Gutenberg to 

make hanging punctuation an automatic process. 

A hyphen is a short horizontal bar used to indicate breaks in 

words at the ends of lines. An en-dash is slightly longer and used 

as a separator in elective situations, as between multiple com¬ 

pound words, and between numbers. An em-dash is the longest 

- I believe too long - and is used for sudden breaks in dialogue. 
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C Display type stops 
browsers as it describes 
the content. It leads di¬ 

rectly to secondary type. 

Display type 

Primary type 121 I Typographic abstraction 123 I 
Secondary type 1251 Setting display type 127 

"I believe there is one 

perfect use for every face 
ever drawn, no matter 

how hideous. I have taken 

it upon myself to use every 

one of them at least once 

before I lose the energy 

to care or become too se¬ 

nile to keep score." Fred 
Woodward 

C Display type is not 
necessarily large: it's in¬ 

tention is to be seen first 

(Tchaikovsky). Its visibility 

is dependent on the sur¬ 

rounding type, so the focal 

point can be the element 

with the greatest contrast 
with its surroundings (An¬ 

tonio Vivaldi). Huge letter- 

forms cropped by the edges 

of the page are, of course, 

a powerful attractant O- 

C Three headline styles 
exhibit Q Contrast of 

alignment and position: 

the headline is visible pri¬ 

marily by separating it from 

the text; Q Contrasting 

typestyles: the headline is 

visible primarily by setting 

it in a different typeface; 

and 0 Type and image 

integration: the headline 

is visible primarily by blend¬ 

ing the type and image 

into one impression. 

he correctly set word is the starting-point of all 

typography. The letters themselves we have 

to accept - they are shaped by the type de¬ 

signer. - Jan Tschichold (1902-1974) 

There are two kinds of type; display and text. Text is where the 

story is. Display is there to describe content and lure the reader 

through a sequence of typographic impressions so he can make 

an informed decision about committing to the first paragraph 

of text. At that point, the story is on its own and the designer's 

job of revealing content is largely done. 

There are various opportunities for the designer to describe con¬ 

tent and lure browsers. Primary type is usually a headline. Sec¬ 

ondary type, intended to be read after the headline and before 

the text, includes subheads and decks, captions, department 

headings, breakouts, and pull quotes. 

Readers are accustomed to looking at big type first, but "display" 

is not necessarily large type. Nor is "text" necessarily small type. 

The real definitions are intentional: "display" is the type intended 

to stop the browser and to be read first; "text" is the destination 

to which the reader finds himself drawn. 

Primary type 

Headlines and the structure of a page create the personality of 

printed material. Primary type is used to draw attention to it¬ 

self, to stop the browser and to lead to a specific piece of sec¬ 

ondary type. The secondary type's purpose, in turn, is to lead to 

the text. The text is always the final destination. 

Headline treatments fall into three categories; alignment and 

position, contrasting type styles, and the integration of type and 

imagery. Regardless of design treatment, a great headline is pro¬ 

vocatively written and makes an immediate point. 
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Character shape 
SERIF : SANS SERIF 
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C Typographic abstrac¬ 
tion can be accomplished 

in infinite ways. Abstrac¬ 

tion exploits the nine type 

contrasts described here. 

It is nearly impossible to 

express only a single con¬ 

trast by itself, so pairing 

them consciously will lead 

to multiple solutions. 

"Sometimes you have to 

compromise legibility to 

achieve impact." Herb 

Lubalin (1918-1981) 

Typographic abstraction 

There are places where playfulness with legibility is inappropri¬ 

ate. Text, for example, is simply too small to absorb abstraction 

without substantially losing legibility. But display type is tailor- 

made for unusual treatments that flirt with illegibility. Display 

type is meant to attract attention and it is usually big, so 

letterforms can be read even if they are "damaged." There are 

an infinite number of ways to harm letter and word forms and 

they are all combinations of the nine typographic contrasts. Type 

abstraction simply pushes a normal contrast to an extreme. For 

example, making type "big" isn't enough. Making type so big 

that the edges are indistinct works because it forces an interac¬ 

tion of figure/ground. Here (immediately left) is an example that 

repeats parts of a single letter c. 

Some typefaces are inherently abstract and hard to read. With these, 

ordinary typesetting is all that's needed to create an attention- 

getting abstracted message. 

sptfL&efgcm'fy ISS¥S 139OfrP\WASpabef 
spabefgomty cpabefgomty 

A typeface's character may be corroborative (NtlclClIf), 

opposing (pJilc]EW» or neutral (Nucl63r) to the meaning 

of its message. Use typography that is laden with character spar¬ 

ingly, only in the primary and secondary type where its attention- 

getting strength is at least as important as its legibility. 

Typographic expression and playfulness is best done with rela¬ 

tively plain typefaces. Simple letterforms are editable while keep¬ 

ing their essential shapes legible. For this reason, sans serif faces 

are more useful than serif, and roman is more useful than italic. 

FRANKLIN GE1AUR OCEAN §IM©[£ 
GOTHIC CRUMP SCREW STITCH 
CONDENSED GRID SLASH TREE 
Tops of letters are easier to read than bottoms. Lowercase are 

easier to read than caps because word shapes are varied. Some¬ 

times abstracting a word by leaving letters out entirely is the 

best way to get an idea across (near left). 

12 123 



r^vrar; 
<■'3 (.ht'fl lew iW'wl 

Deaf college 
opens doors 
to hearing 

Local school 
dropouts 
cut in half 

by 
Karra 
Kohn 

Deaf college 
opens doors 
to hearing 

Local 
school 

" dropouts 
cut 

ra, aad 1*f a-/' 
;les l‘m» ICr. Nil 

dxcx. : v-bh >ca a >*•» 
faei wji’vwri mvJai 

Neria arm fwrtlka. tv.l 

half 

(ilfHf 4<Umc 



C Subheads are second¬ 

ary type that explain head¬ 

lines. A deck is a subhead 

immediately beneath the 

headline. A floating sub¬ 
head is placed away from 

the headline. A breaker 
head is placed in the text 

column and, while break¬ 

ing copy into short chunks, 

hints at the worthwhile 

goodies within. 

C Breakouts and pull 
quotes are brief extracts 

from the text that are 

handled like verbal illus¬ 

trations. Provocatively 

edited, their purpose is to 

make browsers stop and 

consider reading the story. 

Breakouts and pull quotes 

can visually connect pages 

of a long story by inter¬ 

preting the type treatment 

of the opener's headline. 

C Captions explain pho¬ 

tos. Because they are read 

before the text, they must 

be thought of as display 

type and written short. Cap¬ 

tions can unify a story by 

reinterpreting the head¬ 

line. A caption can even 

be treated like a subhead 

or breakout. 

Avenir Black 
Avenir Medium 
Avenir Oblique 
Loire Sombre 
Loire Pale 
Loire Pale Italique 

Secondary type 

If the headline is the lure, the subhead is the readers' payoff. 

Here is the opportunity to hook the reader by explaining the head¬ 

line. The headline leads to one or more secondary messages, first 

a subhead or deck, but possibly a caption, breakout, or pull quote. 

The messages in the headline and subhead should be two parts 

of a complete thought, provocatively showing why the story is 

important to the reader. Readers should, after a total of three 

or four information "hits," have been given enough information 

about the story to make an informed decision about whether or 

not to get into the text. Actually becoming committed to the 

text can happen only after they have begun reading it. 

Secondary type should be smaller - or less visible - than the head¬ 

line, but more prominent than text. A balance must be struck 

between contrasts and unity among the three levels of type. 

Variations of one typeface in the primary and secondary type 

contrast well against a highly legible text face. 

Selecting the right typeface is a significant decision, but how 

you use a typeface is at least as important as what typeface is 

used. Imagine if your work were given an award for design ex¬ 

cellence: would the typeface designer get the credit or would 

you be recognized for having used type well? 

A friend redesigned a magazine in the days of hot metal type, 

when a font was truly a single typeface in one size and weight. 

The foreign client had purchased only two fonts: 11-point 

Franklin Gothic Regular and Bold. The magazine could only use 

those two fonts, yet they had to do all that a magazine's typog¬ 

raphy must do. The redesign, using position and emptiness to 

make display type visible, succeeded because of - rather than 

in spite of - the extremely limited typographic contrast. 

Use no more than two typeface families in a design, and do not 

use more than two weights of each face (near left). Add italic 

versions of the regular weight and you have six typographic 

"voices," which should be enough to convey any message. This is 

equivalent to hearing six people reading aloud. 
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Seventy percent 
Eighty percent 

Seventy percent 
Eighty percent 

Ninety percent 
One hundred percent 

One hundred ten percent 

Ninety percent 
One hundred percent 

e hundred ten percent 
s hundred twenty percent 
i hundred thirty percent 

vdred twenty percent 
ndred thirty percent 

Torsku Torskii Torsku 
TRACKING "NORMAL" TRACKING "TIGHT" TRACKING "NORMAL" 

NO KERNING NO KERNING WITH KERNING 

o Small Caps 
True Small Caps Are Found 
In Special “SC” Fonts 

+Small Caps 
False Small Caps Are Reduced 

In Size And Look Too Light 

O Small Caps 
True Small Caps Are Found 

In Special “SC” Fonts 

Small Caps 
False Small Caps Are Reduced 
In Size And Look Too Light 

Man minus ear waives 
taring MaiHIlilUIS 

ear waives 
hearing 

Man minus ear 
waives hearing 

Steals 
clock, 
faces 
time 

Steals 
clock, 
faces 
time 

STEALS 
CLOCK, 
FACES 
TIME 

STEALS 
CLOCK, 
FACES 
TIME 



C Digitally compressing 
or expanding type creates 

visual static at a certain 

point, which varies with 

each typeface. Shown here 

are a serif and a sans serif, 

both of which become vis¬ 

ibly distorted at below 90 

percent and above 110 

percent of normal width. 

C Kerning is the optical 

spacing of letterform pairs, 

which is more important 

than global tracking at 

display sizes. 

C Small caps match the 

weight of full-size caps. 

False small caps,which are 

merely reduced in size, look 

too light because they are 

proportionally smaller. 

n Real quote marks look 

like ''66'' and "99." The 

inch (") and foot (’) marks 

are incorrectly used as am¬ 

bidextrous quote marks. 

O My top ten typefaces: 

Spagefomtiet 
Spagefomti 

1 Monotype Grotesque 

Spagefomtie 
Spagefomtiec 
Spaqefomtiec 

Spagefomt 
Spagefomtie 

1 O Loire 

Spagefomtie* 
Menhart Manuscript 

Spagefomtiec 
1 LJ Nicolas Jenson SG 

Spagefomtiec 
-L O Californian 

Setting display type 

Display type shows off misspaced characters more than text sim¬ 

ply because of its larger size, where character-to-character rela¬ 

tionships are particularly visible. Letters are strung together into 

words. The space between individual letters goes unnoticed when 

the type is smaller than about 18 points. The optimum letterspac¬ 

ing is "invisible," that is, it is i/n-selfconscious. The reader should 

not be aware that letterspacing exists when it is done well. 

Words are grouped into lines of type. Word spacing is the glue 

that holds lines of type together. The secret to good word spac¬ 

ing is also invisibility. The reader should not be aware of the type 

that is being read but should be concentrating on its meaning. 

Display word spacing is often too large because it is set with 

built-in text algorithms. In general, display type's global word 

spacing can be reduced to 50 to 80 percent of normal. 

Headlines are made of clusters of phrases and should be "bro¬ 

ken for sense" into these clusters, regardless of the shape this 

forces on the headline (facing page, fourth row). To find the natural 

breaks, read a headline out loud. Try not to break a headline to fol¬ 

low a design; rather, break a headline so that it makes the most 

sense to the reader. Hyphenating type communicates that shape 

is more important than meaning. Display type should never be 

hyphenated, unless its meaning is to illustrate "disconnection." 

The effectiveness of display typography is principally dependent 

on the management of the white space between and around 

the letterforms, not only on the letterforms themselves. Because 

display type is brief (to snag the reader's attention), letterspac¬ 

ing, word spacing, and line breaks become more important. 

Increase contrast and visibility of headlines by making them 

darker on the page. Reduce white space in and around characters 

in letterspacing and linespacing (facing page, bottom). All-cap 

headlines in particular should have linespacing removed because 

there are no descenders to "fill in" the space between lines. In 

upper- and lowercase settings, don't let ascenders and descend¬ 

ers touch, or they'll create an unintentional stigma on the page. 
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Text 
C Textus to text (far left): 
Eric Gill, Buckinghamshire, 

1931; Aldus Manutius, 

Venice, 1 505; and St. John 
Hornby, London, 1 902. 

Weight, stress, and density 

determine type's texture, 
as illustrated by this stu¬ 

dent exercise (near left). 

C Type's space is imag¬ 
inatively used in Silence, 
a collaboration by com¬ 

poser John Cage and typog¬ 

rapher Raymond Grimaila 

(far left). Variable character 

spacing affects the text's 

right edge in this study by 

Peter Bil'ak (near left). 

"The greatest literary mas¬ 

terpiece is no more than 

an alphabet in disorder." 

Jean Cocteau (1889-1963) 

C Word spaces were 
nearly nonexistent in Nico¬ 

las Jenson's 1470 Eusebius. 
They had widened by 1761 

in John Baskerville's 

Aesop's Fables. These 

samples (far left) are upside- 

down to show the spacing. 

Japanese uses line spac¬ 

ing to indicate horizontal 

or vertical reading. Note 

the additional typographic 

texture this provides 

(near left). 

C Paragraph widths 
have been sized to align 

in this example (far left). 

Text columns (near left) 

nearly abut, but their base¬ 

lines are staggered to 

indicate line ends. 

Space and text type 129 I Text abstraction 131 1 
Effortless text 133 I Setting perfect text 135 

No matter how fine are the types we select, our 

work's appearance depends on good com¬ 

position: the combination of type into words, 

the arrangement of words in lines, and the 

assemblage of lines to make pages. - D.B. 

Updike (1860-1941) 

The term text comes from textus, Latin for the texture of woven 

fabric. There are two interpretations of this etymology, one that 

is conceptual and one that is visual: that text blends ideas and 

words into a single message as threads are woven into cloth; 

and that text areas have a visual texture that suggests fabric. 

Just as cloth's texture varies with the weight and material of the 

threads being used, type's texture depends on the letterforms' 

weight, angle of stress, and density. 

Space and text type 

■ Between characters: Remember, space between a pair of char¬ 

acters is kerned. Space between all characters in a paragraph is 

tracked. Optimal text character spacing must be more open than 

display type's to compesate for its small point size. 

■ Between words: Word spacing is seen in proportion to letter¬ 

spacing. If type has tight letterspacing, word spacing should be 

tight. Optimal word spacing is inconspicuous and barely sepa¬ 

rates word-thoughts without breaking the line into chunks. 

■ Between lines: Optimal line spacing must be greater than 

word spacing, so the eye travels horizontally; the space should 

be sufficient so descenders and ascenders don't overlap, but not 

so great that it breaks up the integrity of the column. 

■ Between paragraphs: A paragraph contains a single idea. Each 

idea must be perceived both as an entity and as part of a string of 

ideas. Separate paragraphs^with an indent, a hanging indent, or 
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C Text as hair and dress: 
1962 Vogue ad by Malcolm 

Mansfield; a 1959 shoe 

ad by Reba Sochis. The 

more pronounced the shape, 

the more attention is put 

on the treatment and the 

less on the content. 

S.ALl.ENED.MONDS SHOE CORP. AMERICAN BLM : 
BERG (SHIRTS. SPORTSWEAR). ANSON INC 
IJEWEI.R'I i: JOHNNY APPI F.SEEDS. INC (SUPPERS). 
BARTON MILLS (SLEEPWEAR); EDDIE BAL ER (IN 
DERWEAR, JACKETS); I. I. BEAN. INC (SHIRTS); 
BER-T.ALS (CUFF LINKS): BLOOM'S (SANDALS); THE 
BL RI.INGTON INDUSTRIES. INC (ROBES, SPORTS¬ 
WEAR. SLACKS. COATS * SL ITS); CARTER LILLEY 
COMPANY (CLEF LINKS). CE1.ANESE CORPORA 
TION OF AMERICA I.ARNEl.); CLARION PRODUCTS 
(ACCESSORIES). CLARKS OF ENGLAND. INC (CAS 
L Al. SHOES); Cl .L ETT, PEABODY A CO. INC (HAND¬ 
KERCHIEFS. SHIRTS. SWEATERS. TIES). TOM COL- 
UNS (CLEF LINKS); T M CONSTABLE (JACKETS); 
COOPER S. INC. (SHIRTS. SOCKS.UNDERWEAR i: 
COUNTRY CASL Al S DIVISION OF M WILE & CO.. INC 
(SLITS. COATS). DAMARS (CUFF L INKS); H. D.AR- 
OFF & SONS. INC (SLITS). W N DRESDEN ASSOC. 
MFRS (JEWEI.RA .. Dl'NCAN BROS., CO (SHOES). 
DUOFOLD. INC (UNDERWEAR). E I. DU PONT DE 
NEMOURS A CO (DACRON. ORLON). THE ELM 
CROFTERS. INC. (JEWELRY); EURASIA PRODUCTS 
CO (SANDALS); EXCEL1.0 SHIRTS. INC. FAIRWAY 
«: FIELDS (SHOES); FAMOUS-STERNBERG. INC 
(SUITS), FREEMAN SHOE CORP (SHOES); FRENCH 
SHRINER & URNER (SHOES); DANIEL GREEN COM¬ 
PANY (SLIPPERS). WM P GOLDMAN & BROS.. INC 
(SUITS); L. GREIF & BROS. INC (SUITS); HACK SHOE 

n Type as towel: Herb 

Lubalin's 1 958 ad for 

Holiday magazine that 

lists clothing advertisers. 

C Text as racetrack, rain, 

and emotion: Bradbury 

Thompson's Westvaco Inspi¬ 

rations paper promotions 

spanned the years from 

1939-1962. Run your eyes 
across these pages is from 

1 949 (it describes four- 

color printing) and Rain 
Rain Rain is from 1959. A 

contemporary car ad shows 

similar treatment of text 

as rain. Otto Storch and 

William Cadge's 1960 

spread for McCall's maga¬ 

zine concludes the sequence. 

"Just when we're old 

enough to read bulky 

tomes in 6-point type, 

our eyes are only fit for 

the humongous letters, 

surrounded by lots of 

white space, found in 

children's books." Luis F. 

Verissimo (1 936- ) 

with additional space between paragraphs. SI Paragraphing may 

also be achieved through use of a dingbat, allowing continuous 

text. The first paragraph of text should never be indented: it spoils 

the clean left corner and it is a duplicate signal because the 

typographic contrast between deck and text has already indi¬ 

cated the beginning of a new idea. 

■ Between text columns: Optimal column spacing must be 

greater than a word space so that readers won't accidently jump 

the gutter while reading, but not so great that the columns 

look unrelated. A pica space between columns and between text 

and image in a runaround is optimal to separate but not disso¬ 

ciate. 

Text abstraction 

While it is good to abstract display type, text type should be 

treated so its legibility is paramount. Energy has been spent 

designing the imagery and display type to lure the browser into 

the text, where the greatest story value can be found. After suc¬ 

cessfully getting the reader into the text, yours has been a wasted 

effort if the reader bails out because the text has too many char¬ 

acters per line, or is poorly spaced, or too small, or too light, or a 

busy background makes reading impossible. 

This isn't to say you can't reveal meaning in the way text is 

handled. When text abstraction is to the point, readers may 

respond. "A free-shaped area, wherever it occurs, must be a 

spontaneous and natural typographic expression of the copy; 

the copy should almost insist, of its own accord, that it be 

set this way," wrote Carl Dair in Design with Type. Similarly, 

Bradbury Thompson believes, "A sense of freedom to forget 

the columns and grids of typographic traditions lets the de¬ 

signer work in an atmosphere in which to playfully mix words 

and images." 

Abstracting text to make a point is a worthy aim, but caution 

is key: abstraction is dangerous because text's small size makes 

illegibility a constant worry. And besides, using abstraction in 

text to catch an already caught reader is a waste of energy. 
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Acegmorty spabefgomty 
wundrick vox dahlz whim 
quest ace mordich al safen 
gomby spago Centaur Regular I2pt 

Acegmorty spabefgomty 
wun drick vox dahlz whim 
quest ace mordich al safe 
gomty spagofa Futura No.2 12pt 

Acegmorty spabefgomty 
wun drick vox dahlz whim 
quest ace mordich al safen 
gomby Menhart Manuscript Regular lOpt 

Acegmorty spabefgomty 
wun drick vox dahlz whim 
quest ace mordich al safe 
gomty spa Bell Gothic Roman 10.5pt 

Acegmorty spabefgomty wun 

drick vox dahlz whim quest 

ace mordich al safen gomby 

spago famenice Ellington Regular 9pt 

Acegmorty spabefgomty 

wun drick vox dahlz whim 

quest ace mordich al safe 

gomby spagofa Interstate Light 9pt 

Serif type can be set with no 

additional linespacing because 

its serifs force open letterspao 

mg and emphasize horizontality. 

This is 10/10 Nicolas Jenson 

SG set across a <ypica column. 

There are and average of about 

30 characters per line. Serif 

type can be set with no addi- 

Sans serif type lacks the serifs 
that aid reading. This paragraph 
is set as if it were serif type: no 
additional linespacing and no 
letterspacing adjustment. This 
is 10/10 News Gothic Regular 
set across a 9-pica column, with 
an average of 32 characters per 
line. Sans serif type lacks the 

This is an improved sans serif 

paragraph, set with 2 points 

of additional linespacing and 

10 percent increased letter¬ 

spacing. It is 10/12 News 

Gothic set across a 9-pica col¬ 

umn, with an average of 28.5 

characters per line. This is 
-■ 

This paragraph is set 10/12 with too many characters per line for optimal legibility. 
Well-set text has 50 to 60 characters per line, including spaces and punctuation. This 
paragraph has about 80 characters per line, or 25 characters more than it should, mak¬ 

ing this text tiring to read for more than two or, at most, three lines. To maximize 

legibility, there must be more linespacing, enough to make a white bar for each return. 

There are two ways to get 50-60 characters per line. One 
is to enlarge the type and keep the measure. The other is to 
keep the type size and the line spacing, but shorten the 
measure to the correct length of fifty to sixty characters 
per line. This paragraph is set 10/12 with an average of 
58 characters per line for optimal legibility. This para- 

A flush-left setting puts 

all excess space at the 

right end of each line. 

Word spaces are all 

exactly the same width 

and make reading 

easier. There are two 

kinds of ragged edge, 

A justified setting 

divides excess space 

between word spaces 

and characters. This 

looks bad when there 

is too much space and 

too lew spaces. A just¬ 

ified setting divides 

Properly set justified text requires a 

minimum of five word spaces per fine 

to absorb leftover space. This makes 

the variations among word spaces less 

conspicuous. Properly set justified text 

requires a minimum of five word spaces 

per line to absorb leftover space. This 

makes the variations among word spaces 



C Text type should be 
sized according to its x- 

height, the height of the 

lowercase letter from base¬ 

line to median. The x-height, 

not the overall point size, 

is the dimension that makes 

type appear ''small'' or "big." 

C Serif versus sans serif: 
Serif can be easier to read 

at text sizes because serifs 

create open letterspacing 

and strong horizontality. 

Serif faces also have more 

contrast between thick and 

thin strokes. Compensate 

by adding line- and letter¬ 

spacing to sans serif settings. 

C Line length should be 

50-60 characters per line 

for maximum legibility. 

Lines with more than 60 

characters require addi¬ 

tional linespacing so readers 

can easily trace back to 

the left edge of the column. 

A typeface with a large x- 

height requires more line¬ 

spacing than a face with 

a small x-height, which has 

"built-in" horizontal space. 

C Justified versus flush 

left: A justified setting 

distributes extra space on 

each line, but there must 

be at least five word spaces 

to disguise the variations. 

Flush left is easier to set 

well. The only decisions 

are whether to allow 

hyphenation (always), and 

where to set the hyphena¬ 

tion zone (half a pica is best). 

Effortless text 
Texttypemustbeeffortless to read, that is, it must be withoutvisualstatic Thisisachieved 
bychoosing a good typeface, making it big enough to read, giving it invisible letter, word, 
and linespacing, and giving it maximum contrast with its background. This paragraph 
hasalltheattributesthatshouldnotbegiven to text it is bold italic, which can only be read 
inveryshortpassages;itissmall,9-pointtype, which cannotbefollowed for more than forty 
characters per line; the letter and word spacing has been tightened to 60 percent ofnor- 
mal; the linespacing has been set solid, meaning the necessary horizontal white bars be¬ 
tween lines of type have been reduced to uselessness; and the contrast between type and 
its background has been compromised by an illustration. Why would I make this text so 
hard for you to read? Maybe I am unaware of the difficulty I am causing. Maybe I think it 
would entertainyou tohavea whalein thebackground. Ormaybelthinkitwouldbenovel 
to try these "stylings" because I am bored setting type so it is "ordinary" and legible. 

Some text types are inherently more legible and should be cho¬ 

sen over other faces. A legible face should then be sized for clar¬ 

ity. Text ranges from 9 to 12 points, but faces with large x-heights 

can be set from 9 to 11 points, while faces with small x-heights 

should be set from 10 to 1 2 points for visual equivalency. 

Consistent spacing is crucial to making text attractive and easy 

to read. Poor type comes from letting the computer's default set¬ 

tings determine spacing attributes. Text should always be de¬ 

fined as a "style," so every attribute will be considered in its 

definition. The goal for well-set text is a smooth, even color. 

Justifying text is a process that results in a smooth right edge, 

as in this paragraph of text. The extra space at the end of each 

line is equally divided among the word spaces on that line. When 

there aren't enough words per line, this creates exaggerated word 

spaces. When a few such lines with poor spacing are stacked, they 

form a "river" of white, an ugly vertical line (see page 114). 

Flush-left text has consistent word and character spacing because 

all leftover space is in a chunk at the end of the line. The result¬ 

ing right column edge is said to be "ragged." A "rough rag" is 

produced by turning off hyphenation. A "tight rag," in which the 

lines are more even, is made by setting the hyphenation zone 

to a half-pica or less. 

Text type often has its own latent shape and structure. For example, 

a recipe is entirely different copy from an interview. Setting a 

recipe as if it were dialogue would not express its step-by-step 

nature. Recognizing the nature of the copy at hand leads to the 

right decisions that will produce authentic typography. 
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Don’t indent tfie 
first paragraph 
of text. It spoil’s 

tfxe cfean feft 
edge of the col¬ 
umn and it is a 

redundancy. 

Underfining for 
emphasis is a 

typewriter left¬ 
over. Use italics. 

As display, type, 
initial caps de¬ 

serve careful 
adjustment. The 
first fine of text 
shoufd refate to 

the initial. 

When switching 
to italics also 

select the word 
space preceding 
the first fetter 
to be italicized. 

Default spacing 
attributes have 

produced word 
spacing that is 
much too open. 

True small caps 
are designed to 

match the 
weight of lower¬ 

case fetters. 
This is impor¬ 
tant in initial¬ 
ized names like 

AAA, IBM, and NBC. 

Small caps are 
found in expert 

and “S.C.” fonts. 

Ligatures re¬ 
place overlapped 
character pairs 

like f and ff. 
Additional liga¬ 

tures, like the ff 
used in this ex¬ 

ample, are found 
in expert sets. 

A story-ending 
bug should be 

added to a text 
font so its size is 
always in propor¬ 
tion to the text. 

Setting perfect text 

our use of type is based on centuries of ty¬ 

pographic evolution, hundreds of improve¬ 

ments based on efficiency and economy in our 

need to record and distribute ideas. Perfect ty¬ 

pography is a logical art. It is based on har¬ 

mony in all its parts. The right decisions are 

those that get the message to the reader with 

the least visual static. As Ms. C. L. Janakova said in 1915, The 

spaces after periods in names should 

be half the width" of a normal word 

space. Never leave two spaces after a period. 

"Alot" is always two words, "a lot." 

It sometimes seems there are fifty tiny 

typographic steps to setting perfect text. ® 

Setting perfect text 

our use of type is based on centuries of typo¬ 

graphic evolution, hundreds of improve¬ 

ments based on efficiency and economy in 

our need to record and distribute ideas. 

Perfect typography is a logical art. It is 

based on harmony in all its parts. The right 

decisions are those that get the message to the 

reader with the least visual static. 

s Ms. C. L.Janakova said in 1915, “The 

space after periods in a name should 

- be hah the width" of a normal word 

space. Never leave two spaces after a period. 

Alot" is always two words, "a lot." 

It sometimes seems there are fifty tiny ty¬ 

pographic steps to setting perfect text. 9 

A cluster of hy¬ 
phens is a “lad¬ 
der,” which 
severely compro¬ 
mises the right 
edge of a column. 

Italics must be 
selected from 
the font menu. 
Keyboard short¬ 
cuts may pro¬ 
duce an obligued 
roman. 

Hang punctuation 
in the margin 
for a clean right 
column edge. 

Hyphens break 
words and com¬ 
pound words. Use 
the en-dash to 
separate phrases. 

Maximize con¬ 
trast between 
text and back¬ 
ground. 

When word 
spaces become 
too big, manually 
open letter¬ 
spacing. Select 
the line and 
force space in 
until one step 
before the line 
breaks. 

Old style figures 
look like lower¬ 
case numbers and 
blend in with 
lowercase text. 
Use lining figures, 
which look like 
capital numbers, 
in all-caps settings 
and charts. 

Measurement 
quotes' and" 
are wrong. Real 
quotes look like 
“66” and “99.” 



icu uii t yni iumrriuj iinm 

*8 Segredo someday som 
silver lining soul bossatri 
*8 Town and country blue 
thirty days in the hole tor 
tniii^tf,irg«?iitiirft,lulift 
^8 Segredo someday som 

silver lining soul boss? 
8 Town and country blue 

thirty days in the hole 
_tnnceaint I’nwprhiro ti 

O Indent turnovers on 

bulleted lists to make be¬ 

ginnings clear. Set a style 

with a 1 pO left indent; -1 pO 

first line; and a tab at 1 pO. 

i/ULf vai VC! 

4.52 Desafinado 1 
18.43 Coragao Vag, 
908.11 Chega deSa, 
15.29 LaVemaBai 
('Z£±i Ogcg'V'sI'tt/' 

4.52. Desafinado i 
18.43 Coragao Vag, 

908.11 Chega de Sa 
15.29 La Venn a Bai 

_a ra r r^mru/^rln,_// 

O Alig n decimals in 

charts to make figures com¬ 

parable. Use the T’ arrow 

on the tab ruler, 

i uu IH05IC51 uii oiaoc5i i ynty n 

I, lying myself... should an 

I, lying myself... should ar 
thm rhio io \mr\i m + nrnl \<wh 

O An ellipsis is a three- 

dot character that indicates 

a pause or an extracted 

segment. It is not the same 

as three periods. 

"In the end, writing that 

is read must be intended 
to be read.... There is an 
implicit obligation for 

the designer to mediate 

between text and reader." 

William Drenttel 

Setting perfect text 

Informed use of type compensates for the "incorrect" applica¬ 

tion of typographic conventions. Shown here are the most im¬ 

portant adjustments for day-to-day use. 

To ignore or neglect these adjustments is to allow your type to be 

mere data entry. Attending to these details distinguishes work as 

being valuable and worthy of the reader's time and as having been 

done by an informed designer, which makes you look good. 

The computer standardizes and repeats very well. Use its strength 

by creating paragraph styles. This forces you to choose, which 

leads to conscious spacing attributes. It also makes document¬ 

wide changes easy: a change in the style definition changes all 

type tagged with that definition. Text type in discreet blocks, 

each with its own ad hoc style, leads to inconsistencies. 

Hyphenate all text yourself, whether set in justified or flush-left 

lines. Built-in hyphenation dictionaries invariably fail: keep a pa¬ 

perback 50,000 word speller at hand and use it. 

Indentions, in points to match the linespacing (type's point size 

plus leading), should be part of the paragraph's style definition. 

A widow is a short phrase, word, or part of a word that is a para¬ 

graph's last line. An orphan is a widow at the top of a column. 

Widows are generally okay, but orphans will get you a reprimand 

from the Type Police. Absorb a widow by manually forcing tighter 

spacing on the next-to-last line by selecting it and pressing Op¬ 

tion-Delete (Mac) or Shift-Control-minus (PC). 

Fractions like Va, Vi, and 3A can be found in expert fonts. Any 

fraction can be made from three pieces: the numerator (top num¬ 

ber) is set in superscript (in Define Styles, set Super/subscript 

size at 60 percent, and Superscript position at 28 percent) and 

the denominator (bottom number) is set in subscript (in Define 

Styles, set Subscript position at 0 percent). 

Perfect text is one element of a successful page. But the success 

of a page is only as good as the power with which it communi¬ 

cates and the effortlessness with which it does it. 

13 135 



Glossary 

Aldine Typography that appears to have come from 

Venitian printer Aldus Manutius, cl 500. 

Alignment Having elements' edge placement agree. 

Optical alignment is always more important than 

measurable alignment. 

Aperture See Counter. 

Apex The area of a letterform where two lines meet 

as in A, M, V, W. 

Archival paper Paper that is alkaline and won't 

deteriorate over time. Cannot contain any ground- 

wood or unbleached wood fiber. 

Ascender The part of lowercase letters that extend 

above the median in b, d, f, h, k, I, t. See Descender. 

Backslant Type posture that slants to the left. Com¬ 

pare to Italic, which slants to the right. Uncommon 

and difficult to read in any but extremely short seg¬ 

ments. 

Bar The horizontal stroke of a letterform like F, H, T, Z. 

Baseline Invisible line on which letterforms sit. 

Basic size A sheet size for each of the standard 

paper grades that determines its basis weight. The 

basic size of book paper is 25"x 38". The basic size 

of cover stock is 20 "x 26". 

Basis weight The weight in pounds of a ream (500 

sheets) of paper cut to its basic size. 

Beardline Invisible line that indicates the bottom 

of descenders. 

Binding Attaching sheets of paper together for ease 

of use and protection. There are four methods of 

binding: edition binding, 16-page signatures stitched 

together; mechanical binding, plastic rings or combs 

inserted in drilled holes; perfect binding, whereby 

glue is spread on the pages' edges and a cover is ap¬ 

plied; saddle-stitched binding, stapled through the 

fold; and side-stitched binding, stapled through the 

front. 

Bitmap A character image represented as a pattern 

of dots on a screen. See Outline. 

Blackletter Heavy, angular types based on medi¬ 

eval script writing. The five categories of blackletter 

are Bastarda, Fraktur, Quadrata, Rotunda, and 
Textura. 

Bleed Imagery or letterforms that run off the 

trimmed edge of a page. See Full bleed. 

Blind folio A page that has no visible page num¬ 

ber printed on it. In magazines, often found on fea¬ 

ture openers with full bleed imagery. 

Body copy The primary text of a story. Usually iden¬ 

tified by a medium weight and a body size of 8 to 

1 2 points. 

Body size See Point size. 

Bold A typeface style that is heavier and wider than 

the roman style of the same typeface. 

Brightness The reflectivity of paper. Lower bright¬ 

ness absorbs more light, making reading more diffi¬ 

cult. Higher brightness means a whiter sheet of 

paper, costs more, and lends a sense of quality. 

Cap height The height of capital letters, measured 

from baseline to top of the letterforms. 

Centered Alignment in which the midpoints of each 

element are positioned on a central axis. The left and 

right edges of such a column are mirror images. 

Chancery A handwritten typestyle with long, grace¬ 

ful ascenders and descenders. 

Character Any letter, numeral, punctuation mark, 

figure, etc. 

Character set The letters, figures, punctuation 

marks, and symbols that can be displayed on a moni¬ 

tor or output by a printer. 

Coated paper Paper with a layer of matte, dull, or 

gloss coating applied. Coated paper keeps ink from 

absorbing into the paper, making images crisp and 

bright. 

Cold type Printing which is not produced by the hot- 

metal process. Involves the use of founders' type, 

phototypesetting, or electronic (digital) setting. See 

hot metal. 

Colophon Information placed at the end of a book 

that describes its production. 

Color, typographic The lightness or darkness of 

gray that a type area creates. Typographic color is 

affected by the type's size, posture, weight, linespac¬ 

ing, and tracking. 

Column rule A thin line between columns of type. 

Condensed A narrow version of a typeface. 

Contrast The degree of difference between light 

and dark areas in an image. Extreme lights and darks 

are high contrast. A full range of grays is low con¬ 

trast. 

Contrast, typographic The amount of variation 

between thick and thin strokes of a letter. 

Counter The space, either completely or only par¬ 

tially closed, in letterforms like a, e, o, u, and A, B, 

C, S. 



Crop marks Thin lines added to the perimeter of a 

design to show where to trim the finished print job. 

Cursive Typefaces with fluid strokes that look like 

handwriting. 

Deinking Removing ink and other additives from 

paper in the recycling process. 

Descender The part of lowercase letters that extend 

below the baseline in g, j, p, q, y. See Ascender. 

Dingbat Illustrative characters in a typeface. 

Display type Letterforms whose purpose is to be 

read first. Usually identified by a large body size and 

bold weight. 

dpi Abbreviation for dots per inch, a measure of reso¬ 

lution. 

Drop cap A large initial set into the top left corner 

of body copy. A drop cap's baseline must align with 

a text baseline. See Stickup initial. 

Drop folio A page number placed at the bottom of 

a page when most page numbers are positioned at 

the tops of pages, as in the first page of a chapter 

of a novel. 

Dummy An unprinted mock-up of a book, magazine, 

or brochure. 

Duotone A two-color halftone, usually black and a 

second ink color. The result is an image with more 

richness and depth than a one-color halftone. 

Ear Small stroke attached to the g and r. 

Ellipsis A single character of three dots indicating 

an ommission. The spacing of an ellipsis (...) is gen¬ 

erally distinct from three periods in a row (...). 

Em dash The longest dash in a typeface. An em dash 

is the same width as the type size being used: f 0-point 

type, which is measured vertically, has a 10-point-wide 

em dash. The em dash separates thoughts within a sen¬ 

tence and should not have spaces added on either 

side: xxxx-xxxx. I frequently bend this rule, replac¬ 

ing the em dash with an en dash surrounded by two 

spaces: xxxx - xxxx; the em dash is simply too wide 

in many typefaces and draws attention to itself. 

En dash The second-longest dash in a typeface. An 

en dash is half the width of the type size being used: 

10-point type, measured vertically, has a 5-point wide 

en-dash. The en dash separates numbers and should not 

have spaces added on either side: 555-666. Also used 

in place of a hyphen for multiple-compound words. 

Extended A wider version of a typeface. Also called 

expanded. 

Ethel A French ligature of the o and e letters, found 

in Greek words. 

Family A group of typefaces derived from the same 

typeface design. Usually includes roman, italic, and 

bold versions. May include small caps, old style fig¬ 

ures, expanded, condensed, and inline versions. 

Finish The surface characteristics of paper. 

Flush A typographic term meaning aligned or even. 
Type can be set flush left, even on the left and 

ragged on the right; flush right, even on the right 

and ragged on the left; or flush left and right, more 

properly called justified. 

Folio A page number and running head. 

Font A set of characters that share common char¬ 

acteristics. Also called Typeface. 

Foot margin The space at the bottom of a page. 

See Margin and Head margin. 

Foundry The place where type is manufactured. A 

foundry was originally a place for metalwork; mod¬ 

ern typefoundries are digital. 

Four-color process A printing process that uses 

magenta (red), cyan (blue), yellow, and black inks 

to simulate the continuous tones and variety of col¬ 

ors in a color image. 

Full bleed Imagery or letterforms that run off all 

four edges of a page. See Bleed. 

Gatefold A page that is folded inward to make an 

extended spread. The most famous gatefold is the 

Playboy centerfold. 

Grain The direction that most fibers lie in a sheet 

of paper. This is important in folding and tearing. 

Grotesque Another name for sans serif type. So 

called because it was considered ugly when it was 

introduced in the mid-1800s. 

Gutter The space between columns of type and 

between facing pages of a book or magazine. 

Hairline The thinnest line which an output device 

can make. Usually Va point. 

Halftone A printed image in which continuous tone 

is reproduced as dots of varying sizes. 

Hanging indent A paragraphing style in which the 

first line pokes out to the left. Sometimes called an 

outdent or flush and hung. 

Hanging initial An initial letter placed in the mar¬ 

gin next to body copy. 

Hanging punctuation Allowing lines that begin 

or end with punctuation to extend a bit beyond the 

column width for optical alignment. A certain indi¬ 

cator of typographic sensitivity and craftsmanship. 

Head margin The space at the top of a page. See 

Margin and Foot margin. 
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Hinting Mathematical formulas applied to outline 

fonts to improve the quality of their screen display 

and printing on low-resolution printers. 

Hot metal Typesetting and the printing process that 

involves casting type from molten lead. 

Humanist Letterforms that look a bit like handwrit¬ 

ing, or at least don't look too mechanical or geomet¬ 

ric. Identifiable by having a humanist axis, or angled 

emphasis related to handwriting. 

Imposition Arranging pages so that when they are 

printed and trimmed, they will appear in correct or¬ 

der. 

Incunabula "Cradle", used to describe the first fifty 

years of printing with moveable type. 

Ink holdout Resistance to the penetration of ink. 

Coated paper has high ink holdout, making images 

look sharp. 

Italic Types that slant to the right. Must have let¬ 

ters that are distinctly different from roman version 

of the typeface, like a and a, or it is probably an 

oblique version. 

Justification Aligning both the left and right sides 

of a column of type. 

Kern Removing space between specific letter pairs 

in order to achieve optically consistent letterspacing. 

See Tracking. 

Leaders A line of dots that lead the eye across a 

wide space. Often found on contents listings. 

Leading Space between lines of type that appears 

between the descenders of one line and the ascend¬ 

ers of the next. Digital leading is added above a 

given line of type. The name comes from hot metal 

days when actual strips of lead were inserted be¬ 

tween lines of poured type. 

Lead-in The first few words of a paragraph set to 

attract attention. 

Legibility The ability to distinguish between letter- 

forms. See Readability. 

Letterspacing A term used to describe general 

spacing between letterforms. See Kern and Tracking. 

Ligature Conjoined pairs or trios of characters into 

one, as in fi and ffl, for optical consistency. 

Light or lightface A lighter variation of the den¬ 

sity of a typeface. 

Line spacing See Leading. 

Lining figures Numerals that are equivalent to the 

cap height of the typeface. To be used in charts and 

in all-caps settings. Also called ranging figures. See 

Old style figures. 

Margin The space at the inside and outside of a 

page. Also called side margin. See Foot margin and 

Head margin. 

Match color A custom-blended ink that matches 

a specified color exactly. There are several systems, 

including Pantone Matching System and Toyo. 

Median The invisible line that defines the top of 

lowercase letters that have no ascender. Also called 

mean line and waist line. 

Minus leading Removing space between lines of 

type to give it a more unified and darker look. Should 

always be used with all caps display type and with 

great care on U/lc display type to keep ascenders 

and descenders from overlapping. See Leading. 

Moire A pattern created by rescreening a halftone, 

or by printing two halftones on top of each other 

but out of register. Pronounced mwah-RAY. 

Monospace Typefaces in which each character oc¬ 

cupies the same horizontal space. A leftover from 

typewriter technology. See Variable space. 

NFNT Abbreviation for Macintosh font numbering 

system which assigns numbers to screen fonts. 

Oblique An angled version of a roman typeface in 

which the same characters have been slanted to the 

right, not redrawn. See Italic. 

Octothorp The number or pound sign (#). So named 

because it indicates eight farms surrounding a town 

square. 

Old style figures Numerals that vary in height so 

they blend into a paragraph of text. Sometimes mis¬ 

takenly called "lowercase figures." See Lining figures. 

Opacity A measure of how opaque a sheet of pa¬ 

per is. Low opacity allows printing on the back side 

to show through. Opacity may be achieved through 

increasing sheet thickness or by adding chemical 

opacifiers. 

Optical alignment Adjusting elements or letter- 

forms so they appear aligned, which is more impor¬ 

tant than actually being aligned. 

Orphan A word or word fragment at the top of a 

column. A sign of ultimate carelessness. See Widow. 

Outline The mathematical representation of a char¬ 

acter that can be scaled to any size and resolution. 

Papyrus An aquatic plant found in northern Africa. 

Used as early writing substrate, it was peeled and 

placed in layers. The naturaIly-occuring glues in the 

fibers bonded into sturdy sheets. 

Parchment A writing substrate made from treated 

animal skins. 



Phototypesetting Setting type by means of light 

being exposed through a film negative of characters 

onto light-sensitive paper. Introduced in the 1960s 

and replaced by digital typesetting in the 1 980s. 

Pica One-sixth of an inch, or 12 points. Because it 

is divisible by points, and thus accommodates type 

measurement, it is necessary to use the pica for all 

planning design space. See Point. 

Point One-seventy-second of an inch, or one-twelfth 

of a pica. The basic unit of vertical measurement of 

type. See Pica. 

Point size The size of a typeface measured from just 

above the top of the ascenders to just beneath the 

bottom of the descenders. Also called body size and 

type size. 

Posture The angle of stress of a typeface. There are 

three postures: roman, italic or oblique, and backslant. 

Readability The quality of reading, determined by 

letterspacing, linespacing, paper-and-ink contrast, 

among other factors. See Legibility. 

Recto The right-hand page of a spread. Always odd- 

numbered. See Verso. 

Resolution The number of dots per inch (dpi) dis¬ 

played on a screen or by a printer, which determines 

how smooth the curves and angles of characters 

appear. Higher resolution yields smoother characters. 

Reversed out White or light color dropped out of 

a dark background. 

Roman An upright, medium-weight typeface style. 

Rough rag Type set without hyphenation, causing 

a pronounced variation in line length. See Tight rag. 

Rule A line. 

Runaround Type set around an image or element. 

The ideal distance is 1 pica, or enough space to sepa¬ 

rate, but not enough to dissociate the type and im¬ 

age from each other. 

Sans serif Type without cross strokes at the ends 

of their limbs. Usually have consistent stroke weight. 

Serif Type whose limbs end in cross strokes. Usually 

have variation in main character stroke weight. 

Slab serif Type with especially thick serifs. All Egyp¬ 

tian typefaces are slab serifs. 

Small caps Capital letters that are about the size 

of lowercase letters of the same typeface. Unlike 

using capital letters set a few points smaller, true 

small caps must be drawn to appear the same weight 

as their full-size capitals. 

Solid Type set without additional linespacing. 

Stickup initial A large initial set at the top left cor¬ 

ner of body copy. A stickup initial's baseline must 

align with the first text baseline. Also called elevated 
cap. See Drop cap. 

Style Variations of a typeface, including roman, 

italic, bold, condensed, and extended. 

Subhead Secondary type that explains the headline 

and leads to the text. 

Texture The overall impression of an area of type. 

Determined by typeface, size, linespacing, color, and 

column structure. 

Tight rag Type set with a small hyphenation zone, 

causing minimal variation in line length. See Rough rag. 

Tracking Adjusting space in a line or paragraph. 

See Kern. 

Turnovers Type that continues on a subsequent line. 

Typeface Aset of characters of a certain design and 

bearing its own name, like Ephesus Ancient, Franklin 

Gothic, or Preissig. 

Type family All styles and variations of a single type¬ 

face. May include italic, bold, small caps, etc. 

Typographer Historically, one who sets type. In 

modern usage, one who practices the craft and art of 

designing letterforms and designing with letterforms. 

Typography The art and craft of designing with type. 

Type size See Point size. 

U/lcType setting using upper and lowercase letters. 

Uncoated paper Paper without a surface coating. 

Variable space Type in which each character is 

assigned its own width as determined by the char¬ 

acters' inherent widths. See Monospace. 

Verso The left hand page of a spread. Always even- 

numbered. See Recto. 

Watermark A mark in fine papers, embedded in the 

papermaking process with a dandy roll. 

Weight The darkness of a typeface. 

Widow A word or word fragment at the end of a 

paragraph. Words are okay, but word fragments are 

careless. See Orphan. 

Word space Space between words. Sensitive to letter¬ 

spacing: if one is open, both must be open. "Correct" 

word spacing is invisible: just enough to separate words 

but not enough to break a line of type into chunks. 

The lowercase / can be used as a guide for approxi¬ 

mate spacing. 

X-heightThe distance from the baseline to the me¬ 

dian in lowercase letters. So named because it is the 

height of a lowercase x, which has neither an ascender 

nor a descender. 
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Designer's checklist 
Questions that should be answered with a "yes" 
Hare in bold. Questions that should be answered 
with a "no" □ are in regular weight. 

Space 

H Do all areas of white space look like they were 
planned and thoughtfully used? 

H Is the ground as interesting as the figures on it? 

H Is space between elements strictly controlled 
and consistent? 

H Is space used to signal quality and value? 

H Is there a payoff for having this emptiness? 

H Does empty space define an object's relative 
size? 

H Are related topics close and unrelated ones sep¬ 
arated? 

H Can the background be brought into the fore¬ 
ground? 

H Can overfullness {lackof emptiness) be used to 
describe this content? 

H Is empty space activated for contrast and vis¬ 
ibility rather than merely left over? 

H Has space been removed from headlines to 
make them darker and more visible? 

H Is empty space used to make an opening page 
or spread look nonthreatening and inviting? 

H Are areas of white space balanced with occu¬ 
pied space? 

H Can emptiness be used representational^ or 
symbolically? 

H Has the especially visible emptiness around the 
perimeter of the page been used? 

H Is space used to emphasize either horizontality 
or verticality? 

□ Have consistent, systematic spaces between ele¬ 
ments been compromised to fill a short column? 

□ Can space be better managed in and around ty¬ 
pographic elements? 

□ Does any element appear to be floating sepa¬ 
rately on the page? 

□ Does the page look crowded? 

□ Could the empty areas be called "wasted space"? 

□ Is emptiness just in the background? 

□ Are mere boxes and rules - rather than differ¬ 
ences expressed through position, size, and 
weight - used to organize space? 

Unity 

H Are all elements cooperating to make a single 
impression? 

H Are contrasts clear enough to look purposeful? 

H Is there a dominant element that will transfix 
the casual browser? 

H Are elements sized in proportion to their im¬ 
portance? 

H Has design unity been enhanced by limiting 
type and color pallettes? 

H Does color emphasize what is worthy of em¬ 
phasis? 

H Is color used to explain content rather than 
decorate the page? 

H Is the stopping power of huge images used? 

H Is there a cheerful variety or is the total effect 
gray and pallid? 

H Have similar elements been grouped? 

H Are relationships between elements immedi¬ 
ately apparent? 

H Do the shapes of elements add contrast and 
visual interest? 

H Do art elements accurately and distinctively 
convey the message and tone of the story? 

H Is there consistency from page to page and 
spread to spread? 

□ Are design decisions being made to enhance the 
importance and clarity of the content, but at the 
expense of the publication's personality? 

□ Are you straying unneccesarily from your 
publication's style manual - just this once - for 
dubious immediate editorial success? 

□ Are contrasts so numerous that unity is harmed? 

□ Does the design call attention to itself rather 
than reveal the content? 

□ Have holes been filled with cluttering garbage? 

□ Do elements interrupt reading or cause confusion? 

□ Does the shape of any element look contrived 
or forced? 

□ Do elements try to outshout each other? 

□ Is there any way to simplify this design? 
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Page Architecture 

10 Is there a simple and coherent design system? 

H Does presentation make the information more 
intelligible and valuable? 

[0 Has all clutter and affect been eliminated? 

H Has the rigid use of a grid limited creativity and 
expressiveness? 

H Is there characteristic page makeup in pattern¬ 
ing and texture? 

H Is the design responsive to substance or is it 
just surface gloss? 

Do facing pages appear as spreads? 

Do stories appear as continuous horizontal 
entities that happen to be broken into spreads? 

Are the premium upper-left corner and top sec¬ 
tion of the page used to maximum effect? 

Are readers guided naturally and smoothly 
through the page or story? 

Does your overall design acknowledge the pres¬ 
ence of and competition from the Web? 

Are readers guided through information? 

Are identity signals (logos, sinkage, department 
layouts) used consistently to reveal the maga¬ 
zine's structure? 

Is information ranked so uncaring readers can 
skim? 

Can the potential reader learn the gist of the 
story just from the display material? 

Are starting points easily found? 

Does the layout accurately communicate the 
relative importance of the stories on the page? 

Are stories shown so readers can gauge time, 
effort, and commitment? 

Does the cover arouse curiosity and lure the 
passive? 

Is there a characteristic cover format that al¬ 
lows flexibility while maintaining uniformity? 

Does any element lead to an unintended dead end? 

Does the design look evenly gray with elements 

too similar in size and treatment? 

Type 

H Does the type look like "frozen sound"? 

-10 Is the type as large and legible as possible? 

10 Does typography unify pages without boring 
sameness? 

H Are there exactly three levels of typography? 

[0 Are big stories broken into bite-size chunks? 

10 Can the copy be edited shorter or listed? 

[0 Is the logo distinctive, not just set type? 

10 Is the logo echoed in the department headings? 

10 Is there a distinctive type treatment that is 
used throughout each feature story? 

10 Has the reader been lured into a story by the 
headline-deck-caption-text progression? 

10 Are sidebars used as backdoors into the story? 

10 Has all display type (headlines, decks, cap¬ 
tions, breaker heads, breakouts, and pull- 
quotes) been broken for sense? 

[0 Does information in headlines - rather than 
cute punning - intrigue the reader? 

10 If the headline has to be a topic title, is the 
reason to read in the deck? 

10 Do headlines contain active, positive verbs? 

10 Are headlines repeated verbatim on the con¬ 
tents page and cover? 

[0 Are all-caps restricted to very short headlines? 

10 Do decks and captions focus on the signifi¬ 
cance of the story? 

10 Do captions reveal the editorial significance of 
visually dull photos? 

[0 Are captions written as display type hooks, to 
increase curiosity and lead readers to the text? 

[0 Do font changes signal changes in meaning? 

□ Is the reader aware of the act of reading? 

□ Have typographic decisions made the type pret¬ 

tier but harder to read? 

□ Do headlines and subheads compete for atten¬ 

tion rather than lead from one idea to the next? 

□ Is the line width for text (about 40-60 charac¬ 

ters per line) appropriate for the type size? 

Designer's checklist 143 



Index 

© 
Abstraction viii-ix, 69,73,87,103 

display 44,106,110,123,127 

symbol 43 

text 110, 130-131 

Absorbability 1, 3 

Advertising 5,29, 30-31,44, 51, 

64-65, 85, 109, 131 

Agha, M.F. 47 

AICA NY 51 

Alberti, Leon Battista 69 

Alignment 1,51, 59, 65, 91, 

1 19, 121, 129, 133, 135 

Alphabet 109, 113, 129 

Ambiguity 19, 55, 97 

Ampersand 118-119 
Annual reports 9 

Anomaly 17, 53 

Anonymous vi, 27 

Architecture viii, 1 3, 45, 46, 

69, 77, 79, 81, 143 

Arnheim, Rudolf 59 

Art movements 44-45 

Ascender 116, 127, 129 

Asymmetry 25,31,35,46,65,76 

Audubon 89 

© 
Background 9,13,15,17,19,33, 

59,97,123,131,132-133,134 

Bacon, Edmund N. 69 

Bacon, Francis 37 

Bakke, Larry ix 

Balance viii, ix, 19, 33, 37, 46, 

53, 63, 65, 69, 105, 125 

asymmetrical 31,35, 65 

formal 65 

informal 65 

mosaic 65 

overall 65 

symmetrical 31,65 

Baseline 41, 113, 117, 119 

Baskerville, John 41,43, 109, 

116, 129 

Bauhaus 44, 46, 59, 61,91,117 

Bayer, Herbert 61 
Beall, Lester 45 

Before & After 29 

Beirut, Michael 95 

Berryman, Gregg 13 
Big Bang 1 5 

Big Ten 23 

Bil'ak, Peter 1 29 

Binding 79 

Birdsall, Derek 21 
Bittner, Neil ix 

Blado, Antonio 118 
Bleed 21, 39, 47,65,97 

Bodoni, Giambattista 116,118 

Bonsiepe, Gui 93 

Boxes 19, 59, 81,86-87 

Breaking for sense 109,115,127 

Breakouts 121,125 

Breuer, Marcel 87 

Bringhurst, Robert 109 

Brodovitch, Alexey 44 

Brody, Neville 47, 109 

Browser vii, 103, 121, 125, 131 

Bug, story-ending 1 34 

Burns, Aaron 1 

© 
Cadge, William 1 30 

Cage, John 1 29 

Cameroon 83 

Canton, China 83 

Cap height 41, 117, 119 

Caption 59, 83, 84-85, 86, 103, 

107, 121, 125 

Carson, David 111 
Casey, Susan 107 

Cassandre, A.M. 44 

Catazine 27 

Centered 25, 33, 54, 65, 91 

Central Park, NYC 1 5 

Character, letterform 37,38-39, 

40,113-119,122,127,129,133 

personality 57,65,67,103,123 

Cheret, Jules 44 

Chermayeff, Ivan 65 

Closure 35, 37, 61 

Cocteau, Jean 1 29 

Codex 41 
Color 5, 13, 19, 31,45, 47, 53, 

54, 59-69, 79, 89, 93, 131 

typographic 1,41,93, 105- 

107, 111, 122, 133 
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93, 103, 1 13, 115, 119, 125, 

129, 131, 133, 135 
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Complexity vi, 1,57, 79, 85,107 

Condensed 54, 108, 119, 122 
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Context 19-21,67, 69 

Continuity 51, 53, 99 

Continuation 61 
Contrast 5, 13,27,31,39, 46, 

51, 53, 59, 63, 65, 67, 73, 83, 

97, 107, 109, 111, 121, 134 

character shape 1 22 

character width 122 
color 65, 93, 122, 127 

density 103, 122, 127 

format 105, 1 22 

position 122 
size 109, 122, 131 

stress 1 22 

stroke 41, 117, 133 

weight 1 13, 122, 125, 1 33 

Copland, Aaron 57 

Correspondence 59 

Counter 15 

Counterform 1 5, 99 

Creativity 51, 53, 85, 99 

Cubism 44 

Cursive 41 

® 
Dadaism 44 

Dair, Carl ix, 95, 107, 113, 131 

Dashes 11 9 

de Brocar, G.P. 43 

Decimals 1 35 

Deconstruction 47 

Depth 17, 95, 97, 99 

Descender 11 7, 1 27, 1 29 

Design viii, 1 3, 17, 29, 31,46, 51, 

57, 77, 87 

accidental 1 7 

bad 15, 33, 127 

components of 57-67 

evolution 44, 73 

good 1, 3, 19, 25, 35, 63, 69, 

103, 105, 131 

horizontal 99 

organic 83 

process ix, 1-5,23,25,71,83,89 

vertical 57 

"Designer," origin 51 

de Stiji 44 

Dexel, Walter 91 

Douce Apocalypse 29 

Diagram 29, 43, 89 

Die cut 99 

Dingbat 131 
Dominance 63, 69 

Donald, Chuck 29 

Drenttel, William 1 35 



Dudok, Willem 79 
Dwiggins, William A. 33, 51 

G 
Eckbo, Garrett 95 
Eco, Umberto 3 
Elegance viii-ix, 1,7, 43, 93, 

105, 107 
Ellipsis 135 
Em dash 119 
Emphasis 46, 67, 68-69, 70, 

79, 86, 91,99, 109, 11 3, 1 34 
Emptiness viii, 1,3, 7, 9, 13, 1 5, 

17, 19, 21, 25, 31, 35, 37, 39, 
63, 71, 77, 79, 85, 89, 93, 125 

En dash 119, 135 
Equilibrium 65, 91 
Escher, M.C. 31 
Estienne, Robert 118 
Exclamation mark 118 

G 
Federico, Gene 109 
Figgins, Vincent 41 
Figure 17, 19, 31, 61, 1 34 
Figures, lining 110-111,113,134 

old style 111,113,116,134 
Firenze 79 
Fletcher, Alan 11 9 
Flush 59, 73, 81, 119, 133 
Focal point 23,51,53,63,64-65, 

85, 91, 109, 120-121 
Font 1,40, 51,67, 73, 103, 111, 

117, 125, 134-135 
Foreground 15,61,91,97 
Fukuda, Shigeo 1 9 
Form 5, 9, 19, 23, 31,35, 53, 54, 

59,61,71,73,87,93,95, 103, 
105, 111, 123 
substituting 5 

Format 29, 40, 53, 83, 111, 
114-115, 122 

Fortune 1 7, 46 
Fractions 1 35 
Framal reference 1 7, 21 
Frozen sound 109 

Gerstner, Karl 53 
Gestalt 59-63, 69 
Ghyka, Matila 89 
Gill, Bob 37 
Gill, Eric 129 
Giolito, Gabriel 118 
Glaser, Milton 46, 111 
Golden section 29 
Gorkin, Baruch 40 

Grand Canyon 13 
Graphic design, birth of 45 

Greek, nationality 41,42, 117 

Greiman, April 47 

Grid 43,46, 53,70,77,81,83-85, 

87, 89, 131 

Griffo, Francesco 40-41 

Grimaila, Raymond 129 

Gropius, Walter 45, 46 

Grotesque 116-117 
Ground 13,19,21,31,33,61,71, 

97, 123, 131, 133 

Grouping 5, 25, 29, 54, 57, 59, 

61,63, 71,85, 87, 109, 127 

Gutenberg, Johannes 40, 42, 

114, 119, 148 

Gutter 54-55, 131 

G 
Halftone 33 

Hanks, Clyde ix 

Headline 7,21,38,65,71,83,85, 

91, 103, 107, 121, 125, 127 

Hearst, William Randolph 3 

Herman Miller 23, 107 

Hiebert, Ken 15, 27, 55 

Hierarchy 23, 29,46, 63-65, 67, 

69, 91,97, 103, 107 

Hofmann, Armin 22-23,46, 97, 

111 
Holiday 1 31 
Honea, Charla ix 

Hornby, St John 1 29 

Hot metal 125 

House & Carden 21 
Huber, Max 45 

Hurlburt, Allen 109 

Hyphen 11 9, 1 34 

Hyphenation 1 1 5, 127, 1 33, 

134-135 

o 
Ideogram 43 

Incunabula 43 

Indention 53,114-115,129-131, 

134-135 

hanging 114-115, 129 

Information mapping 93 

Initial caps 115, 134 

Ink holdout 67 

International style 44, 46 

Invisibility 17,33,115,127,133 

Ishikawa, Kohei 79 

o 
Jaipur 76 

Janakova, C.L. 1 34 

Jenson, Nicolas 40, 114, 116- 
1 17, 118, 128-129^ 

Jeanneret, Charles-Edouard 21 
Jellison, Summer 71 
Justification 40, 133 

G 
Kepes, Gyorgy 77 
Kerning 1 13, 126-127, 129 
Kliment, Stephen A. 1 
Kuala Lumpur 79 

o 
Lamb, Charles 1 
Lao-tse 9,21 
Larkin, Eugene 51 
Latin 42, 1 18-119, 129, 148 
Lead-in 114-115 
Leading 1 35 
Le Corbusier 23 
Legibility 1,7-9,47,86,103,107, 

111-113, 115, 123, 131, 133 
Letterform 19,44,45,51,70-71, 

98-99,103,105,109,111,113, 
119, 123, 127 

Lewis, Jerry 109 
Lewis, Richard 9 
Ligature 40, 113, 134 
Line length 113,115,131,132-133 
Lionni, Leo 1 7, 31 
Lissitzky, El 103, 105 
Lithography 43 
Live area 55 
Loewy, Raymond 42, 57 
Longhauser, William 107 
Lubalin, Herb 33, 107, 123, 130 
Luce, Henry 46 
Luescher, Max 67 

§ 
Magalogue 27 
Magazine design 1, 2, 12, 1 7, 

20-21,27,46-47,53,54-55,61, 
73, 76, 79, 84, 86, 88-89, 90, 
99, 120, 124, 125, 128, 130 

Maher, James T. 81 
Mansfield, Malcolm 1 30 
Manutius, Aldus 118-119, 1 28 
Margin 24-25, 29, 33, 35, 43, 

54-55, 71,81,86, 89, 11 9 
Marks, merchant's 42 
Massoudy, Hassan 77 
Matisse, Henri 77 
Matter, Herbert 45 
McCall's 1 30 
McLuhan, Marshall 67 
Median 113, 117, 132-133 
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Middleton, R. Hunter 105 

Mies van der Rohe, Ludwig 3 

Milano 95 

Miller, Wiley 63 

Milton, John 31 
Miniscules 11 6 
Moholy-Nagy, Laszlo 45 

Monospace 116-117, 119 
Monotony viii, ix, 107 

Monty Python 9 

Moore, Henry 63,71,95 

Morrison, Sean 79 
Motion 32-33, 37,45, 87, 91,97 

Muchness ix, 3, 26-27 

Miiller-Brockmann, Josef 45 

Munari, Bruno 99 

Music 19, 61,69, 81 

© 
Nakajima, Hideki 103 

Nelson, Stan 43 

Northwest Airlines 43 

Not-letterforms 103, 111 

© 
Opacity 99 

Outside 27 

Order 1,21-23,33,35,51,55,57, 

63, 67, 73, 83, 85, 89, 93, 103 

Orphan 1 35 

Outline 113, 122 

Ozenfant, Amedee 23 

Q 
Paragraph 72-73,86,113,114- 

115,121,129-131,133,134-135 

Parchment 41 

Pasta 85 

Pelli, Cesar 79 

Pentagram 98-99 

Perspective 97 

Pfeil, Hartmut 31 
Phoenicians 40 

Photoengraving 43 

Photograph 1 3, 43, 45, 95, 97 

Phototype 41 

Pica 29, 55, 1 31, 1 33 

Pictograph 40 

Pictogram 42 

Pineles, Cipe 73 

Plantin, Christophe 41 
Point, dot 68-69 

size 112-113, 116-117, 125, 

127, 129, 131, 133 

unit of measurement 87,1 35 

Position 58-59, 63, 90-91,93, 

107, 108-109, 115, 118-119 

Proximity 52-53, 55, 58-59, 63 

Pull quotes 121,124-1 25 

Psychedelia 44-45 

Punctuation 40,42,115,118-119 

hanging 118-119, 1 34 

© 
Quase de Verdade 71 

Question mark 42, 118-119 

Quote marks 42, 119, 127, 134 

© 
Ragged edge 114-115,132-133 

Rand, Paul 46, 81 

Random 1,44, 54, 57, 59, 61,65, 

72-73 

Rayonnant architecture 77 

Readability 7-9, 1 7, 57, 97, 99, 

110-111 
Reader magnet 1, 3 

Relationship, figure/ground 
17-19, 30-31,61,97, 105 

Rembrandt 81 

Rennaissance 42 

Repetition 58-59,83,85,88-89, 

93, 97, 99, 109 

Reversed out 38-39, 11 3 

Rhythm 37, 54, 59, 88-89, 105, 

109, 115 

Robertson, Keith iv 

Rolling Stone 47 

Roman, nationality 41 

Ruder, Emil 105 

Rule, line 53, 59, 63, 73, 84, 87, 

92-93 

standard 9, 23, 85, 104-105 

Runaround 1 31 

© 
Saarinen, Eliel & Eero 77 

Sagmeister, Stefan 45 

Samrat Yantra 76 

San Gimignano 79 

Sans serif 41,46,54,73,113,117, 

122-123, 126-127, 132-1 33 

geometric 116-117 
grotesque 116-117 
humanist 116-117 

Scale 27, 45, 62-63, 69, 77, 97 

Schar, Stuart ix 

Schmidt, Joost 46 

Schofield, Katie 65 

Scope 45 

Seeing viii, 1,5, 13, 17, 19, 25- 

27, 31, 33, 36-37, 53, 59-61, 

67, 68-69, 71,81,87, 95, 99, 

103, 129 

Segal, Leslie 1 
Semiotics 42 

Serif 40-41,54, 113, 116-117, 

1 22-1 23, 1 26-1 27, 1 32-1 33 

modern 116-117 
old style 116-117 
slab 116-117 
transitional 116-117 

Shakespeare, William 1 3 

Shape 5, 13, 15, 19, 23, 24-25, 

30-31, 33, 35,47, 53, 59, 63, 

68-69,70-71,79,87,91,95,103, 

106-107, 110-11 1, 113, 121, 

122-123, 127, 130-131, 133 

Siena 22-23, 25, 78-79 

Sign, representational 42 

symbolic 43 

synonimic 43 

Silhouette 33 

Similarity 5, 31,50-51,52-53, 

54-55, 57, 59, 62-63, 65 

Simon, Paul 35 

Simonds, John Ormsbee 71 
Simplicity vi, ix, 1,3,5, 7, 27, 44, 

45, 53, 54, 57, 67, 68-69, 71, 

78-79, 81,83, 85, 87, 91,93, 

102-103, 104-105, 107, 123 

Singer, Isaac Bashevis 47 

Sinkage 55, 89 

Sochis, Reba 1 30 

Space, active 30-31, 34, 35, 

36-37, 51, 54, 76-77, 87 

attractant 7, 8-9, 25, 63, 95 

default 133, 134 

directional 54, 90-91,92-93 

filled in 3, 13, 21, 37, 53, 69, 

112-113, 127 

floor 21, 25, 26-27, 81 

leftover 1 5, 23, 31, 133 

letter 41, 103, 111, 112-113, 

127, 129, 1 32-1 33 

line 37, 93, 111, 113, 114- 

1 1 5, 127, 128-129 

overfull 3, 7, 1 3, 23, 37 

negative 1 5, 1 8-1 9, 23, 25, 

30-31, 36-37, 41,43, 63, 69, 

76-77, 78-79, 81,87-91, 122 

positive 1 5, 23, 25, 31, 33, 35, 

76-77, 78-79, 122 

passive 1 5, 32-33, 34-35, 54 

solid viii, 31, 54, 71, 78-79, 

95, 97, 122, 1 33 

trapped 1 5 

three-dimensional 19, 47, 94- 

95, 97, 98-99 



two-dimensional 1 5, 37, 95, 97 

variable 1 28-1 29 

wasted 23, 25, 27, 37 

word 39, 41, 55, 111, 114-115, 

119,128-129,131,132-133,134 

Spacing, French 11 9 

Stark, Peter 27 

Sternberg, Harry 77 

Storch, Otto 1 30 

Style 1, 29, 40, 45, 46, 53, 63 

typographic 81, 107, 1 33, 1 35 

Subhead 1,124-125 

Sumerian 50-51 

Suomi-Yhtib 5 

Sutnar, Ladislav 61 

Sweynheim, Conrad 40 

Switzerland 13,45,46,57,67,94-95 

Symmetry 12-13,28,31,32-33,35, 

54, 57, 65, 76, 89 

bilateral 32-33 

crystallographic 32-33 

radial/rotational 32-33 

o 
Tasmania 42 

Tension 19, 31, 36-37, 65, 69, 85 

Texture 5, 7, 1 3, 53, 55, 58-59, 

70-71,93, 128-129 

Thompson, Bradbury 45, 47, 

130-131 

Toulouse-Lautrec, Henri de 44 

Tracking 11 3, 1 26-1 27 

Trajan Column 11 6 

Transitional type 116-117 
Tschichold, Jan 29, 35, 45, 87, 

119, 121 

Turnover 135 

Type, abstraction 103, 106-107, 

110, 122-123, 130-131 

blackletter 116, 119 
bold 9, 73, 107, 1 1 5, 133 

classification 116-117 
contrast 46, 52-53, 59, 63, 67, 

72-73, 102-103, 104-105, 106- 

107,110-111,112-113,116-117, 

120-121, 122-123, 125, 1 33 

conventions 104-105, 11 5, 1 35 

decorative 116-117 
display 1, 55, 63, 67, 71,83, 

107-109,113,116-1 19,120-127, 

129, 131, 134 

Didone serif 116-117 
expressive 21,29, 38-39,45,47, 

103,107,109,111,123,131,133 

glyphic 116-117 

grotesque 116-117, 127 

Geralde Old Style 116-117 
image integration 46, 61, 121 

italic 40-41,54, 113, 119, 125, 

133, 134 

modern 44, 46, 116-117 

monospaced 116-117, 119 
neo-grotesque 11 7 

oblique 1 22, 134 

perfect 119, 121, 132-135 

police 1 35 

primary 120-121, 123, 124 

script & handlettered 116, 119 
secondary 38-39, 55, 120-121, 

123, 124-125 

size 21,29, 37, 50-51,65, 66-67, 

73,86,107,10-113,122-123,125, 

126-127,129,131,132-133,135 

small caps 1 26-127, 1 34 

stress 122, 129 

symbols & ornaments 40,42-43, 

67, 111, 116-117, 119 

text 6-7, 9, 25, 29, 37, 55, 63, 

83, 84-85, 86-87, 93, 102-103, 

107, 108-109, 110-111,113, 

115, 117, 118-119, 121, 123, 

124-125, 127, 128-1 35 

Venetian Old Style 116-117 
voices 102-103, 105-109, 125 

weight 65,67,107,1 17,122,125, 

126-127, 128-129, 134 

Typeface 40-41,50-51,65,89,105, 

108-109,1 11,113,115,117,119, 

120-121,123,125-127,132-133 

Typesetting 44, 71,105, 109,111, 

119, 123 

Typographer 87, 103, 105, 115 

Typography 1, 20, 39, 40-41,44, 

46-47,53,57,67,71,81,83,91, 

93,99,102-103,104-105,106-107, 

108-109,110-111,1 12-113,121, 

126-127,131, 133,134-135,140 

Transformers 5 

0 
Ugly 15,17, 32-33,54,86,117,133 

Uncial 11 6 
Underlining 1 34 

Unread 7, 9, 15, 17, 57, 97, 99 

Unity 19, 50-51,53, 54-55, 56-57, 

58-59,61-65,69,87,89,103,125 

conceptual 56-57 

visual 56-57, 81 

Updike, D.B. 129 

Upper Room 7 3 

0 
Valicenti, Rick 103 

van Doesburg, Theo 45 

Vanity Fair 47, 109 

Variety 41,57, 59, 65, 

85, 89 

Vellum 41 

Verissimo, Luis F. 130 

Vitruvius viii 

Visual noise 17,45, 65, 83 

Vogue 47, 130-131 

von Haller, Albrecht 83 

von Schelling, Friedrich 81 

© 
Walker, Edward 118 
Wallpaper 33, 64-65 

Watermark 43 

Wayfinding 29, 47, 93 

Website design 47 

Weingart, Wolfgang 46, 

57, 105 

Weiss, Emil 45 

Westvaco 47,95,130-131 

Wharton, Edith 57 

Whiteness, paper 8-9, 

14-15 

White space iv, viii, 1, 3, 

6-7,9, 14-15, 16-17, 19, 

21,23,24-25,27,29,30- 

31,32-33,34-35,36-37, 

38-39,42,50-51,55,63, 

65, 70-71,81,86-87, 

88-89,90-91,92-93,113, 

115, 127, 131 

representational 39 

rivers of 39, 1 33 

symbolic 39 

"working" 1 5 

Widow 1 35 

Woodward, Fred 47, 121 

Working white 1 5 

© 
Xerox Corporation 1, 6-7 

X-height 112-113, 117, 

132-133 

Q 
Yin/yang 19 

0 
Zappa, Frank 1 9 

Zwart, Piet 105 
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Colophon Credits 
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A colophon is a brief description of a book's typog¬ 

raphy and production. The first colophon was printed 

in 1457 - just a few years after Gutenberg first 

printed with moveable type - by Johann Fust and Pe¬ 

ter Schoeffer. Fust & Schoeffer were printers in Mainz, 

Germany. This colophon was in their Latin Psalter. 

The Elements of Graphic Design was designed and 

typeset by Alexander W. White. It was printed by 

Transcontinental Printing in Canada. 

The text face is ITC Quay, designed by David Quay 

at The Foundry, London, and issued by URW. 
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Books from Allworth Press 

Inside the Business of Graphic Design: 60 Lead¬ 
ers Share Their Secrets of Success By Catharine 
Fishel (paperback, 6x9, 288 pages, $19.95) 

AIGA Professional Practices in Graphic De¬ 
sign: The American Institute of Graphic Arts 
edited by Tad Crawford (paperback, 63/4x97/8, 320 

pages, $24.95) 

Business and Legal Forms for Graphic Design¬ 
ers, Revised Edition by Tad Crawford and Eva 
Doman Bruck (paperback, 8V2xl 1, 240 pages, in¬ 

cludes CD-ROM, $24.95) 

The Graphic Designer's Guide to Pricing, Esti¬ 
mating, and Budgeting, Revised Edition by 
Theo Stephan Williams (paperback, 63Ax97/8, 208 

pages, $19.95) 

Careers By Design: A Business Guide for Graph¬ 
ic Designers, Third Edition by Roz Coldfarb (paper¬ 

back, 6x9, 232 pages, $19.95) 

Starting Your Career As a Freelance Illustrator 
or Graphic Designer, Revised Edition by Michael 
Fleishman (paperback, 6x9, 272 pages, $19.95) 

Licensing Art and Design, Revised Edition by 
Caryn R. Leland(paperback, 6x9, 128 pages, $16.95) 

Graphic Design and Reading: Explorations of 
an Uneasy Relationship edited by Cunnar Swanson 
(paperback, 63/4x97/s, 256 pages, $19.95) 

Design Issues: How Graphic Design Informs 
Society edited by DK Holland (paperback, 63Ax 97/s, 

288 pages, $21.95) 

The Education of a Design Entrepreneur edited 
by Steven Heller (paperback, 63/4x97/s, 288 pages, 

$21.95) 

The Education of an E-Designer edited by Steven 
Heller (paperback, 63/4x97/s, 352 pages, $21.95) 

The Education of a Graphic Designer edited by 
Steven Heller{ paperback, 63/4x97/8, 288 pages, $18.95) 

Graphic Design History edited by Steven Heller 
and Georgette Balance (paperback, 63Ax97/8, 352 

pages, $21.95) 

Design Humor: The Art of Graphic Wit by Steven 
Heller (paperback, 63/4x97/s, 224 pages, $21.95) 

The Graphic Design Reader by Steven Heller (pa¬ 

perback with flaps, 5y2x8y2, 320 pages, $19.95) 

Looking Closer 4: Critical Writings on Graphic 
Design edited by Michael Bierut, William Drenttel, 
and Steven Heller (paperback, 63/4x97/8, 304 pages, 

$21.95) 

Please write to request our free catalog. To order 

books by credit card, call 1-800-491-2808 or send a 

check or money order to Allworth Press, 10 East 23rd 

Street, Suite 510, New York, NY 10010. Include $5 

for shipping and handling for the first book ordered 

and $1 for each additional book. Ten dollars plus 

$1 for each additional book if ordering from Canada. 

New York State residents must add sales tax. 

To see our complete catalog on the World Wide 

Web, or to order online, you can find us at www. 
allworth.com. 
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Graphic Design/Typography 

Praise for The Elements of Graphic Design: 

“Whether you’re looking at a well-designed poster, book, magazine, ad, or Web site, it’s 

fascinating to see how the same principles of good design apply. Alex W. White has cre¬ 

ated a valuable and entertaining guide.” -Alexander Isley, Founder, Alexander Is ley Inc. 

“Alex White provides a comprehensive and coherent guide to recognizing and creating 

effective graphic design. Fair homage is paid to the soul of design. A strong section on 

typography, including a glossary and bibliography, will prove useful even to the grizzled, 

embittered old pro.” - Daniel Pelavin, Chairman, the Type Directors Club 

“Fluid, thorough, and immensely informative, this is a primer of graphic design bound to be¬ 

come required reading.” - Brian Diecks, President/Creative Director, The Diecks Group 

“The need to master white space is essential to graphic designers. This is an insightful and 

inspirational exploration of one of design’s most critical elements.”- Susan Cotler-Block, 

Chair, Communication Design Department, FIT 
■ * ' ■ *> . W . . K. 

This pioneering work provides designers, art directors, and students - regardless of 

experience—with a unique approach to successful design. Veteran designer and educator Alex 

W. White has assembled a wealth of information and examples in his exploration of what 

makes visual design stunning and easy to read. Learn how to: 

■ Define and reveal dominant images, words, and concepts 

■ Use scale, color, and position to guide the viewer through levels of importance 

■ Employ white space as a significant component of design and not merely as background 

■ Use display and text type for maximum comprehension and value to the reader 

Hundreds of illustrations - culled from the canons of design, painting, architecture, and 

printmaking, as well as from the author’s own files - make even the most abstract concepts 

easily comprehensible. Offering a new way to think about and use the four design elements, 
this book is certain to inspire better design. 

Alex W. White has shaped the design of many magazines and identity programs. He has 

been a consultant to dozens of publications and has lectured widely on typography and de¬ 

sign to professionals in the Americas and Europe. The award-winning author of Type in Use, 

he lives in New York City. 

Published by 
Allworth Press 
10 East 23rd Street, New York, NY 10010 
www.allworth.com 

$24.95 


