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preface 

INTENDED AUDIENCE 
Exploring Typography offers a thorough study of the use and design of type in the field of Graphic 

Design. It is geared toward the needs of college students and professionals who seek an 

accessible and practical introduction to this complex subject matter, in an image-dominant format. 

EMERGING TRENDS 
Recent evolution of computer technologies has provided designers with new opportunities to 

challenge the boundaries of what fonts are and how they may be used. While presenting 

exciting possibilities for growth in this area of design, these advances also have created new 

challenges for those who wish to master the use of type as a tool for communication. As 

improved technologies have increased accessibility of type design and use, so too has the 

need grown for clear methodologies and focused strategies to guide their use and creation. 

BACKGROUND OF THIS TEXT 
As a college instructor, | discovered that students often found this rich subject matter dry and 

confusing. Few available textbooks seemed to present an accurate and clear structure to ease 

understanding and facilitate practice while presenting a compelling case for the importance of 

this topic to designers. My goal in writing this book was to present typography in an accessible 

way that would emphasize practical uses and organized systems. My research included a vast 

amount of readings on the subject matter, the viewing of a huge amount of typographic 

images, and the detailed examination of a multitude of typefaces. | investigated historical and 

contemporary theories and practices, from which | extruded the most predominant and 

essential concepts; | then found sensible ways to explain this complex topic in user-friendly 

and logical fashion, relying heavily on visual aids. No prior knowledge of typography or design 

is needed to enjoy this book. However, any previous design-related experiences and insights 

the reader can bring to the readings will allow for a deeper and richer understanding of the 

concepts offered within this text. 



Illustration by Dave 

McKean of Hourglass 

from Neil Gaiman’s 

book The Day I Swapped 
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for HarperCollins, 1997. 
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TEXTBOOK ORGANIZATION 

Chapter 1: History of Type presents an overview of the history of type, structured as a timeline 

to help readers grasp the developmental progression of design in relation to history and 

technological innovations. This chapter traces the development and use of type from its 

earliest beginnings in prehistoric times to the present. 

Chapter 2: Physical Attributes of Type 

facilitates a technical understanding of type, 

providing language for discussion of the 

physical qualities that make each typeface 

unique. This chapter addresses the structural 

elements that are used to build letterforms, as 

well as type measurement, and the 

terminology associated with typography. 

Chapter 3: Type Family Classification 

discusses the strategy and methods used in 

classifying type into type families, providing 

an extensive collection of historically 

significant type specimens for readers to 

study and use. This chapter attempts to 

dispel the confusion expressed by so many 

readers about this subject by providing a 

logical organizational system based in both 

history and common sense. 

Chapter 4: Legibility and Readability presents an examination of the factors that can affect the 

legibility and the readability of a design. This chapter addresses how designers can 

manipulate controllable factors, catering to the user's experience and physiology, and 

improving communication. 

Chapter 5: Layout Design Aspects asks readers to examine the relationship between form and 

content, and the role of each in the layout of designs. This chapter addresses the Laws of 

Gestalt and concepts of visual hierarchy, emphasis, and reading gravity as tools for effective 

layout of type and imagery. 

Chapter 6: Using Grids discusses the use and applications of the grid as a tool for bringing 

consistency to multipage documents and layouts. This chapter explains what a grid is, and 

explores the variety of ways a grid may be used to facilitate and guide the design process. 
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Chapter 7: Type in a Digital Environment explores issues that are specific to type in a digital 

environment. This chapter addresses font formats and display resolution, as well as legibility 

and readability issues as they pertain to screen typography. 

Chapter 8: Designing Type walks readers through the process of designing an original font. 

This chapter provides a thorough guide for the novice type designer, including tips that can 

help readers undertake the challenge of type design in an organized fashion. 

Chapter 9: Creative Uses of Type presents a survey of recent designs in which 

type has been used uniquely and successfully. This chapter provides analyses 

of outstanding designs, focusing on how the typographic standards that were 

established in previous chapters have been followed, and broken, to create 

designs that are both innovative and effective. 

Glossary 

Selected Bibliography, including web site addresses 

List of Contributors 

Index 

FEATURES 
The following list provides some of the salient features of the text: 

© Image-dominant format, including a timeline presentation of the history of 
Pennsylvania Festival 

of the Arts: Kids Day 

technological innovations throughout history poster by Lanny 

Sommese of Sommese 

type, drawing relationships between the development of design and 

© Coverage looks at how choices in type can affect a reader's ability to “receive” information Design for the Central 
Pennsylvania Festival 

e Illustrative examples, imagery, and charts support each idea and bring clarity to of the Arts,.1997- 

typographic concepts 

e Simple and concise explanations that are based on the practical concerns of working 

designers help readers organize the information and make important connections 

© Detailed guide walks readers through the process of designing their own typefaces 

e Study questions, exercises, and assignments enable readers to sharpen their skills and put 

key principles to work as they design their own visual projects 

° Interviews of prominent working designers, who share their own experiences and opinions 

about the field of design 
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SPECIAL FEATURES 

> Objectives 

Learning objectives start off each chapter. 
objectives 
«= Understand type terminology 

* Lear about the histonco! evoloton of type famity categories 

+ Recognize how the structural etements of lotterforms differ for 
‘each type tomily category 

Understand how type is classified 

Make educated decisions when choosing typataces for designs 

They describe the competencies readers 

should achieve upon understanding the 
introduction 

chapter material. You have probably noticed that there are an enormous number of 

fonts available tor use in your designs—so many that it can be over- 

whelming and ditficult to choose sometimes. On one hand, the abun: 

dance of available font styles can help you to make your dasigns 
‘expressive and uniquit. On the other hand, with such a wide selec: 

ton, it's easy 19 fall into the trap of using fonts inappropriately —thar 
is, based on enthusiasm for the font itsall, rather than the appropd: 

ateness of its qualities for the design's message, The way 8 typeface 

looks may suggest a certain time period or cultural phenomenon to 

viewers. It can also set @ mood of suggest an association to a re- 

membered experience. To gain insight into the connotations of vari- 
‘Otis lypetace designs, it is necessary to become familiar with the 

ways that typefaces are classitied and the related terminology. 

52 [ipbiea stants sftp | 

ELEMENTS OF LETTERFORMS 
Because much of the verminciergy describing letter parts ig fhased! on Inuman anatamys the resminatagy ofty- 
pogesphy isn’t difficult, but there isa los of it 1a remember. ft is important to tirst understand how guidelines 
ace used with letterforms: then itis essential 1o learn about all the parts that make up letterforms, 

> New Vocabulary 
Guidelines 

Wheit you write in 3 ruled notebook, you probably write the words so they appear to rest along the evenly spaced 
horizontal fines that are printed onto the notsbook paper. When you de this, yous are using the lines as fasclines 
Even if your notebook is unrated, your letters probably line up (airly evenly alomg an inwgmary baseline. A buse- 
line isa real or imaginary line that the letzers of a word rest upon % that the characters appear tonne up evenly. Key terms for each 
Remember when you were first learning to dean the letters of the-alphiaber? Your qeackier say have sven you spe 
cial paper with sdditienal guidelines priated on it tm help you knowy how tail to make your capital and lowercase 
letters. in Figure 2-1, you sce a simiar set of typographic guiddines Th that the letsers rest upon is cated 

she baseline. The line that shows how tall us make capital letsers 3 called the cap height. The center dowed line 
that shewey how tall tr make the lovrercuse letters iy called the x-height. For wit lowercase letters like bd, fh, k, 
and tthe x-heighs assis their waistline ithe top of the boxy of the letter) instead of their full height. 

NOILVOISISSV19 ATINVS 4dAL chapter are defined in 

these boxes, appearing 

throughout the text. 

The x-height is so named because it marks the 
proper optical heiight for the lowercase letter *. The 
optival sive or shuspe of a letter (the size or shape 
we percvive) isnt always she same as the actual size 
or shape. Because characters are differently shaped. 
‘oWMical illusions sometimes occut that can make 
ovenly sized und spaced characters lock uneven. 
Desigices compensate for these optical illusions by 
making sight adjustments. For exampie, ia some 
typefaces, you'll riotice that the rounded letters fke 
© and @ may be ever 0 slightly taller than the 
hedyht. They were designed that way so that they 
would appers to be the same height as the other 
letters since their rounded shape creates an ilusion 
that they are sinaller than their actual size 

asconder line: 2 real or imaginary lino that masks tho 
‘proper height tor the tall fowsarease letters of 3 type 
Jace lika bd, 5, and | for some typetacea, this Eno 
is the name as the cap Naight 

fasoline: a red} of imaginacy horizontal ine upon which 
the lettors of « word rast so that the characters appear 
to bne up aventy 

cap height: a rea} or imaginary Honzonta! dine that 
asks tho height of tho capital lamas of a typotace 

Sescender Hine: a real ar smsginary horizontal Soe that 
marks the proper fangth tor the towwscase 4 jp ytd 
voto typetsce 

The dotted fine that shows how fang w make a 
lowercase 9, j, B. q.and y is called the descender 
line. Sometities ta lowercase Fetters tike bd fb, 
K. and | are the same height 25 the capital Eetters 
butif they aren't a ascender Hine cin mark sheer 
proper height (Figure 2-5} 

waistline: a rea or imaginary horizonta! lave thot marks 
the height ot me body of 2 taE towwrcase leer (ohen is 
tha same as tho xheight) 

> The Typographer at Work 
‘cheigit: a rea! or imaginary horizontal fino thax shows 
Dawe tab to make the lowarcase letters of a ypaloce These career profiles are interspersed 

throughout the text. Each features a successful 

designer who has contributed innovative and 

dynamic typographic works to the field of design. 

104 | tree teentyciansticasion | | easevee | 105 

hours in, Fast avoided the tine aloeane My bast wese 
‘vary easy to discuss ghings vat either. I sNould say 

promote. Nesign, onfortunately, seoms to bo more end 
shore macker-drnvenia America. 

‘Wat do yoo do 10 got your creative juices tawing whon What advice do you have for design students and new 
‘youstarta new project? esigacrs who ase just entering the field today? 

J ike to get quint in my mind-—go ent into navure. The Make sure you stsoiately love eat ys $3. I nok go into 
desi nivays hex strmulated my craatinty and theing aomathing atte. Ths & ai tough cookie of a field, alben 

Wat cen you shore wh ne showt your Resign process? ‘evratiting. nourishing, fen, and esuoationat 

What role does technology play in that process? Apri Greiman, Node in Space, Las Angeles, CA 
smwmemadeinspace le Even 9 panei iy 

tachnslogy doo? forget! 
april ereiman How has the role of typography in design changed over 

the tast decade? 

How did you get started as a designer? Tell es about your Type is unagd, This i a major shot trom he tim ’ ral ohn design sed the ivelasen af your carenc yn is maga, OF Shell from she Himes wehon 
was daly typograohy, often bs cuwta 

1 think 3 got ieee frost ay firs jo in dewgn. $ ww¥s woes 
for GAF cresting ¥ packaging gosign lor concrete mix 
was 109 cosfl | aleo did the graphic intestace for a cam 

1or, Untoctunstaly, | was wenusad of saining 
‘ong that were too unvsual. They got pra: 

duced, burton | was suprmanded foc never fiting cut ary 
me sheets, Frenkly, Havas too sallconscious, because | 
workad var ten hours a day, and thoy oy aitowind us to 

and 3 p46) 
Up wath sol 

work St So ratfis than get in trouble for gutting ¥o muy 

What role should social sespousibitity play in desiga? 
‘Weal can designers contribute to ov seciety? 

Designers shoolda’t just rely on coming op with cool 

Salutions to problems, thay must consider the queshon af 

tiamy thoic designs impact culture, This questinn Is gating 
tougher, as the global curare is getting mere snd more: 

compte, AS designers Hark they must he co 
the impact of the actions and the product 

n Suen 

venmcimadlinggucy bs 
Pariy ELAS, by Apel Geclanam Sor Wither Art i MOted Friedansn. Caraeus 

(Cucamrecs ponzer by: Apsil Grciusin for the Vieike 
Hicanale, Couriny af Mise iy Ste, wwe madcinipReL, 

Top) Poster tre Apail Geeinasn hs Ue Rlgleng Sched of Ave 
Setty Gory Csiteyp of Ata Scr wee masterpiece la 

(tere) ldeusity desig he Apri Gpelansn for the Seathctn 
Caltvents tatitode of Architecture. 2004 (erty oF Mads by 
Shaan ermcmekingsce)s. 
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PREFACE 

Notes provide 

special hints, 

practical tips, 

and information 

to the reader. 
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Juxtaposing Letterforms 

‘The word juxtaposition refers w the placement of otjects in relation t One an- 

| cwasters | 

Alejuss that achmortedes reading 
wienty tion Type e Layee Ate Yon 
‘Coereeachiny or fet Moki Prt 
Steapes, by Cofim Wheto, Worabey 
Fron 2K 

| Note | 

Research has shown that readers 
are mare than twice es hkely to 
Fe8d and comprehend 8 inyout 
that Slows secording to their 
Teading gravity thae one that does 

not Keep this in mind avery time 
you develop 9 new layout 

thet, For excerpts, wien you juxtapose hac printed wordy, you place therti near 

Gach other, and teat creates an inherent relavionship between them. if viewers: 

pareve tiesn as group, thay veil either combine Ur contrast the meanings of 
tis elements. But ozmet Way, they will voletstend the meaning of gach word 4 
telation 10 the other, That is vary we o6d only twranty ix Ketter in our aiphabid 
to convey a whale hast of maanings—becassse we commbne letters ia Percent 
ways © evoke détteram understandings. 

Typographic Devices 

Typographic devives can give us hints about the imi of information 
expect frown tescatal itenes oven before reading them. Such devivey help 
~readers draw relationships between page dlemants and help them to wn 
derstand how the information is onganized. Some of these devices are 

headlines, subheads, biock quotations, headers, tables. captions, sidebars, 

callout, footers, lists, pull-guotes, and fotive, as shown in Figure $42. » Sidebars 

Sidebars appear 

Ungoestansing the Low st Proxenity can help 2 designe: avoid unintended ass0~ 
Gallons and miscomenininations. Remember thet one object is close to an- 
other object. the viewnr is likely ta associate the two, even if thst wasn't the 

designsr’s intention. Figure 5:16 is a goad examele of how otherwise ueretated 
istormasion meght be associated through juetapostion. If those waoden sticks 
weren't placed tetween a torso and fogs, you would probebly naver read then 
283 pat ol 2 body 

‘Tus poster Geemonstraten ov foetapeartion can eaby viewerd Us dja a eelathonahap 
Letras ater vraetined sbpecth Tye Sveckead Art Worlabop portex hy Kel 
Cavanagh and Steyor DeCcsata of Twler Desig: Weekshop for Tyler Drain Schoo} 
of Art Tesnple Unirerary. 

throughout the text, 

offering additional 
The Law of Common Fate 

valuable information Ht you share some quality with another pervan, you 
could sy yor have something iat corsmon. Your fate 
refers to where yous will he in the fture. ihe the tow SS 
of Common Fate seis us that our braing will group 
andl asvocisie objects that share a common direction a SS on specific topics. 
of uxientating. 

You can prsbubly see how the Law of Common Fate 
also eelates closely ws the Law of Similarityonly 
this time, we are talking, about a similarity of direv- 
tious ee urientation. figure | 5-17 ee 

Neitice how your brain genius the objects that point 
in a sinilar Uixectism in igure 5-17 

The Law of Couunen Fare canis ws i group mid sstaciate 
bjects arconding 10 shart dleenice a ovation. 

> Review Questions and Exercises 

| tayour conign sopecte | | caster s | 

ONE CIS ES 

5. Some chents have asked you to create an advertising flyer to be distributed ard bung 
sound the neighbostood, The flyer isto inchade the foltoxang text: 
“The Association of Bivegrass Music Lovers insites you to attend the Bloograss Festival 
and Dance Canteston Friday, August 26, Tpsn - Span at Grant Park, 2000 Yor’ od, 
‘Springkels, Castornis. Tickets ar» $10 each, All procouds will bo donetys ta the Young 
‘Musicians Schoieeship Fund.” 
Ti effants inchide thas local organizations which ere ca-sponsoring this event Each 
lent, bower, has their own objactives, and wants you t9 design ¢ customized tlyer expe. 
aally for toss to distibute, The three client orgeniations are: 

). Dascribn @ varity of ways you could eniphasiee an object or text in a ayo + The Association of Bluegrass Music Lovers—thair objective is to promote focal imorest 
im Bivegrass music and to gain smemibvarship for thoie organization They wit discributg 
fryers smrong their citywide membership. 

+ The Young Musicians Scholarship Fand-—dhaie objective is to promote youth interest 
music and (6 raise money $6 they car sponsor mare young musicians’ studies. They wit 

distribute tyers through parent groups and at sehaok-related concerts, dances, and 
band practices. 

+ The Grant Park District—their objective is to encourage pubiic use of park facilis and 
10 encourage & sense of neighborhood pride snd community. They will distribuys fyers 

among local businesses and community faciihias and instautions, 

For bach sponsoring organizstian, divida the provided text into a customized Est, prioritising 
the informatinn trom most mporisnt ro least. Ther use aach list tM create a custemizod fiynr 

for the corresponding oryerization. The three Slyers mest contain exactly the seme textual 
content, but each soust sypagraphicaly rect ts customeed visual hierarchy. Consider the 
relationship benween the objections of each organization, dha visuat hierarchies you estab- 
fished, and your design chaices 

«Whats 9 layour? 1 

2. How should the sudiencn’s sxpected interest level atfect te form of your designs? 

4 J]. Manis nd explain ench Lavy of Gata 

4. Yhatis a visual hierarchy? How should the visual hierarchy of design ehemonts invence: 
your layout? 

5, Explein the concept of reading gravity 

= 

NEV CELSES 

1. Look through a newsnaper or magozmo. Find exampias that show dittecent relationshins be- 
wae: fori ad contoee 

2. Look through some magarines to lind examples af text and/or images that Wtustrete wach of 
the Laws of Bostat, 

3. Selects brochure, busingss card, advertioomont, or masezine layout whose design Sefivy 
feeding gravity. Than select another design that complies with reading gravity. Overiay & 

piece of tracing paper on top of each design. and chart out a map of acrows, indicating the 
route 2 reader would most Shely navigete through esch design 3s a osu of emphasis 2nd 

placemant of alemests, 6. Sewer on advertisumnent from » magazine, Make 2 tit of exch component in the magazine iy 
the ordor you Datieve to he the dasignar's visual hierarchy. Then, make 3 naw list of the 

Santis elumenty, prioritizing them mto » dfferemt higtarchy Croste anew advertisement that 

is based on the new visuat hierarchy you deveinped. 

= Look thenuyh some magazines to tind five different examples of ways that designers have 
emphasized olemants of thois firyours. 

. Crvate a smali book in which each sprwad includes ony text (no images) describing each 
Law of Gestait ia bath its concent and is form~-this means you" need to expla each tee, 
0d ilusteote i using onby lmtectorms 

of each chapter and allow the reader to assess their 

Review questions and exercises are located at the end 

understanding of the chapter. Exercises are intended to 

reinforce the chapter material through practical application. 
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Block book, Apocalypsis Sancti Johannis, Germany, 1470 CE. 

© Lessing J. Rosenwald Collection, Library of Congress, 

Washington, D.C. Used with permission. 



objectives 
e Recognize the interdependent relationship between design, technology, 

and social forces 

e Understand how type has impacted human culture 

e Trace the evolution of typography and printing processes through history 

e Learn the historical significance of a variety of type design styles 

e Contemplate a variety of artistic ideologies and their typographic implications 

e Synthesize innovative designs using ideas and images from the past for inspiration 

introduction 

Written language has been a powerful agent of change for the cultures of human 

Civilizations for thousands of years. Political, social, academic, artistic, musical, 

scientific, religious, and technological forces have been guided and transformed by 

written language, just as written language has evolved out of the scope of these human 

experiences and institutions. 

Throughout history, the development of technological advancements has been 

instrumental in the progression of typography as a tool and as a design form. New 

technologies have always inspired designers to explore new capabilities and challenge 

the boundaries of existing visual language structures, in order to express their unique 

experiences and differentiate themselves from their predecessors. 

Typography has traditionally been defined as the study, use, and design of sets of 

identical repeated letterforms. Though typography evolved from one-of-a-kind 

handwritten scripts, the development of printing technologies so drastically changed the 

nature of written communication, that the term typography was coined to describe it. 

Whether the typefaces look formal or informal, geometric or organic, messy or clean, 

their typographic quality has been based in their reproducibility. However, even this 

definition has been challenged with recent digital typographic innovations that push the 

boundaries of type use and design. 
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10,000 sce — 400 cE THE BEGINNINGS OF WRITTEN LANGUAGE 

5SUU L cd 

e begin to explore the history 

of type by examining hu- 

mankind's earliest remaining 

communicative markings—cave art. 

3000 cE: Early Sumerian Writing 

Sometime before 3000 BcE, Sumerian people living in Mesopotamia used pointed 

styluses to draw pictograms on clay tablets to create permanent records of busi- 

ness transactions. Some of these clay tablets have survived, providing glimpses of 

Petroglyphs (rock engravings) and the nature of the visual communications of their creators. By around 2500 Bce, the 

pictographs (cave paintings) were _ Sumerians had adopted technological and conceptual innovations that made writ- 

left behind over ten thousand years __ ing quicker and easier. They developed a writing system, called cuneiform, in which 

ago by early humans, who used what a wedge-shaped stylus was pressed into the clay using small strokes (Figure 1-2); 

the marks had become ideograms instead of pictograms. This allowed for a smaller 

list of symbols to memorize and practice writing. By studying Sumerian written lan- 

guage, archeologists are able to trace an evolution from pictograms to ideograms, 

and eventually to phonograms (symbols that represent sounds). 

they had available to record their ex- 

periences. They mixed natural pig- 

ments with animal fat to make paints, 

or they carved images into stone. 

Prehistoric people made marks rang- prs) )) 0 Egyptian Hieroglyphics 

ing from representative images to i Aner ne ty. i 

abstract symbols (Figure 1-1). 

Sometimes these markings were in 

the form of pictograms (simplified 

images illustrating specific words), 

and other times they were in the 

form of ideograms (images that 

stand for concepts or ideas). How 

At the same time that Sumerians were devel- 

oping their writing system, Egyptians were de- 

veloping their own. Egyptian hieroglyphics 

(Figure 1-3) also started as pictograms before 

3000 BcE and eventually evolved into a com- 

plex combination of pictographs, ideograms, 

and phonograms over the next three thousand 

years Or So. 

these prehistoric visual communica- figure PO | 

tions were used and how common 

they were cannot be determined be- A Sumerian clay tablet with 
cause all that remains are the few cuneiform characters tallying 

most sturdy and remote specimens. shed and goats taal ton 
ancient southern Mesopotamia. 

© Gianni Dagli Orti/CORBIS. 

figure 1-1 
figure 1-3 | 

Egyptian hieroglyphics, detail from the Book of 

the Dead. © Sandro Vannini/CORBIS. 

Paleolithic cave 

painting at Lascaux. 

© Bettmann/CORBIS. 
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In ancient China, people were also developing written language and technologies to sup- 

port their use. Chinese legend tells us that around the year 1800 Bce, a man named Ts’ang 

Chieh was inspired by the footprints and claw marks of animals and birds to develop his 

own written marks. The result was Chinese calligraphy. Ts’ang Chieh’s symbols were ab- 

stracted pictographs and logograms (a symbol that represents a whole word, like @ or $ 

or #). The oldest surviving examples of Chinese calligraphy are oracle bone writings 

(Figure 1-4), which were carved into bones and tortoise shells to communicate with dead 

ancestors and tell fortunes. There is also evidence that Chinese people wrote on bronze 

objects like coins, containers, and weapons. They also used bamboo pens to write on silk 

cloth and on wooden and bamboo slats. 

Around 1500 sce, Phoenician people were ¢ 

also using an abstract phonogram-based ‘! gure | 1-5 | 
alphabet of twenty-two characters (Figure 

1-5). Since Phoenicia was an important Gold sheet with Phoenician inscription, 

center of trade, the Phoenician language _ sixth century BCE. © Archivo Iconografico, 

was dispersed to various lands by mer-  S-4-/CORBIS. 

chants and other travelers. Other phono- 

gram-based written languages came into 

use around the same time and developed 

into Semitic languages: Hebrew, Aramaic, 

Demotic, and Arabic. 
Around 1000 Bce, the Greeks adopted 

the Phoenician alphabet. Over time, 

they adapted it into Greek by changing 

some consonants and adding vowels 

(Figure 1-6). 

figure 1-4 | 

Shang Dynasty inscribed oracle bone. 

© Royal Ontario Museum/CORBIS. 

AIS DAR 

2000 BceE: Papyrus figure | 1-6 | 

Egyptians wrote hieroglyphics using chisels 

on stone, but they also used brushes made 

of plant stems to paint hieroglyphic charac- 

: Ancient Greek writing on a tablet in 

: ters on more portable materials. Egyptians 

: 

| 

Delphi, Greece. © David Elfstrom / 

iStockphoto. 

| used the Cyperus Papyrus plant to make a figure | T=) 

paper-like material called papyrus (Figure 

papyrus documents were created around —}Yeptakomias, ca. 120 CE. Courtesy of Duke 
2000 BCE. University Rare Book, Manuscript, and Special 

Collections Library. 

; 1-7). Although it is unclear when the earli- Papyrus sample fom/Apollonios acral 

e est use of papyrus was, the oldest surviving ficial in the region of the Apollonopolites 
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figure 1-8 

Roman square capitals from a section of 

the inscription on the Trajan Column in 

Rome, 114 CE. 

LEG RERLEL SE EIIE OO LOTELE ISS SNS TSR LASTER IR 

190 BCE: Invention of Parchment 

Legend has it that around 190 BceE an 

embargo on papyrus led an innovative 

shepherd, living in what is now Turkey, 

to develop a paper-like writing surface 

made of leather, called parchment. To 

make parchment, animal skins were 

washed, stretched, scraped clean of 

hair, whitened with chalk, and pumiced 

smooth. Parchment became popular 

because of its flexibility, availability, 

and portability. 

10,000 ace ~ 400 ce: THE BEGINNINGS 
7 

WRITTEN LANGUAGE 

100 BcE: Roman Letterforms Develop 

Around 100 BceE, the Romans invaded 

Greece. Among the riches taken by the 

Romans were the contents of entire 

Grecian libraries. The Greek influence on 

Roman culture was substantial because 

the Greek cultural artifacts taken by the 

Romans were studied, revered, adapted, 

and dispersed throughout the Roman 

Empire. The Latin alphabet that we use 

today was used by the Romans, but is be- 

lieved to have grown out of a combination 

of Greek, Semitic, and southern Italian 

(Etruscan) influences. By the first century 

CE, there were two common Roman 

scripts: square capitals (Figure 1-8) and 

rustic capitals (Figure 1-9). Square capi- 

tals had only square capital letterforms, 

while rustic capitals were less formal. 

Because rustic capitals were slightly nar- 

rower and more rounded, they were 

faster and easier to write. Both square 

and rustic capitals had serifs (extensions 

added to the endpoints of letter strokes), 

which gave an air of stability and strength 

to the letterforms. Typically, words were 

not set apart by space, although some- 

times a centered dot separated words. 

105 cE: Invention of Paper 

In 105 ce, Ts’ai Lun of China reported 

having invented paper to the emperor. 

Ts‘ai Lun soaked rags and bark, and beat 

them to a pulp. Then he spread the fibers 

on a mold, pressed them flat, and peeled 

the resulting sheet of paper from the 

mold so it could be hung to dry. For thou- 

sands of years, paper continued to be 

made in this way. RR ERE ERS 

PEED 

figure | 1-9 | 

Rustic capitals, detail of Bede 

manuscript, eighth century. 

© David Reed/CORBIS. 

100 cE: Uncials 

By 100 ce, the Greeks had developed 

rounded letterforms called uncials (Figure 

1-10). Uncials required fewer strokes and 

so could be written more quickly and easily 

than square Greek letters. 

figure | 1-10 | 

Greek uncials, Codex Sinaiticus 

Petropolitanus, 350 Ck, by permission 

of The British Library [1701.d.1]. 
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200 cE: Pens with Nibs 

By the third century CE, Greeks were writing on pa- 

pyrus, parchment, metal, leather, wood, and wax 

and clay tablets using pens made from reeds with 

metal nibs attached to the ends to better regulate 

the flow of the ink. Around the seventh century, 

people started using goose quills as pens, with the 

hollow end split and shaped to act as a nib for more 

precision. In the twelfth century, people started 

cutting the quill pens at a greater angle. Later, pen 

nibs of different widths and shapes were intro- 

duced as attachments to quill pens. Each change in 

pen technology has drastically altered the shape of 

the pen’s strokes, and therefore has affected the 

evolution of handwritten scripts. 
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CHAPTER 1 5 

200 cE: Half-Uncials 

Half-uncials, which are shorter with ascenders and 

descenders, were first used in Greece during the 

third century, but didn’t gain popularity until the late 

sixth century (Figure 1-11). (Ascenders and descen- 

ders are parts of letters that extend vertically above 

and below the traditional guidelines.) Half-uncials 

are the precursors to lowercase letters. 

figure | 1-11 | 

Half-uncials, Msc.Patr.87, fol.79v, Hieronymus und 

Gennadius: De Viris Illustribus. Augustinus: De 

Haeresibus. De Cura Pro Mortuis 

Gerendaenchiridion De Fide, Spe et Caritate. 

Staatsbibliothek, Bamberg. 

300 cE: Roman Literate Class and Libraries 

By 300 ce, Rome had a literate class of merchants, 

scholars, priests, and governmental officials, and thirty 

public libraries to support their reading and reference 

needs. Literacy was growing. 

New Vocabulary 

ideogram: an image that stands for a concept or idea 

logogram: a symbol that represents a whole word, like @ 

or $or# 

petroglyph: a rock engraving 

phonogram: a symbol that represents a spoken sound 

pictogram: a simplified image illustrating a specific word 

pictograph: a prehistoric rock painting; also known as 

a pictogram 

typography: the study, use, and design of type 
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400 cE — 1450 ce 

he early medieval period was 

marred by Feudalism, a politi- 

cal structure in which wealthy 

landowning noblemen exercised 

dictatorial rule over the poor 

masses in their regions, whom they 

worked, taxed, and exploited at will. 

Most common folk in Europe had lit- 

tle self-determination and few re- 

sources. The early Christian arts of 

that period were luxuriant religious 

works intended for a wealthy or 

clerical audience. The late medieval 

period saw relative political stabil- 

ity, economic prosperity, and a 

growing population in Europe. Art 

was still ornate and religiously 

themed, but art forms were now ex- 

tended to the common people as a 

means of religious indoctrination 

and propaganda. The Byzantine and 

Gothic arts of the fifth to sixteenth 

centuries in Europe were both 

highly decorative and based on 

Christian themes. Monumental ar- 

chitectural elements, frescoed wall 

murals, rich textiles, and liturgical 

texts were created to satisfy the 

needs of the rites and ceremonies 

of the priestly class and of commu- 

nal worship. 

THE MEDIEVAL AGE 

400 ce: Illuminated Manuscripts in Europe 

Sometime during the fifth century, people started creating illustrated and illumi- 

nated books. Around 600 cE, Pope Gregory the Great's statement that “in images, 

the illiterate read” popularized book illumination among Christians as a method for 

preaching to the illiterate. Illuminations are illustrations and flourishes that deco- 

rate the pages of handwritten texts to illuminate, or reveal, their meanings. Often il- 

luminated manuscripts were adorned with gold leaf and rich colors that gave each 

page a majestic and holy presence. The practice of creating illuminated manu- 

scripts was popular in Europe until the fifteenth century CE when movable type 

__ was first used in Europe (Figure 1-12). 
Th 

(hes etre ne 

990 cE: Celtic Half-Uncials 

and Word Spacing 

In the late sixth century CE, half-un- 

cials began to gain popularity, par- 

ticularly in Ireland among the Celts. 

Celtic half-uncials (also called insu- 

lar half-uncials) were economical to 

use because they took up less 

space than uncials, and they were 

easier to read because of the in- 

creased differentiation between let- 

ter shapes (Figure 1-13). The Celtic 

scribes also initiated another prac- 

tice that increased legibility: they 

began to add spaces between 

words, making it easier for readers 

to recognize where words began 

and ended. 

figure 1-12 | 

Illuminated manuscript, The 

Book of Hours, Valencia, c. 1460, 

collection of the Koninklijke 

Bibliotheek. 

figure 1-13 

Insular half-uncials from The Book of Kells. 
© Stapleton Collection/CORBIS. 
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figure | 1-14 | 

Carolingian minuscules, MS 28 Folio 5 (verso), by 

permission of the President and Fellows of Saint 

John Baptist College in the University of Oxford. 

SSS 

700 cE: Woodblock Printing 

in China 

By the eighth century CE, the Chinese 

had developed a woodblock printing 

process, or xylography, that is still used 

today. Raised images and calligraphy 

were cut onto wooden slabs, which 

were then inked. The printer would 

transfer the ink to the paper by placing a 

piece of paper on the raised inked sur- 

face and rubbing the back. A fast printer 

could pull two hundred prints of a de- 

sign in an hour. Xylography is an exam- 

ple of relief printing—any printing 

process in which the ink sits on a raised 

surface. Early uses of this printing tech- 

nology included paper money and play- 

ing cards, so the public quickly became 

exposed to printed materials like cur- 

rency. Eventually, whole books were 

also created this way, which at first 

were in scroll form. The first woodblock 

printed book was a Buddhist text called 

the Diamond Sutra (Figure 1-15), pub- 

lished by Wang Jie of China in 868 CE. 

figure | 1-15 

CHAPTER 1 i 

789 cE: Carolingian Minuscules 

Charlemagne, the first emperor of the Holy Roman 

Empire, gathered a posse of scribes in 789 cE to create 

new copies of important religious texts, to be dissemi- 

nated throughout Europe. Charlemagne’s cadre of 

scribes worked at his direction to set standards that 

would ensure the quality of the books they would pro- 

duce. This process included devising a standardized al- 

phabet, which was derived by combining 

characteristics of Celtic half-uncials with traditional 

Latin majuscules, or capital letters. Carolingian minus- 

cules were the result—direct ancestors to the lower- 

case letters that we commonly use today (Figure 1-14). 

First printed book, the Diamond Sutra, by permission of 

The British Library [fp Or.8210p2]. 
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cE: THE MEDIEVAL AGE 

1200 ce: Blackletter Scripts 

Over time, the costliness of parchment led 

scribes to economize by using narrower and 

narrower lettering styles. By the thirteenth 

century, European Gothic designs had taken 

on a heavy, rigid, tall, narrow appearance 

that seemed to stretch upward toward the 

heavens. These rhythmic, narrow, sharp, 

rigid Textura scripts of the Gothic period are 

commonly referred to as blackletter be- 

cause of their visual heaviness (Figure 1-16). 

1040 ce: Movable Type Used 

in China 

Around 1040 ce, a Chinese man named Pi 

Sheng became renowned as a master of 

movable type, and he may have been its 

inventor. Pi Sheng affixed individual clay 

stamps, each bearing a relief of a 

Chinese character, in sequence on a 

waxed iron plate that could then be used 

like a woodblock to print an entire page 

at once. The stamps could be removed 

afterwards and reused for future de- 

signs. This technology didn’t gain much 

popularity in China because the large 

number of Chinese characters made 

sorting stamps for reuse impractical. 

Textura blackletter script. 

© Historical Picture Archive/CORBIS. 

figure 1-16 | 

figure 1-17 | 

Watermark, 1484, 

Netherlands, collection of 

the Koninklijke 

Bibliotheek. 

1276 CE: First Watermark 

In 1276 ce, the first paper mill in Europe was established in 

Fabriano, Italy. Arab soldiers in Samarkand had learned how 

to make paper from Chinese war prisoners in 751 CE, and 

knowledge of the handmade papermaking process spread 

from Samarkand to Italy by the twelfth century. The mill used 

water-powered machines to pound rags into pulp to be 

made into paper, making paper a lot cheaper to produce. 

That year, Fabriano Mills became the first to use a water- 

mark to distinguish its papers from those of its competitors, 

though other mills were quick to pick up on the idea and pro- 

duce their own watermarks (Figure 1-17). A watermark is a 

kind of a trademark that is built into fine papers by including 

raised designs in the paper molds. These raised designs 

create areas of varying density in the paper that are visible 

when held up to the light. Watermarks, along with gold- 

smith’s marks, were among the first trademarks ever used to 

promote commercial brand recognition. Many paper mills 

still use watermarks today in their finer papers. 
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CHAPTER 1 9 

1300 ce: Whiteletter Scripts 

In fourteenth century Italy and southern Europe, a style of script 

called whiteletter was emerging (Figure 1-18). These scripts evolved 

from Carolingian minuscule scripts, and were significantly lighter, 

rounder, and less ornate than blackletter scripts of the era. 

figure 1-18 | 

Whiteletter script from Epistola ad Acaceum by Cyril of 

Alexandria, 1488 CE. Courtesy of The Pierpont Morgan 

Library, New York [MS M 496, f.168V]. 

1300 cE: Block Printing 

Industry Flourishes 

By the 1300s, woodblock printing technol- 

ogy had made Its way from China to Europe 

by way of travelers, most of whom were 

merchants or soldiers. Within a hundred 

years, gaming and tourism had become 

driving factors in the spread of woodblock 

printing throughout Europe. Printers saw 

that it was profitable to produce souvenir 

devotional prints for tourists who were vis- 

iting shrines and playing cards for the gen- 

eral population, and so the block printing 

industry flourished. 

1440 cE: First Printed Books 

in Europe 

In the mid-1400s, printers in Europe 

started using the woodblock printing 

process to print whole books of thirty to 

fifty pages (Figure 1-19). Text and images 

were generally cut into the same block of 

wood for printing, often in a format resem- 

bling modern day comic books. Usually the 

books were religious in theme, intended to 

teach religious stories and values to illiter- 

ates, but soon became a tool for increas- 

ing literacy. 

~~ New Vocabulary 

relief printing: any printing 

process in which the ink sits on 

a raised surface 

watermark: a kind of trademark 

that is built into fine papers by 

including raised designs in the 

paper molds; these marks are 

visible when the paper is held up 

to the light 

xylography: a relief printing 

process in which raised images 

and calligraphy are cut onto 

wooden slabs and inked 

figure | 1-19 | 

LERNER ATE 

Block book, Apocalypsis Sancti Johannis, 

Germany, 1470 CE. © Lessing J. Rosenwald 

Collection, Library of Congress, Washington, 

D.C. Used with permission. 



10 | history of type | 

1450 ce — 1650 cE 

he Renaissance of the four- 

teenth and fifteenth centuries 

was a time of great growth in 

the arts and the sciences in Europe. 

This growth was partially fueled by 

the invention of printing technolo- 

gies whose effects were wider liter- 

acy and cultural awareness. 

Renaissance literally means “re- 

birth,” and it truly was a time of re- 

birth for the people of Europe—from 

a predominating worldview based 

on superstition to a new one based 

on scientific rationalism. It was also 

a period of rebirth for the arts and 

the study of Greek and Roman clas- 

sical ideals and love of learning. 

Renewed public interest in ancient 

Greek and Roman art and design 

spurred a growing use of whitelet- 

ter scripts throughout Europe. 

figure 1-21 

Gutenberg’s 42-line Bible, by permission 

of The British Library [C.9.d.3]. 

THE RENAISSANCE © 

1470 ce: Humanist Type 

In 1470, Nicolas Jenson cut a highly 

legible typeface based on the whitelet- 

ter scripts that scribes were currently 

using in Italy (Figure 1-20). Jenson’s 

typeface and others like it are referred 

to as Humanist typefaces because they 

are based on the handwriting of Italian 

scribes. Digital revivals of Humanist 

typefaces can be found on pages 83-90 

of this book. 

EDT ERE EERO ESE EE IED OIE SIEGES aS 

1455 ce: Movable Type Used in Europe 

Johannes Gutenberg's 42-line Bible became the first book printed in Europe using 

movable type technology in 1455 (Figure 1-21). Gutenberg, who lived in Mainz, 

Germany, had toiled for over two decades to invent a functional printing press with in- 

terchangeable reusable letters and the appropriate inks for the process. Gutenberg’s 

printing press was based on the technology of existing wine presses (Figure 1-22). 

uximus.Quo quidem in | 
ruluplicem doctrina iliius 
pfi facta iuentagq; fuerun 

ulto certius atque diftiné 

ercepifte mihi uidetur. It 

figure | 1-20 

Humanist type printed by Nicolas Jenson, 

1470 cg, Eusebius Pamphili, De evangelica 

praeparatione, Venice. Courtesy of the Library 

of Congress, Washington, D.C. 

With only slight modifications and improve- 

ments, this technology was used for print- 

ing during the next four hundred years. 

figure | 1-22 

Gutenberg’s printing press. 
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1500 cE: Old Style Typefaces and the 

First Independent Foundry 

During the sixteenth century, new lighter, more legible typefaces 

that were based on Humanist typefaces were being designed and 

widely used in France. These typefaces, called Old Style typefaces, 

would eventually become the standard in Europe and in the New 

World. Two designers who were instrumental in the development 

and popularization of these typefaces were Geofroy Tory and 

Claude Garamond. Tory was a designer, author, engraver, and let- 

terpress printer—a multitalented, true “Renaissance man.” He de- 

signed and helped to popularize Old Style typefaces by using them 

extensively in his own printshop. Tory’s widely read book of 1529, 

Champs Fleury, asserted that roman capitals should be based on 

figure 1-23 | the proportions of the idealized human body (Figure 1-23). Claude 

Garamond established the first independent type foundry that was 

Champs Fleury by Geofroy Tory, 1529. © 2004 from the Lessing J,  0t affiliated with any printshop in 1530. He popularized Old Style 

Rosenwald Collection, Library of Congress. Imaged by Octavo typefaces by selling his typefaces to printshops all over Europe. 

(www.octavo.com). Used with permission. See pages 93-101 to view digital revivals of Old Style typefaces. 

ESTELLE EIS IT LY DE IIL IE DIGI EEL LER DID EL EDIE IAEC ELLIS LLL PER ITLL ELIS. LEELA TIERS ALD DRL SLL ISE LV RSLS OEE, 

1455 cE: Broadsides and Broadsheets 

One of the earliest uses of movable type was the printing of single-page journalistic broadsides that could be posted or distributed like 

flyers, and broadsheets, which had news items printed on both sides and might even be folded. Broadsides and broadsheets were 

printed irregularly, but were the ancestors to newspapers, posters, flyers, and brochures. 

1461 CE: Growth of Printing Industry in Europe 

The period between 1455 and 1500 marked a shift from handwritten manuscripts to printed books all across Europe. Books produced 

during this era are called incunabula (Latin for “cradle” or “swaddling cloth”) because these books were produced during the infancy 

of printing. Until 1461, there were few printshops outside of Mainz, Germany. However, in that year, Mainz was sacked and burned by 

soldiers in a rivalry between two archbishops, and many townspeople, including printers, fled to other parts of Europe. This quickened 

the spread of movable type printing technology across Europe. In 1470, there were only fourteen printshops in all of Europe; only thirty 

years later, there were printshops in over two hundred European towns, and more were being established all over the world. 

1465 CE: Intaglio Printing Processes Developed 

Around 1465 ce, people in France started using intaglio printing processes. Intaglio refers to any printing process in which the ink sits 

below the surface of the plate. At first, people made drypoint engravings—that is, they would scratch an image into a sheet of copper, rub 

ink into the grooves, and then press paper against the plate to transfer the ink. Scratching grooves into metal was hard work, so people 

soon started developing easier engraving methods. For instance, the etching process involved coating a metal plate with a wax resist, 

scratching a design into the wax, and then placing the plate into an acid bath. The acid would bite grooves into the metal wherever the 

resist was missing. Etching and other engraving methods would become important to the development of type design, because finer lines 

could be achieved with engraving than with relief printing. 
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1450 ce — 1650 ce: THE RENAISSANCE 

1500 cE: First Italic Typeface 

Around 1500, the first italic typeface was cut by Francesco Griffo at the commis- 

sion of printer Aldus Manutius (Figure 1-24). Its purpose was to emulate Italian ver- 

nacular handwriting, and to take up less space on the page so that its publisher 

could market a new pocket-sized book. This italic was not a type style of another 

existing typeface, but a separate, independent typeface. 

EMPEREGOAVDITOR 

tantuminunquam ne reponam 
$ V exdtus tottes ranai thefeide 

Codri? 
I mpune ergo mbirectanerit ille 

: fo gat sé 
+H se confum pferit ingens 
© elephustaut fumni plena iam margne Libri 
_S criptus, erin tergonec dum finitus, Oveftes? 
_N ottmags melli donms oft {ua, quam mbilucs 
_M artis et eoliis uicnumrupibus antrum 
VV uletni. Quid agent uentt, quds terqueat wmbras 
A eas unde dlins furtine deuchat aurum 

New Vocabulary 

incunabula: term for books pro- 

duced during the shift from 

handwritten manuscripts to 

printed books; Latin for “cradle” 

or “swaddling cloth” 

intaglio: any printing process in 

which the ink sits below the sur- 

face of the plate 

figure 1-24 | 

The first italic, page from Juvenal and F 

Persius, commissioned by Aldus 1957 ce: Script Typefaces 

Manutius, cut by Francesco Griffo, In 1557, the first script typeface to be based on a cursive handwriting 

1501 CE, Staatliche Museen. Courtesy of style was cut by Robert Granjon of France, who called the typeface 
Bildarchiv Preussischer Kulturbesitz / Art 

lettre francoise d’art de main. However, this graceful script style 
Resource, New York. 

came to be known as Civilité because of its early use in a book of chil- 

dren's etiquette called La Civilité puerile. Granjon intended the type- 

face to be a French version of the Italian italic styles that had become 

popular in Europe. Civilité type eventually fell out of use, however, be- 

cause it couldn't compete with the superior legibility of italics. 

<a PEttrene en a Bees 



1650 0 - 1765 ce 

he eighteenth century is called 

the “Age of Enlightenment” be- 

cause people were embracing 

progress, logic, and scientific rea- 

soning. They were also questioning 

the veracity of existing institutions, 

traditions, and authorities. The new 

ideas and philosophies that were 

emerging regarding conceptions of 

human nature and society set the 

stage for the democratization and 

globalization that were to come. In 

the art and design of this era, we see 

a shift away from the production of 

religiously themed art, toward 

themes of human nature, lifestyles, 

and cultural experience. 

——THEAGE OF ENLIGHTENMENT = 

CHAPTER 1 13 

1692 CE: The Beginning of Transitional Typefaces 

In 1692, King Louis XIV commissioned a new typeface to be cut that would be meant for 

only the court's royal use. The result was Roman du Roi, cut by Philippe Grandjean and 

first used in 1700 in Medailles de Louis XIV. This typeface was designed using drafting 

tools and a mathematical grid system (Figure 1-25). Introduction of this typeface marks 

the beginning of the use of Transitional typefaces, which showed increased precision, 

higher contrast between the thick and thin parts of characters, and a new symmetry and 

vertical stress that reflected improvements and changes in technology. Engraving, which 

had become a popular medium for production of documents like broadsheets and 

posters, had started a trend toward greater refinement of hairline strokes (secondary 

strokes). Developments in type casting allowed finer relief forms to be printed without 

breaking, and changes in the shaping of pen nibs were causing more vertical angles of 

stress in handwritten letterforms. (Strokes and angles of stress will be discussed further 

in Chapter 2.) 

figure | 1-25 | 

Roman du Roi by Philippe Grandjean, 1700 ce, from Printing Types 

by Alexander Lawson. Copyright ©1971 by Alexander Lawson. 

Reprinted by permission of Beacon Press, Boston. 
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1650 cE - LOSS THE AGE OF ENLIGHTERMENT 

ABCDEGH As SieP) His Co le MOB AIN 
By W. CASLON, Letter-Founder, in Ironmonger-Row, Old-Street, LONDON. 

Dovusie Proa RoMAN, 
nv be tt faves amen bp the uae ABCDEFGI 

ABCDBE 

figure | 1-26 

Rococo typefaces by Fournier 

le Jeune, Manuel 

Typographique, 1764. 

FGHK| 
JMLN 
NOPRSXU 

BLMNOPQ. 

A B C Dauble Pica lalick. 

ABCDEFGH 
ABCDEFGHIUK (ore etic nia, nino 
ABCDEFGHIKLMN AB CDEFGHIJKLMNOPQRS 

French Cannon. 

Exoxren Roman 
usufque tandem abut i 

ssapnslia iy ef 

Quoufque tan- * eee or 
dem abutere, eit 
Catilina, pati- 

— Quoufue tandem Chex agerie, esafoles dafe' 

Sethi cE 

1720 cE: Rococo Style 

The Rococo style was popular in France from 

about 1720 to 1770. It was an ornate lavish style, 

full of flourishes and ornamentation, that re- 

flected the taste of the privileged class for ele- 

gance, comfort, and a worry-free lifestyle. 

Rococo’s influence on type and print can be seen 

in the decorative layouts and typefaces of Pierre 

Simon Fournier le Jeune (Figure 1-26). 

1720 cE: William Caslon Establishes a Type 

Foundry in England 

William Caslon started a type foundry in England 

in 1720, around the same time that Transitional 

typefaces were all the rage in Europe. Despite the 

fact that Caslon’s Old Style type designs weren't 

particularly innovative or fashionable for his time, 

they were widely used in England because there 

were very few punchcutters there due to the 

strict censorship laws of the 1600s. English colo- 

nialism helped to spread the use of his typefaces 

to countries all over the world, establishing them 

as a standard worldwide. Caslon’s first specimen 

sheet, produced in 1734, is pictured in Figure 1-27. 

Quoufque tandem abutere, Cati- Quo nfque tandem abutere, Catili- aoytain, Char att and everp of the Catt 

Jina, patientin noftra? quamdiu na, patientia noftra ? quamdiu thequee “ills te be mae cxth by sive 
nos etiam furor ifte tuus cludet? nos etiam furor iffe tuus cludel? WEEDESOOICELYND PORSE 

A B ( D EK quem ad finem fee effienata jac. gucne ad finem fife effrenata jac~ mes, 
ABCDEFGHJIKLMNOP 4BCDEFGHTIKLMNO yetn eae wie 

A BOC DERG. __ cuca Pancen Rostax. Great Primer Tealich 
Quoulque tandem abutére, Catilina, pa- “Qyeufque tandem abutére, Catitina, pa- 
tientia noflra?_quamdin nos etiam fu- tientia noflra P quamdiu nos ctinns fie~ 
ror ffte tous eluudet? quem ad Gner fe- ren i/o sats eluder # guens ad fnew: fife OAR AT YIAGA YGINS SYG TN hints 

afrenata jutlabit audacia ? pihilae t 
Min preofidium palatit, 

bis vigilix, nibil timor populi, nilikcon- &rs ce, mibil tisnon ABCDEFGHIJKL sine ppl ilcone Sere, pili, wibil me Po 

LMNOPRR 

Beglip elick 

“afidian 
mer pe ohh 

: wantin 
High KLMNO PRRS To 

x fra 
at dene, mane fe es id, wievoude, go No, ns bapaans 

4 gusalans dn bae eos, 

this 4H, of CO iuaity of them as Mhalt front 

Healt oes. a iit ts ev te 
etagey ta ss a aa 

a Goldie, 

arr NHSAR Per fit iam yerhAr 
(AMZ WEIN GIMAT PITTOAIMASSHS PGINS 

aa Copel 
Then ovapacn 4b obsad ieree ness mee 
Apsr MUL’ AC WE oTLONL Epox Ne O4OB, 
AarcoS'h oeycars WegooH exten qewrat orFog, 
OME iereet aspires exten tumoes 0 

fea Arnie. 

wy wong byl he Sn att, 
r bee Acne “i ee Ky fe cere 

toy paler mene ren re 
rpiaacrgagy te Lavay poms ret bth 
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figure | 1-27 

Caslon’s first specimen sheet, 1734 CE, by 

permission of the British Library [C.180 

ff.4(2)]. 

aaa 

1737 CE: Type Measurement Systems 

As printers increasingly bought fonts from 

type founders rather than self-producing 

them, the need developed for some sort of 

standardization of type sizes. In 1737, Pierre 

Simon Fournier le Jeune was the first to pro- 

pose and publish a standardized system of 

measuring type, referred to as the Fournier 

Type Measurement System. He then went on 

to apply this method by developing the first 

type family—a set of characters of an indi- 

vidual typeface, cut in a variety of sizes. 

These differing sizes of the same typeface 

could be used together to create type lay- 

outs with a consistent feel. To promote ac- 

ceptance of his system, Fournier based the 

type sizes on colloquially used sizes of the 

day, rather than on any established scale of 

measurement. As use of the French foot be- 

came dominant, this lack of compatibility be- 

_ came a source of frustration for printers. 
FLEETS LNG LAVELLE TTR aR A NL PLP aU THY a ER ODEN a AEROS 
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P, VIRGILII MARONIS 

GEORGICON. 
LIBER PRIMUS. 

Ap C. CILNIUM MAECENATEM. 

1757 ce: John Baskerville Develops 

Transitional Typefaces 

A key designer in the development of Transitional typefaces 

from 1757 to 1775 was John Baskerville of England. He loved 

and participated in all aspects of bookmaking; he designed 

and cut type, printed books, and improved printing and pa- 

permaking processes. His typeface designs extended the 

trends set by the Transitional typeface Roman du Roi of in- 

creased refinement and mechanization of typefaces, and 

higher contrast between thick and thin letter parts (Figure 

Up faciat letas fegetes, quo fidere terram 
Vertere, Mzcenas, ulmifque adjungere vites 

1-28). Digitally revived type styles of Baskerville’s typefaces 

can be found on pages 106-107. 

figure 1-28 | 

Latin Virgil, printed by John Baskerville, 1757 CE, 

from Printing Types by Alexander Lawson. 

Copyright ©1971 by Alexander Lawson. Reprinted 

by permission of Beacon Press, Boston. 

SSS SSTENO RE 

Another problem was the naming conven- 

tion Fournier had used to identify type sizes; 

often named for the works in which they had 

first appeared, the names seemed arbitrary 

and confusing, sharing no clear relationship 

with each other. 

In 1785, Francoise Ambroise Didot im- 

proved Fournier's Type Measurement 

System by adapting the standard point size 

to correlate with the French Royal inch 

(which is slightly larger than an English 

inch). This made reconciling the standard 

sizes of type with the standard sizes of 

paper, which was measured in French feet 

and inches, much easier for printers. 

Didot’s system was also more user-friendly 

than Fournier’s because the subjective 

common names given by Fournier for type 

sizes were replaced with numbers that in- 

dicated actual point size. The Didot Point 

System quickly gained popularity, and is 

still in use throughout most of Europe. 

English-speaking countries like Britain and 

America use the English foot as a standard 

measure, Instead of the slightly larger 

French foot. The American Point Scale, 

which was adopted in 1886 by the U.S. 

Type Founders Association, is based on the 

English foot rather than the French foot, 

and also correlates to the metric system. 

The American Point Scale redefined a 

point as being 1/72.27 of an English inch. 

A more recent development in type meas- 

urement has been the adaptation of the 

American Point Scale to the PostScript 

Point Scale. Most computer programs use 

the PostScript Point Scale, in which the size 

of a point has been rounded to exactly 1/72 

of an inch for simpler conversions between 

points and inches. Because the PostScript 

scale is used in computer applications inter- 

nationally, this type measurement scale has 

become prevalent worldwide. 

Conveniat: que cura boum, qui cultus habendo 
Sit pecori, atque apibus quanta experientia parcis, 

5 Hinc canere incipiam. Vos, o clariflima mundi 
Lumina, labentem coelo quz ducitis annum, 
Liber, et alma Ceres; veftro fi munere tellus 

Chaoniam pingui glandem mutavit arifta, 
Poculaque inventis Acheloia mifcuit uvis: 

10 Et vos agreftum prefentia numina Fauni, 
Ferte fimul Faunique pedem, Dryadefque puellz: 
Munera veltra cano. Tuque o, cui prima frementem 

Fudit equum magno tellus percuffa tridenti, 

1750 cE: The Hot Press Paper 

Finishing Process 

Sometime in the 1750s, John Baskerville 

developed the Hot Press process for fin- 

ishing paper to make it extra smooth. 

Baskerville wanted his publications to 

look pristinely refined and elegant, and 

so he developed a secret process in 

which he was able to smooth the sur- 

face of papers, probably by pressing 

them between heated polished copper 

plates or between copper rollers. 

Baskerville also developed a new 

deeper, more lustrous black ink for his 

printings, by adding lampblack to a lin- 

seed oil and resin mixture. 
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1765 ceE— 1900 cE es JHE INDUSTRIAL REVOLUTION 

n 1765, the invention of the first efficient steam engine by James Watt of 

Scotland marked the beginning of the Industrial Revolution, a time when 

mechanization and industrialization were rapidly occurring in Europe and 

America. New technologies like the steam engine, the electric light, the tele- 

phone, and the power loom were causing enormous upheaval in many coun- 

tries. Production of goods was becoming increasingly mechanized, and the 

world saw a great shift from agriculturally based economies to industrially 

based ones. People were moving from rural areas to cities, seeking employ- 

ment in factories where mass production and assembly-line division of labor 

were lowering prices and making products widely available. Economies were 

shifting power from monarchies and landowners to capitalists and corpora- 

tions, and as a result, many countries were experiencing increased democra- 

tization. Common people suddenly had buying power, and there were many 

products to choose from. People were empowered by their newly increased 

spending power and mobility, and they revolted against the hoarding of 

wealth, resources, and power that had been celebrated by the lavish Rococo, 

Gothic, and Baroque aesthetics. In addition, archeological excavations in and 

around Rome during the 1790s renewed a public taste for the simple classical 

elegance of ancient Rome and Greece. Around the globe, people were estab- 

lishing a new vision for the future and a new mechanized typographic aes- 

thetic to express it. Although the industrial revolution initially reduced literacy 

rates because the increased demand for child labor in factories meant fewer 

children attending school, the enactment of child labor laws and mandatory 

school attendance helped to turn around falling literacy rates. 

The technological advances of the Industrial Revolution brought about a new 

modern age, full of new conveniences and innovations. In the visual arts, 

new production methods and materials were influencing the look, quantity, 

and quality of commercial products, which were increasingly mass-pro- 

duced. However, people who lived at that time had to adjust to enormous 

economic, social, environmental, and aesthetic changes in a relatively short 

period of time. Some people welcomed and celebrated these changes, while 

others mourned the loss of quality and individuality that had been sacrificed 

in the name of progress. The design styles that emerged around the turn of 

the century were symptomatic of people trying to cope with and assimilate 

the new industrialized landscape into their lives. 

1784 ce: Modern Typefaces, Firmin 

Didot, and Giambattista Bodoni 

Firmin Didot of France cut the first Modern 

typeface in 1784—a dramatic font with thin 

serifs, extreme contrast, and a vertical 

angle of stress. Soon after, in Italy, a tal- 

ented perfectionist named Giambattista 

Bodoni began to produce typefaces that re- 

vealed his admiration for Didot's work. The 

simple mechanized typefaces that Bodoni 

designed were made of interchangeable 

parts, reflecting the machine age of that 

day. They were dramatically vertical in 

stress and high in contrast between thick 

and thin letter parts and between short and 

long letter parts, leaving large proportions 

of open space. Bodoni also set his text with 

wide margins and ample spacing for an 

open, airy modern feel. 

Both Bodoni and Didot were associated 

with the courts of their respective coun- 

tries, and had achieved some fame in their 

lifetimes. Their typefaces were widely rec- 

ognized and emulated. Typefaces like 

Bodoni's and Didot’s, with their increased 

drama and contrast of thick to thin parts 

and short to long parts, are referred to as 

Modern typefaces. This can be confusing 

for students, because the word “modern” 

is often used in reference to the Modern 

Art movement of the twentieth century. 

However, when we speak of the Modern 

family of typefaces, we are referring to the 

sparse, dramatic roman typefaces, like 

Bodoni’s and Didot's, that initiated the 

Modern age of the early nineteenth cen- 

tury. After Bodoni’s death in 1813, his 

widow published his Manuale Tipografico 

in 1818 (Figure 1-29). This volume included 

the 300 typefaces he had designed. Digital 

revivals of Modern typefaces can be 

viewed on pages 115-122 of this book. 
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figure | 1-31 

Selection of lithographed brand tins, nineteenth and twentieth 

GIAMBATTISTA BODONI | centuries. Private collection, Bridgeman Art Library. 

A CHI LEGGE. 

ND ep ee 

Exccovr i saggi dell'industria e delle 
fatiche mie di molti anni consecrati 

con veramente geniale impegno ad 

un’arte, che é compimento della pit 

bella, mgegnosa, e giovevole inven- 

zone degli uomini, voglio dire dello 

scrivere, di cui é la stampa la mi- 

glior maniera, ogni qual volta sia 

pregio dell’opera far a molti copia 

delle stesse parole, e maggiormente 

quando importi aver certezza che 

figure 1-29 | 

Manuale Tipografico by Giambattista Bodoni, 1818. 

1796 CE: Invention of Lithography Printing Process 

In 1796, Aloys Senefelder of Bavaria developed an entirely new printing process called 

lithography, which was based on treating a limestone so that it would attract ink in some 

places and repel it in others (Figure 1-30). Lithography is a planographic printing process, 

which means that the ink rests on top of a smooth surface rather than on raised areas like 

in relief printing, or in sunken grooves as with intaglio. Lithography allowed new freedom 

for designers, who could now easily reproduce drawn images and letterforms in a full 

range of tones, without concern for the structures of the letterpress or the cost or incon- 

veniences of engraving. Continued development of the lithographic process eventually al- 

figure 1-30 lowed colored and even photographic lithographs to be made (chromolithography). Offset 

lithography, which was patented in 1875 by Robert Barclay and John Doyle Fry of 

Lithography stone with image, from England, was used at first for printing onto tin for production of packaging containers 

Michael Twyman, Early Lithographed (Figure 1-31). By the early 1900s, offset printing presses for paper were developed that 

Books, 1990. could print full-color images using process colors, quickly and cheaply. These machines 

: became the standard for commercial printing, and are widely used today. 
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1765 ce — 1900 ce: THE INDUSTRIAL REVOLUT 

lo —— nl 
Tuesday Eve’ag, Oct. 18th, 1842. 

1810 ce: Display Typefaces 

An Extracrdinary Bill! Because of increased industrialization in 

age Rico cca | the late eighteenth and early nineteenth 

A me. JAVELLI centuries, there was suddenly an abun- 

Shouts of Approbation aad Appigate dance of products to buy, and since au- 

NIGHT OWL! _ tomated papermaking had made paper 

te UNABATED ATTRACTION} commonly affordable, advertising 

RAVEL FAMILY! boomed like never before. To make their 
ME. H. AND ‘Miss WELLS, advertisements stand out from all the 

Saaaaeieese= = thers, advertisers wanted to use bold, 

woth tober large, and decorative typefaces for dis- 

Rea: play. Among these novelty faces were 

peng ea = ___ the first Fat faces, the first three-dimen- 

Tight Rope y sional faces, the first Egyptian faces, and 

MADAME J4VELLL, ___ the first sans-serif faces. Printers tended 

"lsd cnaman | to use these pioneering novelty type- 
eee ovens eRe! 

MAZULME faces in centered cluttered eclectic 

THE NIGHT OWL! | - compositions (Figure 1-32). 
‘With nsw Soenet Drepees and Pa 

ot preset und P mr eee bere eave 

figure 1-32 

| vanities” Sarees, 
c DANoD 2 of BGYPTIAN DIU Dx nr] 

her, and Mr, Bt Welt, Victorian theatrical poster 

showing display type, 1842. 

1810 cE: First Fat Faces 

In 1810, Bower, Bacon, and Bower of Sheffield issued a type 

specimen book that included the first Fat faces, which were 

quickly emulated by other foundries. Fat faces were exagger- 

atedly heavy typefaces that were intended for display, but 

some were barely legible even for display purposes. A digital 

_ typeface called Bodoni No2 EF Ultra (see page 116) was 

i closely based on an early Fat face design. 

1814 cE: Invention of the First Steam- 

Powered Printing Press 

Friedrich Kénig mechanized the printing in- 

dustry by inventing the first commercial 

steam-powered printing press for The 

Times of London. The Times became auto- 

mated on November 29, 1814, and on that 

day, the new technology that had printed 

the newspaper was also featured as the 

cover story (Figure 1-33). Other newspa- 

pers soon followed The Times example. 

Mechanization of the printing industry dra- 

matically decreased the price of newspa- 

pers and books, and increased readership. 

figure 1-33 | 

The Times of London, November 29, 1814. 
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1815 cE: First Three-Dimensional 

Typefaces 

A typeface designed to look three-dimen- 

sional was first introduced as a novelty face 

in 1815. Advertisers were quick to pick up on 

the idea, and soon there was an abundance 

of three-dimensional typefaces being used 

in advertisements (Figure 1-34). You can find 

a digital font called Vineta that is reminiscent 

of early to mid-nineteenth-century three-di- 

mensional typefaces on page 157. 

1816 CE: First Sans-Serif Typefaces 

Four Lives Pica iv Suape, 

RUBNITURE, | 
Fre Loves Pica Anrievr. 

mame nt 
figure 1-34 

First three-dimensional and Egyptian 

typefaces, printed by Vincent Figgins, 1815. 

Courtesy of the estate of Berthold Wolpe. 

The first sans-serif typeface was introduced by William Caslon in 1816, as a variation on 

the Egyptian-style display typeface that had become prevalent (Figure 1-35). Although 

sans-serif typefaces weren't tremendously popular at first, several foundries did pick up 

on the idea and offer some. Each foundry that designed typefaces without serifs named 

them differently, originally calling them names like Dorics, Grotesques, Gothics, Sans-sur- 

ryphs, and Sans-serifs. It wasn’t until the twentieth century that sans-serif typefaces be- 

came widely used for purposes other than display. 

M4 CASLON JUNR > 

figure 1-35 | 

First sans-serif typeface, printed by : 

William Caslon, 1816. Courtesy of the . 

estate of Berthold Wolpe. 

1822 ce: Early Development 

of Photography 

The first photographic image was 

created in 1822 by Joseph Niepce of 

France, paving the way for photo- 

lithographic and phototypesetting 

processes to come. The growth of pho- 

tography over the years had profound 

effects—not only on the definition and 

role of traditional illustration in design, 

but also on the compositional ap- 

proaches to type and image layout that 

designers would employ. 

LETTERFOUNDER | 
SSE 

1827 cE: Wood Used for Type 

Advertisers wanted bigger and bigger 

typefaces for display, but large metal type 

was impractical because it was expensive 

and heavy to work with and transport. In 

1827, an American named Darius Wells in- 

vented a machine that could cheaply 

mass-produce large, light-weight type out 

of wood (Figure 1-36), and in 1934, William 

Leavenworth invented a lateral router that 

worked with Wells’s machine to produce 

highly decorative typeface designs. 

Novelty typefaces became even more out- 

rageous and abundant, making for even 

more chaotic and esoteric designs. Some 

current digital typefaces that are based 

closely on early decorative designs, called 

Victorian, Bearded Lady, Kismet, and 

Playbill, can be found on pages 158-159. 

1816 CE: First Egyptian Typefaces 

Egyptian typefaces initially emerged as 

novelty typefaces for display in the early 

nineteenth century (Figures 1-34 and 1- 

37). Egyptian typefaces are easy to rec- 

ognize by their distinctive squared, 

slab-like serifs and the low contrast be- 

tween their thick and thin letter parts. 

The name “Egyptian” may have been se- 

lected to draw a reference to the blocky 

horizontal look of Egyptian hieroglyphics, 

which were in the public eye at the time, 

due to the recent excavation of the 

Rosetta Stone by Napoleon’s troops. An 

Egyptian typeface that has enjoyed enor- 

mous popularity and is still widely used 

today is Clarendon, designed by Robert 

Besley in 1845. A digital revival of 

Clarendon can be viewed on pages 

124-125. 

figure | 1-36 | 

Wood type at the Hamilton Wood Type 

and Printing Museum. Photograph by 

Brad Knapp of the Karma Group. 
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1830 cE: Victoriana 

From the 1830s until the turn of the 

twentieth century, the Victorian style 

was popular. Named for Queen Victoria, 

the overly decorated appearance re- 

flected the optimistic sentiment that 

anywhere the eye would fall, it should 

find beauty. Highly decorative and de- 

tailed imagery of flowery vines, happy 

people enjoying comforts, and idealized 

classical scenes of antiquity adorned 

just about everything—printed materials 

from fine menus to professional trade 

cards to lowly invoice forms—were em- 

bellished with flowery borders and fan- 

tastic type. To Victorians, these 

abundant decorations represented the 

comforts that were newly available to 

the burgeoning middle class. Untrained 

in arts and design, Victorian manufac- 

turers drew on the ornate styles of the 

past, including Gothic, Baroque, and 

Rococo, using copious jumbled amalga- 

mations of visuals and type, without re- 

gard for any relationship between form 

and content. Consumerism was on the 

rise; there was an increasing variety of 

products being produced and sold, due 

to industrialization, and regular people 

now had buying power. A whole new in- 

dustry of chromolithographed children’s 

toys and books was emerging, based on 

a new modern notion of childhood as a 

time for nurturance and whimsy (as op- 

posed to the previously accepted con- 

ception of children as “little adults”). 

Technological advances in papermaking 

techniques, lithographic printing, and 

wooden type allowed manufacturers 

and advertisers to flood the market with 

bold and ornate announcements, adver- 

tisements, illustrations, and documents 

(Figure 1-37). 

figure 1-37 

Victorian trade card by 

John McGahey. Courtesy 

of Michael Twyman. 

POSSE BNL SE I EAH IG LP YM SR US SN OR SMP CS ERI oe EE 

1833 cE: The Penny Press and the Rise of Advertising 

Initially, most American newspapers were run by political parties or commercial inter- 

ests, and were sold by subscription at about six cents per issue to an elite audience of 

wealthy businessmen. Ben Day of Manhattan changed all that when he established 

the first “penny press” in 1833—an independent newspaper that was sold on the 

streets to the masses for only a penny per issue. Enabled by new inexpensive produc- 

tion methods and revenue from advertisers, the “penny press” democratized the na- 

ture of news reporting. More people could now afford to read the news, and content 

was now geared toward its expanding audience. This shift birthed a new journalistic 

ethic: that news reporting should be objective, rather than based on the biases of the 

paper's ownership. Of course, newspapers had new pressures to contend with from 

their advertisers, whose biases and interests sometimes became overly represented 

editorially. Nonetheless, this evolution of the press enabled the growth of literacy and 

the further development of printing technologies that positively impacted private 

presses and magazine publishers. In this way, advancements in news reporting cat- 

alyzed the increasing popularity of magazines and serial novels during the 1800s. 
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1867 cE: Ukiyo-e Design Style 

Political change in Japan caused a lifting of the restrictive policy of seclusion 

in 1867, and contact was resumed between the Japanese people and the rest 

of the world. National seclusion had became state policy in 1635, as pro- 

claimed by the Shogun in response to fears of colonial expansion. Foreign 

trade, travel, and tourism were severely restricted. The artistic style that de- 

veloped during the period of isolation is called Ukiyo-e, which means “pic- 

tures of the floating world.” Images with painterly outlines and flat areas of 

color and pattern illustrated sensual erotic, theatrical, and natural themes. 

Text was often integrated into the imagery by being stamped, block-printed, 

or hand-calligraphed right into the image space (Figure 1-38). Once Japan's 

policy of seclusion was lifted, the visual characteristics and themes of Ukiyo-e 

and its integrated type-image dynamic were studied and emulated by Western 

artists of the late nineteenth and early twentieth centuries. 

figure | 1-38 

Ukiyo-e print, The Modern Seven Komachi, by Kikugawa Eizan, pre-1867. 

Courtesy of the Library of Congress, Washington, D.C, Prints and Photographs 

Division [LC-USZC4-8486]. 
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1838 cE: Typesetting Technologies 

David Bruce of New York invented the first effective 

type-casting machine in 1838, which could set type ten 

times faster than a person could do by hand. However, 

this machine could only cast individual type sorts, 

which then needed to be filed and set. Other inventors 

experimented with ways to make type casting more ef- 

ficient, but the two major type-casting machines that 

captured and dominated the market until the 1950s 

were invented in 1886 and 1894. The first was the 

Linotype machine (Figure 1-39), invented by a German 

mechanic named Ottmar Mergenthaler. His machine 

could assemble and space lines of type matrices and 

cast them in complete spaced lines. The original matri- 

ces could then be reused. The second dominating ma- 

( chine was the Monotype machine, invented by Tolbert 

| figure 1-39 | Lanston of Washington. This machine cast individual 
t letters according to the sequence punched into a per- 

| Linotype Model 26, Linotype Library, GmbH, forated tape using a keyboard. 

| Bad Homburg, Germany (www.linotype.com). 
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figure | 1-40 | 

Cover of Hobby Horse, 

the first fine visual arts 
1875 cE: Arts & Crafts Movement 

By 1875, William Morris of England 

found himself disillusioned with what he 

considered soulless designs and low- 

quality products that had resulted from 

the mechanization of the industrial revo- 

lution. Morris longed for the integrity of YeZ ~=~HOBBY HORSE 

_ design that artisans imbue into fine LONDON, 

_ workmanship. In an effort to reinvent so- | 

ciety as one that valued quality in pro- 

duction, he founded the Arts & Crafts 

movement, which emphasized individual 

workmanship and high-quality artisan- 

ship for all crafts, including typography. 

Morris has been credited with reviving 

typography as an art form, and elevating 

the crafts to a status equal to the arts. 

magazine. 
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Wa 

1882 ce: The Century Guild 

Artists influenced by William Morris established the Century Guild in 1882, which was a 

group of artisans, poets, and designers whose common purpose was to elevate the status 

of the decorative arts to that of the fine arts. In 1884, the Century Guild published the first 

fine visual arts magazine, Hobby Horse, which was printed on handmade paper using 

elaborate woodblock illustrations (Figure 1-40). Publication of Hobby Horse helped to 

spread the philosophy of the Arts & Crafts movement throughout Europe and America. 

ag. | __ 1873 ce: Typewriter Invented 

é mMm W 1 l The invention by Christophe Latham Sholes and Carlos Glidden of the typewriter with the 

; § : universal keyboard arrangement that we use today made it possible for individuals and 

: _ small businesses to produce printed materials. Because typewriters had equal spacing 

m WwW a aE : for every letter, monospace typefaces had to be developed that had wider j and / charac- 

: __ ters, and narrower w and m characters, in order to maintain optical balance of typewrit- 

ten materials (Figure 1-41). The Shoals and Glidden typewriter changed the way that 

offices all over the world conducted their business operations, and expanded career op- 

tions tor women, who previously had not been welcome in office environments. 
figure | 1-41 | 

Regular type (top) compared to 

monospace type (bottom). 



1883 cE: Art Nouveau Movement 

The flowing organic Art Nouveau movement originally grew out of the Arts & Crafts move- 

ment around 1883, when Arthur Mackmurdo of England published Wren’s City Churches, 

(Figure 1-42). As with the Arts & Crafts movement, Art Nouveau artists and designers 

were reacting to industrialization by seeking individuality in the face of mass production 

and by celebrating natural themes in a decorative style. However, their designs were also 

heavily influenced by the Japanese Ukiyo-e aesthetic, which had only recently become 

unveiled to the West when the Japanese policy of seclusion ended in 1867. From Ukiyo-e, 

Art Nouveau artists and designers borrowed asymmetrical composition, painterly outlin- 

ing, curvilinear biomorphic shapes, and natural and supernatural themes, which often in- 

cluded imagery of sensual female figures. Freed from the structures of the letterpress by 

new lithographic technologies, designers took new liberties in integrating organic type 

and imagery. Art Nouveau type was designed to look almost alive, the characters imitat- 

ing sinewy vines and plump invertebrates that looked like they might crawl away if given 

the chance (Figure 1-43). Art Nouveau typefaces that have been revived as digital fonts, 

including Arnold Boecklin, Eckmann, and Mucha, are shown on pages 161-162. 

G-ALLEN, SUNNYSIDE ,ORPINGTON, KENT. 

SS 

figure 1-42 

figure | 1-43 | Title page for Wren’s City Churches, 

designed by Arthur Heygate 

Mackmurdo, 1883. Courtesy of Ve~A 

IMAGES / Victoria & Albert Museum 

[CT57843]. 

Art Nouveau poster advertising the 

‘Salon des Cent’ Mucha Exhibition, 1897 

(color litho), by Alphonse Marie Mucha 

(1860-1939), Mucha Trust, Bridgeman 

Art Library. © 2005 Artists Rights Society 

(ARS), New York / ADAGP, Paris. 
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figure 1-44 

Advertising poster, Kassama, by the 

Brothers Beggarstaff, 1900. 

1890 ce: First Modernist Art Posters 

In 1890, the first posters began to 

appear in which elements were 

reduced to include only what was 

essential to create a specific 

impression; Figure 1-44 shows a 

poster by James Pryde and William 

Nicholson of England who called 

themselves “the Brothers Beggar- 

staff.” However, their static flat 

weren't thought by 

advertisers to have persuasive 

selling power, and so they failed to 

get much recognition or many 

commissions. Ironically, the simple, 

direct graphic style of the Brothers 

Beggarstaff foreran the tremen- 

dously popular German advertising 

poster style called Plakatstil, which 

proved their shared directness to 

have tremendous selling power. 

images 
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1890 ce: Regional Variations of Art Nouveau 

By 1890, regional variations of Art Nouveau had developed 

throughout Europe. In Germany, designers of the Jugendstil (or 

“Youth Style”) movement integrated the sinewy lines of Art 

_ Nouveau with German precision to create distinctive type and 

layouts (Figure 1-45). In Scotland, Glasgow style designers 

used linear forms and symmetrical balance in combination 

with gentle curvilinear biomorphic forms and botanical themes 

(Figure 1-46). In Austria, designers of the Vienna Secession 

used flat organic shapes and patterning to create organic 

compositions emphasizing harmonious balance (Figure 1-47). 

The digital typefaces called Arts & Crafts and Mojo on pages 

161 and 162 are based on the typefaces of the Glasgow and 

Vienna Secession Art Nouveau styles. 

figure 1-45 | , 

Advertisement for Jugend magazine by 

Josef Rudolf Witzel, 1896. Courtesy of Von 

Zezschwitz: Art and Design Auctions, Munich. 

figure 1-46 | 

(Left) Glasgow style poster, The Scottish Musical Review, 

by Charles Rennie Mackintosh, 1896. Courtesy of Glasgow 

City Council (Museums) [PR. 1977.13.ar]. 

figure | 1-47 | 

(Right) Vienna Secession poster by Alfred Roller, 1902. 

Fis << - a7 RANGER New Vocabulary 
THE SCOTTISH | A yc 1)? 'c i ser 

MUSICAL REVIEW : ! lithography: a planographic printing process 
PUBL D ane a : : ash UR a BAAS, which is based on treating a limestone to at- 

tract ink in some places and repel it in others 

planography: any printing process in which 

the ink sits on top of a smooth surface 



1891 cE: The Private Presses: Kelmscott, Ashendene, and Doves 

William Morris founded the Kelmscott Press in 1891, a small private press that em- 

braced the traditional craft of bookmaking and rejected the low-quality monotony of 

mass production. The Kelmscott Press emphasized quality in every aspect of each 

book; he used handmade papers and original typefaces, and printed his books manu- 

ally using a letterpress. Each element of his books—including the papers, the inks, 

and the bindings—was attended to with care. He designed his own typefaces for his 

books; Chaucer and Troy were based on blackletter scripts, and Golden was based on 

the first whiteletter typefaces originally cut by Jenson in the 1470s. Morris referenced 

the medieval aesthetic of fine craftsmen, illuminating his books according to the me- 

dieval tradition (Figure 1-48). Other designers and private presses were soon to follow 

Morris’s example. The Ashendene Press, founded in 1894, and the Doves Press, 

founded in 1900, emphasized high-quality, meticulous design and hand production. The 

Kelmscott, Ashendene, and Doves presses led the ensuing movement of small private 

presses that emphasized quality production of printed works. You can see digital re- 

vivals of Morris's typefaces called Kelmscott and True Golden on pages 80 and 90. 
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1900 ce: Sans-Serif Typefaces As 

Running Text 

As early as 1900, Peter Behrens of 

Germany was advocating the use of 

sans-serif typefaces to express the 

modern experience. During that year, 

Behrens published a book called Feste 

des Lebens und der Kunst (Figure 1-49), 

which was very likely the first use of a 

sans-serif typeface for running text in a 

publication. Two years earlier, the 

Berthold Foundry had offered the first 

family of sans-serif typefaces to include 

an array of type styles, called Akzidenz- 

Grotesk (Standard in the U.S.). The first 

designers to embrace sans-serif type 

had few faces aside from Akzidenz- 

Grotesk to choose from, until the late 

1920s, when Paul Renner’s Futura, and 

Eric Gill's Gill Sans became available. 

ist, was unsrem Leben tiefer ent- 

spricht als jene gesucht bizarcen For- 

Fulmany ariche contree badde be wonne; 
That with bio wyadom and hie chivatrye 

ten, dass sie nicht 
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24 sich aus dem ales 

ergeben, 
Ip leiziem batten sie nicht Unrecht. 
vetst baben wir Ao 
ihn geben wird, ni 
enistanden, dass ¢ 

da ist, wenigstena in An 
muss freilich offne Auger haben und 

einen freudigen Willen und de eS 
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figure | 1-48 ‘figure | 1-49 | 

The first book with running sans-serif 

text, Feste des Lebens und der Kunst, 

Peter Behrens, Germany, 1900. 

Book page designed by William Morris, 

from Geoffrey Chaucer, Works, Hammer- 

smith, 1896 CE. Courtesy of The Pierpont 

Morgan Library, New York [PML 23121]. 
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1900 — 1925 

he first part of the twentieth 

century birthed a number of art 

and design movements, all of 

which are considered to be mem- 

bers of the Modern Art movement. 

Although each has its own visual 

style and political impetus, they all 

took part in reinventing art and de- 

sign in a voice that spoke to the com- 

mon people, as opposed to the rich 

and powerful elite. In creating an 

aesthetic that spoke to the working 

man and woman, each movement re- 

jected the elaborate ornamentation 

that represented the old world order 

for a simpler, more straightforward 

visual language that grew out of the 

modern experience. Together they 

represented a wide range of reac- 

tions to a newly industrialized world. 

THE MODERN AGE 

(cD RMR 

1905: Expressionism 

From 1905 to 1923, German Expressionists made art and designs that expressed 

raw emotional cries for individuality in the face of growing monotony, and later ex- 

pressed anger and pain in reaction to World War I. Early Expressionists rejected 

conventional beauty and instead embraced a primitive aesthetic of rough, distorted 

woodcut figures and text (Figure 1-50). Later Expressionists featured nonobjective 

compositions that communicated emotion and message through color, shape, pro- 

portion, and symbols. The commercial world took no interest in Expressionism, but 

the self-published rough, bold, emotive aesthetic of Expressionist type and imagery 

laid the groundwork for future design movements that would purposefully defy ty- 

pographic conventions. Nonobjective Expressionists Paul Klee and Wassily 

Kandinsky later became extremely influential in the design world, as instructors at 

the Bauhaus. The digital font Neuland, shown on page 165, is a revival of Rudolph 

Koch's Expressionist display face from 1923 that has a bold woodcut feel. 

1905: Plakatstil: 

figure | 1-50 | Early Modern Posters 

With the invention of offset lithography, in- 

dustrialists could now afford to produce 

advertising posters to promote their 

wares. Previously, posters had been used 

mostly to advertise performances or liter- 

ary events and products. Common retail 

products generally weren't considered to 

be poster subject matter. This changed 

with the development of Plakatstil, 

German for “poster style.” People were 

searching for a new visual language that 

would reflect their own modern experi- 

ence as citizens of an industrialized soci- 

ety. The flowery ornate styles that had 

represented the leisurely lifestyles of the 

rich were being discarded. 

Expressionist title page for Der 

Kampf mit dem Engel, by Conrad 

Felixmuller, 1917. ©2005 Artists 

Rights Society (ARS), New York / VG 

Bild-Kunst, Bonn. 
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1905: Art Posters for Advertising 

In 1905, Lucian Bernhard of Germany en- 

tered an advertising poster competition for 

Priester matches (Figure 1-51). His entry 

won the competition, and started a whole 

new wave of advertising posters that re- 

flected the new modern style called 

Plakatstil. Based on the successful advertis- 

ing power of Bernhard’s first poster, many 

advertisers adopted the graphic formula of 

reducing an illustration to its simplest form, 

placing it against a flat background, and 

adding abrupt text to the composition. Short, 

concise messages were conveyed using 

simple, direct imagery and highly legible 

serif and sans-serif typefaces. 

1906: Halftone Printing Process 

Goes Commercial 

Frederick Ives of Philadelphia adapted the 

halftone photogravure process in 1885 by 

using filters to make color-separated 

halftone plates in red, yellow, and blue that 

made full color prints when printed in regis- 

ter. However, it wasn’t until 1906, when suit- 

able plates and filters became more readily 

available, that the process began to pick up 

commercial interest. The eventual addition 

of black to Ives’s tricolor halftone printing 

process resulted in the four-color printing 

process which is widely used today, and 

has allowed the inexpensive printing of de- 

tailed colored photographs in countless 

magazines, newspapers, and books. 

1904: Art Posters for Propaganda 

One highly influential poster artist was 

Ludwig Hohlwein of Germany. Hohlwein’s 

direct, stylized subject matter with bold, 

concise text floating against flat back- 

grounds was very successful, and helped 

to revolutionize the poster as something to 

be collected and displayed for aesthetic 

purposes. However, Hohlwein worked for 

many years for the Nazi political party, 

helping their rise to power with his designs 

for many evocative propaganda posters 

(Figure 1-52). The power of persuasion in- 

herent to this direct advertising style was 

evident, and artists all over the world 

adopted it to promote their own promo- 

tional, social, and political messages. 

CHAPTER 1 27 

figure | 1-51 | 

Advertising poster for Priester Match 

Company by Lucian Bernhard, 1905. : 

© 2005 Artists Rights Society (ARS), New 

York / VG Bild-Kunst, Bonn. 
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figure | 1-52 

Early modern propaganda poster, 

LUFTSCHUTZ!, by Ludwig Hohlwein, 

1917, courtesy of Miscellaneous Man: 

Rare original Posters and vintage 

Graphics, www.miscman.com. © 2005 

Artists Rights Society (ARS), New York / 

VG Bild-Kunst, Bonn. 



1900 — 1925: THE 

SEAT RAE ua SSE NTN TE AIR OE 

28 

v 

| history of type | 

MODERN AGE 

figure 1-53 

Futurist book cover for 

Les Mots en Liberte 

Futuristes by Filippo 

Tommaso Marinetti, 

1919. © 2005 Artists 

Rights Society (ARS), 

New York /SIAE, Rome. 

1909: Futurism 

In 1909, a major Paris newspaper published Italian poet Filippo Marinetti’s passionate Manifesto of Futurism, which 

called for a reinvention of poetry and art based on the new sounds, smells, and materials of the new machine age. 

Marinetti encouraged the destruction of what he considered to be outdated and bourgeois cultural and social in- 

stitutions, like museums and libraries, asserting that only new and wholly original artistic and poetic works were 

legitimate and all art of the past had grown irrelevant and should be discarded. Marinetti and his followers exalted 

speed, noise, aggression, fearlessness, technology, and war, while disdaining sentimentality, moralism, feminism, 

and immobility with an almost religious fervor: these Futurist designs were typically dynamically composed, using 

sharp shapes and letters to imply aggressive movement and noise (Figure 1-53). Futurist designers used type in 

new exciting ways that provided the world with an alternative outlook on industrialization. However, because the 

Futurists aligned themselves with Mussolini’s fascist political movement, their contributions to design have been 

discredited in the eyes of some art historians. Futurists published a series of manifestos from 1910 to 1919, 

declaring inflexible philosophies on everything from painting and poetry to lust and war. Marinetti’s manifesto on 

typography, called Destruction of Syntax—Imagination without Strings—Words-in-Freedom, asserted that type 

and images should be used to visually express poetry and emotion without the constraints of grammar, spelling, 

or punctuation. 



1917: Dadaism 

Dadaism—Dada meaning “nothing”—was an “anti-art” 

movement, begun in Switzerland by a group of disillusioned 

expatriate artists and writers around 1917, who felt dis- 

gusted with the hypocrisy of “civilized” societies allowing 

the atrocities of World War | to take place. Dadaists ex- 

pressed their anger by creating paintings, sculpture, litera- 

ture, plays, and designs that mocked and defied the 

traditional arts; their goal was to create things without pur- 

pose, to protest the banality of war. The movement lasted 

only until 1922, but ironically, this “anti-art” was incredibly 

influential upon the world of design. Dadaists took unprece- 

dented liberties with typographic use and page composition, 

liberating future designers to use type in nontraditional 

ways. Dada designs broke as many typographic rules as 

possible, with no concern for legibility (Figure 1-54). Type 

was used in expressive angry compositions in which letters 

of many sizes and typefaces were overlapped, collaged, dis- 

torted, and oriented in all directions, in order to evoke emo- 

tion more than communicate content. 

1917: De Stijl 

In 1917, Theo van Doesburg of Holland 

led Piet Mondrian and a group of other 

artists in making purely abstract geo- 

metric art, composed of horizontals, 

verticals, flat areas of primary colors, 

and black and white. De Stijl, meaning 

“the style,” was a spiritual search for 

compositional harmony through the 

asymmetrical balance of unequal ele- 

ments and the exclusion of representa- 

tions and subjective values and 

emotions. Van Doesburg published an 

arts journal from 1917 to 1931 called de 

Stijl, in which he proposed that through 

a search for structural harmony in art, 

structural harmony in society could be 

achieved. De Stijl type was set in strong 

horizontal and vertical structures, using 

mostly squarish sans-serif typefaces 

(Figure 1-55). The digital font DeStijl, on 

page 165, is a revival of the type used by 

members of this movement. 
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figure 1-54 

Dada poster, Kleine Dada Soiree, 

by Theo van Doesburg and Kurt 

Schwitters, 1923. © 2005 Artists 

Rights Society (ARS), New York / 

Beeldrecht, Amsterdam / VG Bild- 

Kunst, Bonn. 

figure | 1-55 | 

Cover of de Stijl magazine by 

Vilmos Huszar, 1917. © 2005 

Artists Rights Society (ARS), New 
ts P oes Cae Ia 
York / Beeldrecht, Amsterdam 
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figure 1-56 

Constructivist magazine 

cover, Novy Lef, by 

Alexander Rodchenko, 

1928. Courtesy of David King 

Collection, London. 
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1918: Constructivism 

When the Czar of Russia was overthrown in 1918, and the Soviet Union was in its 

formative stage, a new politically driven art and design movement began to emerge 

that was based on the use of abstract geometric shapes, bold rules, and text set at 

right angles. This simple aesthetic was a giant departure from the luxurious tastes of 

Czarist Russia, and so was meant to embody the vision of the new social order. Its 

pioneer, Kasmir Malevich, called it Suprematism. Materials were course, and colors 

were used sparingly, due to the limited resources and supplies available in a post-war 

economy. As the new Soviet Union began to recover from World War |, artists in- 

spired by patriotism decided that they must use their artistic skills in the service of 

helping to construct a healthy social order for their country by creating a truly Soviet 

art. The style they created was called Constructivism. Born out of the Suprematist 

aesthetic, Constructivism was based on the use of simple geometric shapes, sans- 

serif typefaces, asymmetrical balance (Figure 1-56), photomontage, and a primary 

color palette. Using this artistic vocabulary, bold visual statements were designed to 
evoke emotions and incite participation in patriotic and community-building activities. 

| 1919: El Lizzitsky Spreads 

Constructivism 

El Lizzitsky (Lazar Markovich) met Kasmir 

Malevich in 1919, and was influenced by his 

ideas. Lizzitsky came to be instrumental in 

the development and spread of Construc- 

tivism, experimenting with a variety of 

mediums including photomontage and 

_ printmaking, and expanded Construc- 

| tivism’s international exposure by affiliating 

with leading artists of other modern art 

_ movements, and by designing layouts for a 

variety of European publications in the 

Constructivist style. Lizzitsky designed and 

co-edited a book called The /sms of Art: 

1914-1924, which was highly influential in 

its creative and innovative use of grid 

structures, asymmetrical layouts, sans-serif 

type, and bold rules (Figure 1-57). 
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The Isms of Art: 1914-1924 by Hans (Jean) 

Arp and El Lizzitsky. © 2005 Artists Rights 

Society (ARS), New York / VG Bild-Kunst, Bonn. 



1919: Bauhaus 

In 1919, Walter Gropius of Germany became 

the director of a new state-sponsored 

school that was created by merging the 

Weimar Art Academy and the Weimar Arts 

& Crafts School. Gropius instated the name 

Das Staatlich Bauhaus, which means The 

State Home for Building, and published the 

Bauhaus manifesto, which advocated a 

union of art and technology. Gropius mod- 

eled his pedagogy after William Morris's 

Arts & Crafts workshops, in which the 

teacher/student relationship was more of a 

master/apprentice relationship, students 

worked in workshops rather than studios, 

and fine and applied arts held equal status. 

Gropius created a graphic design depart- 

ment and hired prominent artists from mod- 

ern art movements including Expressionism, 

Constructivism, and De Stijl as instructors. 

These instructors helped set the tone for the 

style of work that emerged from the 

Bauhaus. Under their tutelage, students 

created asymmetrical, geometric composi- 

tions composed of sans-serif typefaces, 

photography, and photomontage that pre- 

sented clear, direct messages (Figure 1-58). 

figure | 1-58 

Bauhaus poster, Bauhaus, by Joost 

Schmidt, 1923. © 2005 Artists Rights Society 

(ARS), New York / VG Bild-Kunst, Bonn. 

1925: Bauhaus Moves to Dessau 
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1925: Herbert Bayer’s 

Universal Type 

Bauhaus faculty member Herbert Bayer 

created a typeface in 1925 called 

Universal, which reduced the alphabet 

to one set of sans-serif lowercase let- 

terforms constructed of geometric 

shapes (Figure 1-59). He also experi- 

mented with flush-left, ragged-right 

text alignment and the use of visual ele- 

ments like bars, rules, type size, and 

bullets to indicate visual hierarchy (the 

order of importance of elements). 

Although Universal was never widely 

used, Bayer’s other contributions had a 

profound effect on common page lay- 

out methodology. Books printed in a 

flush-left, ragged-right orientation are 

now commonplace. 
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figure | 1-59 

Universal type by Herbert Bayer, 1925. © 
The Bauhaus moved from Weimar to a small German town called 

Dessau in 1925 because of political tensions with the Weimar govern- 

ment. The political situation only worsened, though; by 1931, the Nazi 

party was a powerful political force in Dessau. Nazi persecution and 

harassment finally caused the Bauhaus faculty to dissolve the school 

in 1933. Many of the instructors, including Walter Gropius, Herbert 

Bayer, and Laszlo Moholy-Nagy, fled Nazi Germany for the United 

States, where they continued to be influential figures in the design 

world and design education. In 1937, Moholy-Nagy established the 

New Bauhaus in Chicago, which has since been renamed the Illinois 

Institute of Technology. 

2005 Artists Rights Society (ARS), New York / 

VG Bild-Kunst, Bonn. 
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1925 — 1970 

s technology has evolved, the 

world has seemed a smaller 

and smaller place. Improve- 

ments in transportation and commu- 

nication technologies have created 

a globalized economy, characterized 

by increased advertising, political, 

and social messages being distrib- 

uted over air waves, radio waves, 

telephone lines, and later, by com- 

puter networks and satellites. The 

barrage of information that is famil- 

iar to us today started after World 

War | and really took off after World 

War II, when many of the technolog- 

ical developments innovated by 

armies were applied to civilian uses. 

The impact of post-war growth upon 

design was a collective effort to ad- 

just to the new busier, more confus- 

ing and diverse world through a 

visual language that emphasized 

structure, objectivity, legibility, sim- 

plicity, and internationalism. 

1925: Art Deco 

Art Deco was introduced at the 1925 Exposition Internationale des 

Arts Decoratifs et Industrials Modernes in Paris. Like other 

Modern Art movements, Art Deco was based on simplified geo- 

metric shapes. However, it differed in that its purpose was elegant 

embellishment of commercial products, as opposed to expression 

of any social or political ideology. Art Deco was very popular, per- 

haps because it was more accessible to the general public than 

some of the more abstract and ideological Modern Art movements. 

Art Deco designs conveyed an image of glamour and affluence, 

beautifying the world of consumerism with exotic stylized Egyptian, 

Asian, and Aztec motifs and geometric patterns. Dramatic alluring 

typefaces and layouts were created using strong contrasts be- 

tween thicks and thins, lights and darks, and rectilinear and curvi- 

linear shapes (Figure 1-60). The Art Deco style remained popular 

until around 1940, when World War II shortages and wartime aus- 

terity caused a general shift away from playful exuberant con- 

sumerism. Many elegant and opulent Art Deco display fonts that 

were designed during that period have since been digitally revived. 

Three of them—Parisian, Broadway, and Day Tripper NF—are on 

pages 162 and 163 of this book. 

figure 1-60 | 

Art Deco packaging 

design, Rhum, 1928. 

Courtesy of Rikuyosha 

Co., Ltd. 
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1928: ISOTYPE Movement 

In 1928, Otto Neurath of Austria led a team of designers to de- 

velop ISOTYPE (International System of Typographic Picture 

Education). These highly functional and straightforward elemen- 

tary pictographs were designed to be used on signage and in 

graphs and charts depicting statistical data (Figure 1-61). 

1928: The New Typography 

Jan Tschichold of Germany was so impressed by a visit to the 

Bauhaus 1923 exhibition at Weimar that he published an article 

two years later called “elementaire typographie,” which de- 

scribed the new typographic style he saw evolving. Tschichold 

asserted that a “new typography” was necessary for the new 

age of industrialism, in which people had less time to read, but 

more reading materials than ever competing for their attentions. 

He proposed that the basis of type design for the modern age 

should be clarity, rather than beauty, and that type stripped of or- 

namentation was most effective for this purpose. In 1928, he pub- 

lished a book called The New Typography, which read like a 

manual, setting forth rules for type use and page composition. In 

his later years, Tschichold mellowed, acknowledging the merits 

of traditional typography and expressing regret at having tried to 

codify creativity. However, the extensive influence of his widely 

read publications had already spurred the spread of a functional 

design approach throughout Europe and America, in which form 

grew from function and clarity was paramount. 

Great War 1914-18 

Each figure 1 million soldiers 
killed, wounded, others returning home) 

ISOTYPE ig) 
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figure | 1-61 

ISOTYPE chart, The Great War of 1914- 

18, 1933. Courtesy of the Otto & Marie 

Neurath Isotype Collection, Department of 

Typography & Graphic Communication, 

© University of Reading. 

1932: Soviet Governmental 

Accusations 

The Soviet government had at first wel- 

comed the Constructivists’ contribu- 

tions to the cause, but Stalin didn’t 

welcome the international direction in 

which the movement was headed. In 

1932, Stalin announced that the only ac- 

ceptable artistic style was to be Social 

Realism, which featured realistic im- 

agery depicting Soviet life and 

Communist values. Stalin had decided 

that Social Realism would be more use- 

ful for propaganda, so he accused the 

Constructivists of “antipatriotic bour- 

geois cosmopolitanism” (meaning capi- 

talist globalization) and withdrew 

support for the movement. Without gov- 

ernmental support, the movement with- 

ered in the Soviet Union, but by then its 

effects had influenced the world, where 

its traditions were carried on through- 

out the 1930s. 
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1925 — 1970: THE INFORMATION REVOLUTION 

1933: Streamline 

An Art Deco style called Streamline was introduced at the 1933 

Chicago World's Fair. Streamline designs and fonts were less decora- 

tive, though equally as elegant as other Art Deco designs. The design 

was based on an aerodynamic vocabulary of motion lines and speed 

(Figure 1-62). The digital fonts called Streamline, Red Star Line NF, 

and Ambient seen on pages 150 and 164 are based on the simple so- 

phisticated Art Deco Streamline typefaces of the 1930s. 

figure 1-62 | 

Streamline Art Deco pamphlet, Color Beauties of a Century of 

Progress, Chicago, 1933. Courtesy of Special Collections Research fj gure | 1-63 | 

Center, University of Chicago Library, http://century.lib.uchicago.edu/. 

International Typographic Style poster, Biiro, by 

Théo Ballmer, Switzerland, 1928. 
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1945: International Typographic Style 
ek ; birofachaussrellung 

Around 1945, two former Bauhaus students, Théo Ballmer and Max Bill of base] 

Switzerland, recognized that increasing globalization was creating a need for a vi- 29. SEpt.-is. oH. if2e 

sual language that would be suitable for international communication. The style they mustermessgebaude 

developed—which was based on a clear arrangement of elements, photography, 

abstract designs, and sans-serif typefaces—came to be called the International 

Typographic Style (also called Swiss International Style), shown in Figure 1-63. Any 

elements that might be confusing to an international audience were excluded. 

Unemotional layouts were composed that relied heavily on mathematical modular 

grids and a hierarchical organization of information. All elements were selected and 

sized to create direct informative layouts. The calm objectivity of the International 

Typographic Style gained popularity, especially among corporate interests, and was 

dominant in America and Europe throughout the 1950s. International Typographic 

Style typefaces were sans serifs, based on geometric shapes. Helvetica, designed 

by Max Miedinger in 1952 and shown on page 137, became one of the most widely 

used typefaces in history. Univers, designed by Adrian Frutiger in 1957, shown on 

page 144, gained immense popularity because of its extensive range of type styles. 

Instead of naming each Univers type style, Frutiger devised an innovative numbering 

system that indicated type weights and widths, and he used the chart pictured on 

page 133 to organize and exhibit the Univers type family. 



Look Ahead— 

Paint with Pabco, 

of Saul Bass Estate. 

1945: American Corporate Style 

During the 1950s and 1960s, a distinctly American style of layout 

and type use emerged from the United States. Flourishing 

American corporations were attracted to the simple and airy lay- 

outs and direct communicative texts of the International 

Typographic Style. They hired designers like Paul Rand, Saul 

Bass, and Otto Storch, who added an American flavor to this for- 

mula by creating witty and conceptual designs to sell corporate 

products and personas. Using vernacular visual cues to encour- 

age a sense of humility and accessibility to its audience, they 

solved design problems concisely without sacrificing personal 

expression in the process. They created direct, friendly layouts 

by integrated text and imagery through collage, wordplay, distor- 

tion, illustration, and photography (Figure 1-64). 
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1946: Phototypesetting and Photocomposition 

The Intertype Fotosetter was installed in the Governmental Printing Office in 

Washington in 1946 and became widely popular within a few years. Although photo- 

typesetting technologies had been in development since 1925, World Wars | and II had 

interrupted its adoption, so the Fotosetter was the first one to be widely used. The 

Fotosetter worked by exposing letters on a circulating matrix in the sequence 

recorded on a tape using a keyboard. The system worked similarly to the Monotype 

machine, only with a photographic unit replacing the caster. Major benefits of photo- 

typesetting were that one matrix of type negatives could produce a full array of type 

sizes, and characters could easily be made to overlap, giving designers new composi- 

tional freedom. Photocomposition made it easy to combine words and pictures for lith- 

ographic rrinting. At first, it was mostly used for display and children’s book layouts, 

but inventors continued to experiment with new machines and photographic 

processes to set type and compose layouts efficiently and cheaply. 

figure 1-64 

Advertising billboard, 

by Saul Bass. Courtesy 

ees Dring the Information Reveaon 
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1949: Photocomposition 

Goes Digital 

The first photocompositor to use dig- 

ital technology, called the Photon- 

Lumitype, was debuted in 1949 by 

Rene Higonnet and Louis Moyrund of 

France. This machine had a primitive 

computer that connected a keyboard 

to the photographic unit. It could 

produce up to 28,000 characters per 

hour. A book published in 1964 has 

been considered a landmark in pho- 

totypesetting, comparable to what 

Gutenberg’s 42-line Bible was to 

printing. The Index Medicus was 

over six hundred pages long, and 

was phototypeset in approximately 

twelve hours; production of the 

same materials using a type-casting 

machine would have taken about a 

year! Invention of the Photon- 

Lumitype set a new course for type- 

setting in the direction of digital 

imaging, but it would be decades be- 

fore this evolution fully occurred. 
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RMATION REVOLUTION 

1950: Figurative Typography 

During the 1950s, 1960s, and 1970s, designers like Gene Federico, 

Herb Lubalin, and others extended the Corporate Style’s playful 

approach to type use by experimenting with new ways of inte- 

grating type and image, which helped to further break down the 

boundaries that traditionally divided them. Images became words, 

and vice versa. Anthropomorphic type physically interacted with 

imagery and other type (Figure 1-65). Developments in phototype- 

setting technologies made new creative possibilities for overlap- 

ping and size variation of type forms possible, and these new 

options were explored to create designs that communicated con- 

tent while expressing values, emotions, and individuality. 

AHorves Book HB 334 

figure 1-65 

Reginald Reynolds ; Figurative book cover design, Beards, by Herb Lubalin, 

“Fislicte enlofainmont ~ Son Hanciseo Chrosile : 1975. Courtesy of the Herb Lubalin Study Center of Design 

_ and Typography at The Cooper Union School of Art. 
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1954: Revivalism and Eclecticism 

Both Revivalism and Eclecticism were popularized by Push Pin 

Studios designers Milton Glazer, Seymour Chwast, and Edward 

Sorel, and by the Push Pin Studios magazine Push Pin Graphics, 

starting in the 1950s. Revivalism refers to the reintroduction of out- 

dated typefaces, while Eclecticism refers to a mix-and-match ap- 

proach to combining typefaces in design. Glazer and Chwast had 

started reviving the decorative typefaces of the past, which had lost 

favor during the first half of the century, and mixing them with newer 

typefaces and drawings in a fusion of illustration and design. Older 

styles that had been chaotically mixed by inexperienced printers in 
the 1800s were adeptly recombined with the addition of newer type- 

faces and a more sophisticated understanding of design (Figure 
1-66). By the 1960s, it was common to see designs composed of 
many assorted typefaces. Mike Salisbury of California applied simi- 
lar design concepts when he reinvented the format of Rolling Stone 
magazine in 1974. Salisbury varied his type usage widely from one 

article to the next, giving the magazine an eclectic, energetic sense 
of unconstrained spontaneity that was well received by Rolling 

Stone’s rock'n‘roll audience. figure 1-66 | 
ee 

Revival/Eclectic poster. Courtesy of Seymour 
Chwast, Push Pin Studios. 
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1966: Psychedelic Art 

Instead of breaking typographic “rules,” the 

Psychedelic Art movement of the 1960s set out to 

reverse them. Instead of delivering clear messages, 

psychedelic posters advertising drug culture 

dances and rock'n'roll concerts often had to be de- 

ciphered by audiences. The designers’ goals were 

not to deliver messages as succinctly and effi- 

ciently as possible, but rather, to engage the view- 

ers for as long as possible—to tease them with 

hard-to-read feasts for the senses. Vibrant halluci- 

nation-like color combinations, wild Victorian type, 

and heavy swirling, fluid hand-drawn letters were 

typically used with complex line drawings, optically 

challenging photographs, and East Indian iconogra- 

phy (Figure 1-67). The movement was centered in 

San Francisco, where Milton Glazer, Seymour 

Chwast, Lee Conklin, Rick Griffin, Alton Kelley, 

Bonnie Maclean, Victor Moscoso, Stanley Mouse, 

David Singer, Wes Wilson, and other designers cre- 

ated posters, record album covers, broadsides, and 

newspapers—often for clients in the music indus- 

try. Psychedelic type was well received locally, but 

due to its low legibility, remained marginal nation- 

ally until the 1969 introduction of “Psychedelitype” 

phototypesetting fonts. Subsequently, it lost favor 

with its originators. Digital fonts that are based on 

the optically challenging typefaces of the 

Psychedelic Art movement include Hendrix, 

Elephant Bells, and Macrame Super Triline, which 

figure | 1-67 can be found on page 166 of this book. 
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Poster, Psychedelic, by Victor Moscoso, 1967. 

© Chester Helms, DBA Family Dog Productions. 
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1955: Kinetic Type 

Kinetic type was pioneered in the 1950s by Saul Bass, with his innovative film title se- 

quence for The Man with the Golden Arm. Before that time, film titles and credits 

were mostly based on a theatrical model—static or scrolling. Throughout the 1960s, 

designers used incredibly creative animated line art, claymation, and photographic 

techniques to create daring, funny, and expressive kinetic type for hundreds of movie 

titles. However, the 1974 stock market crash and ensuing recession caused most 

moviemakers to cut exceptionally designed title sequences out of their budgets, and 

the field of kinetic type stagnated. 
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1970 — PRESENT — 

he first commercial computer 

was introduced in 1951, and 

computer technologies had 

been combined with photocomposi- 

tion since the 1960s, but it was the in- 

troduction of the first personal 

computers in 1977 that marked the 

beginning of the Digital Revolution. 

As soon as computer technologies 

became available to the mass mar- 

ket, their popularity skyrocketed. 

Information from the U.S. Census 

Bureau indicates that between the 

years 1984 and 2000, the number of 

American households with home 

computers rose from 8.2 percent to 

51 percent. As computer technolo- 

gies have advanced, so have the 

quality of type resolution and the 

ease of use. Graphics software has 

made design and production of pro- 

fessional-quality fonts, print materi- 

als, and screen interfaces attainable 

for both designers and hobbyists. The 

traditionally separate roles of com- 

positor, editor, type founder, designer, 

printer, and reader have been 

merged and mixed, producing a revo- 

lutionary boom in creative output that 

has included groundbreaking uses of 

type and font design, as well as an 

abundance of poorly designed mate- 

rials and fonts. The profusion of new 

font designs that have emerged in re- 

cent years echoes the design pro- 

ductivity of the Industria! Revolution. 

1970: International Typeface Corporation (ITC) 

An organization was established in 1970, with the mission of protecting type designers 

from plagiarism. Its founders—Herb Lubalin, Edward Rondthaler, and Aaron Burns— 

called it the International Typeface Corporation, or ITC. Because of the development of 

new phototypesetting technologies, type production had become much less expensive 

and much easier to pirate, too. Designers were having difficulty protecting their copy- 

righted designs, and getting paid for the use of the typographic fruits of their labors. By 

collaborating with designers to market and license their fonts, ITC was able to encour- 

age innovations in type design by building a market for them while protecting the legal 

interests of their designers. During that decade, the fonts ITC showcased tended to have 

tall x-heights, wide set widths, and short ascenders and descenders (Figure 1-68), which 

will be discussed in Chapter 2. ITC's fonts were widely used, and helped to established 

the distinctive look that is now associated with that era. Edward Benguiat’s ITC Souvenir 

of 1972 was one of the most popular typefaces during the 1970s (see page 89). 

figure | 1-68 

Cover for Uelc, by 

Herb Lubalin, 1974. 

Courtesy of the Herb 

Lubalin Study Center of 

Design and Typography at 

The Cooper Union School 

of Art. 
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Postmodern Design 

Chicago Geneva 
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Postmodern design styles were expres- 

sive, energetic rebounds from the geo- 

metric, calm legibility of the Modern Art 

movement. A shift away from communal 

values toward individualism was occur- 

ring in industrialized societies, which 

were becoming faster paced than ever. 

The introduction of cable television, 

Monaca 
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1970: Dot-Matrix Printers Invented 

In 1970, the first dot-matrix printer was 

introduced by Centronics; these were 

the first printers to be used with com- 

puters. Dot-matrix printers composed 

letters using a series of printed dots. 

The dotted letters were generally some- 

what difficult to read because of their 

uneven texture. In 1983, Susan Kare de- 

signed Chicago, Geneva, Monaco, and 

New York, the first font families de- 

signed especially to have high legibility 
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figure | 1-69 

Screen fonts by Susan Kare. 

on-screen and when printed at the low 

resolution of a dot-matrix printer (Figure 

1-69). These fonts set the course for 

type designers who were faced with the 

challenge of designing fonts for the new 

medium of computer screen interfaces 

and computer printing. 
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1984: Font Formats 

The PostScript font format was first released by Adobe in 1984. 

This scalable, universal printing language was revolutionary in that 

it was device independent, meaning it could be used with a range 

of compatible devices produced by a variety of manufacturers. 

Before PostScript, fonts were developed for individual brand ma- 

chines and could only work with the specified hardware. 

PostScript (Type 1) fonts were introduced with Aldus Pagemaker, 

the first desktop publishing program. Pagemaker used PostScript 

to output type to a laser printer so that it looked professionally 

printed. In 1991, a new scalable font format called TrueType was 

released by Apple Computer, which was compatible with both 

Macintosh and Windows platforms. Microsoft licensed the soft- 

ware, adapted, and adopted it. An explosion of font development 

ensued, and use of the Windows platform for desktop publishing 

grew. Around 1996, Adobe and Microsoft joined in a collaborative 

effort to introduce a new font format called OpenType, which com- 

bines the best aspects of the PostScript and TrueType font formats. 

video games, and computers produced 

a generation of designers whose collec- 

tive world experiences could not be ex- 

pressed by the cool objective 

functionalism of Modern Art. Each of the 

design movements that emerged during 

this period were highly energetic, bold, 

and individualistic. By the 1990s, evolv- 

ing societal perspectives celebrating di- 

versity catalyzed design movements that 

questioned the legitimacy of accepted 

visual structures and dominant values. 

As viewers were bombarded with in- 

creasing numbers of simultaneous mes- 

sages, they were also growing 

accustomed to the new speed and non- 

linear variety of input, due to trends in 

popular television programming, video 

gaming, and Web surfing. Designers 

started creating for an audience with a 

short attention span and well-developed 

multitasking abilities. In addition, digital 

capabilities for interactivity and motion 

graphics provided a new multidimen- 

sional landscape that drew the roles of 

designer and viewer closer together and 

offered a whole new realm of design for 

exploration. People began to question 

the precepts upon which prevailing de- 

sign theories had been based, including 

clarity, legibility, objectivity, and the as- 

sumption that symbols could have fixed 

meanings; this dialogue continues today. 
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1976: Punk 

Around 1976, a youth-oriented movement in art, music, and fashion emerged from London 

called Punk. Punk was the expression of a philosophy celebrating youth, individuality, ni- 

hilism, aggression, nonconformism, free self-expression, and rebellion against the estab- 

lishment. Disillusioned youth felt the previous generation had hypocritically sold out their 

liberal idealism to conservative corporate interests, and they expressed their contempt 

through loud harsh music, shocking fashion statements, and aggressively irreverent self- 

published designs. Punk designs were often seen in music show flyers, record album cov- 

ers, and fashion magazines. Because of this movement's strong emphasis on autonomy, 

people avoided using production equipment to create their designs. Instead, they used 

whatever tools were readily accessible and inexpensive, like typewriters, photocopiers, 

stencils, found type and images, and their own hand-lettering. Collages of found and 

drawn type and images were composed in chaotic arrangements (Figure 1-70). Punk’s re- 

jection of the dominant typographic rules in favor of free expression paved the way for 

more mainstream design movements that would react against the rigidity of the prevailing 

modern trends. 

figure | 1-70 | figure 1-71 | = 

Punk poster, The Humans. New Wave poster, 18. Didacta Eurodidac, 

© 1980 Su. Suttle, NekoStudios.com. by Wolfgang Weingart, 1981. 

1976: New Wave 

One of the first influential designers to make the departure into New Wave design was 

Wolfgang Weingart of Switzerland. In the 1970s, Weingart rejected the clean precision, 

right angles, and high legibility of the International Typographic Style, and began to cre- 

ate more intuitive and playful work. He challenged existing traditional layout systems by 

changing stroke weights mid-word, extending and eliminating indentations at the start of 

paragraphs, and experimenting with letterspacing. He also started a trend of using the 

shape of text passages to create geometric compositional elements (Figure 1-71). An 
American named April Greiman studied under Weingart in Europe, and was instrumental 

in bringing early New Wave design to San Francisco. Greiman extended New Wave's 

basic vocabulary, using photomontage, digital techniques, overlapping, bright colors, 

stepped shapes, and bold patterning. By 1980, a New Wave backlash against the func- 
tional designs of Modernism had erupted in San Francisco and Milan by designers who were influenced by the spirited designs of 
Weingart and Greiman and the nonconformist chaotic aesthetic of the Punk movement, and who were inspired by the fresh capabili- 
ties of computer graphics. Instead of discarding the geometric styling of Modern Art, New Wave designers made their departure by 
unhinging geometric forms from their grids and incorporating them into lively, dynamic compositions that expressed whimsy and indi- 
viduality. Text and layouts were often energized by creating visual tension through the contrast of loud, overlapped geometric and or- 
ganic patterns, textures, and shapes, combined with diagonal and unusually spaced text. 
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1981: MTV (Music Television) 

In 1981, a cable network dedicated to 

twenty-four-hour music videos called MTV, 

or Music Television, went on the air. The 

network's logo revolutionized corporate 

identity and motion graphics, because the 

large flat-faced three-dimensional sans- 

serif M with the scrawled script 7V were 

the only constants in the brand image. A 

series of animated station identification 

Clips that were aired hourly featured hun- _ 

dreds of variations of the MTV logo using ant ptt yy reste 

combinations of illustration, photography, = ety Dart 
video manipulation and animation tech- e233 =. Table of contents page from Emigre 

niques, and a range of colors, textures, se- magazine, by Rudy VanderLans of 

quential narratives, and decorative Contents Emigre, 1986. 

elements. 

1984: Emigre Magazine 

Emigre is a magazine that started in 1984 as a cultural arts journal, but evolved into 

a showcase and foundry for innovative and experimental digital font designs and 

expressive layouts (Figure 1-72). Founder Rudy VanderLans and Zuzana Licko of San 

Francisco were among the first designers to explore computer technology as a tool 

for type design and magazine layout, and their foundry, Emigre Inc., was one of the 

first independent digital type foundries established. Although the magazine initially 

met with harsh criticism for its unconventionality, it soon became a paradigm of ty- 

pographic innovation for the design industry. 

figure | 1-72 
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1985: Digital Composition 

By the mid-1980s, a growing number of people were beginning to understand and use fonts in ways that only 

founders, printers, and typesetters would have in the past. Apple’s use of Susan Kare’s user-friendly 

Macintosh WYSIWIG, or “what-you-see-is-what-you-get,” graphical user interface made digital composition 

practicable for the average person. Also, graphics software became commercially available that let people 

manipulate and even originate typefaces digitally—and at terrific speeds compared to traditional typefound- 

ing! In 1985, AltSys released a font design software program called Fontographer, at the same time Aldus re- 

leased the first user-friendly desktop publishing program called Pagemaker. These software packages led to 

the development of a multitude of user-friendly graphics programs, with a wide variety of growing capabilities, 

by Aldus Corporation, Adobe Systems Incorporated, Corel Corporation, and others. By the early 1990s, digital 

composition had almost entirely replaced photocomposition for commercial printing, and digital type foundries 

had become standard. 
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1985: Vernacular Style 

Around 1985, a vernacular style of design emerged in America that used familiar visual 

cues and symbols from popular culture and history to appeal to the audience through a 

sense of shared experience and inclusion. Clichéd advertising elements, kitsch packaging 

designs, and blatant references to outdated early modern styles were all recycled to cre- 

ate a new witty visual language that celebrated lowbrow folk art by playfully evoking fond 

memories of simpler times using tongue-in-cheek voice. This movement picked up steam 

" Aras | ff in the 1990s and into the new millennium, as designers continued to explore vernacular 

<n themes and sources in the “high” and “low” arts, and in outmoded cultural artifacts and 

phenomenon (Figure 1-73). 

NS 72 

figure | 1-73 | 

Vernacular style book cover for Old 

Advertising Cuts A-Z, by Charles Anderson 

of Charles S. Anderson Design Company 

for AIGA/Colorado (self-promotion). 

Book cover, Advertising Cuts from 

A to Z, designed by Charles 

Anderson, 1989. Anderson’s 

book of clip art is a visual 

dictionary.of 1950s nostalgia. 
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1986: Rave Design 

The Rave design style emerged around 1986 in the form of promotional flyer art, advertising 
massive all-night dance party events called Raves (Figure 1-74). By 1989, this energetic, 
surrealistic techno style was already being appropriated by commercial interests as a tool 
for advertising products to youth markets. This style celebrates streamlined action and 
computer precision. Rave designs incorporate futuristic dimensional, outlined, and 
bitmapped fonts into escapist surrealistic dreamscapes based on the youthful visual lan- 
guage of videogames, comics, and virtual reality. Some examples of digital fonts based on 
the Rave aesthetic include New Nerd Shadowed and Automatic AOE, shown on page 167. 
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1990: Deconstruction 

Around 1990, a movement called Deconstruction (or Post-struc- 

turalism) emerged from academic and alternative circles and en- 

tered the mainstream design world. Deconstruction is an interactive 

process in which both designer and viewer are asked to take apart 

messages, in order to recognize the precepts behind them and ex- 

pose the social forces that hold them together. In this way, estab- 

lished social institutions, power structures, and prevailing concepts 

of “truth” can be critically reevaluated. Although the philosophy of 

Deconstruction was first proposed as a literary theory in 1967 by 

Jacques Derrida, it was introduced into design theory in 1978 when 

Katherine McCoy, co-chair at Cranbrook Academy of Art, infused 

this methodology into the Graphic Design department's academic 

approach. By 1990, Deconstruction had become a part of main- 

stream visual language. The roles of designer and viewer were 

being redefined, as those in the design industry became concerned 

with the audience’s active role in selecting and interpreting mes- 

sages according to their own belief systems. In appreciation of this 

diversity of perspectives, designers like David Carson and Neville 

Brody created designs that attempted to reveal the complexity of is- 

sues and project many voices simultaneously by layering and frag- 

menting information. Rather than sending a clear message that 

would dictate a specific response, viewers were invited to deci- 

pher, interpret, and critically evaluate messages according to their 

own scope of knowledge and experiences. David Carson's maga- 

zines RayGun and Beach Culture helped to popularize this visual ap- 

proach (Figure 1-75). 

1990: Grunge Style 
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figure | 1-75 

Table of contents page, Beach Culture 

magazine by David Carson, Art 

Director/Designer, 1989. 

The Grunge design style grew out of the disheveled aesthetic of the Seattle music scene 

around 1990. Grunge designs extended the work of Deconstruction by featuring distressed, 

decomposing, and messy type and imagery in chaotic, multilayered emotive compositions 

(Figure 1-76). Grunge designers questioned the veracity of common assumptions about leg- 

ibility by designing demonstratively dingy and erosive typefaces and using them in expres- 

sive compositions that were purposefully mucky and cluttered. Carlos Segura and Jim 

Marcus were among the pioneering Grunge designers. Grunge fonts Viscosity, Bokonon, 

and Zapped can be seen on pages 168-169. 

Grunge style postcard, Glue, by Carlos Segura 

of Segura, Inc. / T-26. 
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1970 — PRESENT: THE DIGITAL REVOLUTION 

1991: Fuse Magazine and 

Experimental Typography 

Some designers have been inspired 

to push the capabilities of the digital 

medium to explore and redefine the 

boundaries of what type can be. 

Legibility is rarely a major concern 

for these designers and artists; in- 

stead, their priority is developing 

fonts that expressively utilize the 

digital medium and comment on the 

new socioeconomic environment in 

uncharted ways. Neville Brody’s 

magazine Fuse promoted creative 

typographic experimentation from 

1991 to 2001 by inviting designers to 

address social issues artistically 

through the creation and application 

of experimental typefaces. This 

magazine encouraged and inspired 

designers to push the limits of ty- 

pography’s definition and role 

(Figure 1-77). 

figure 1-77 | 

Experimental Fuse magazine font Ritual by 

Neville Brody of Research Studios, 1995. 

1991: Kinetic Typography 

Kinetic typographic designs of today have departed from their Futurist and cinematic 

roots and passed through a pubescence of relying only on two-dimensional visual cues 

to indicate speed and motion (such as overlaps, blurs, trails, and wiggle lines). Now ki- 

netic typography is entering an adolescence of ever-expanding digital capabilities for 

interactivity and movement through the fourth dimension (time). Motion graphics have 

been a part of the film and television industry for years, and until recently, an elite 

group of highly trained designers, funded by mainstream commercial interests, has de- 

veloped the vocabulary of kinetic typography. However, as with motionless typography, 

the emergence of evolving computer technologies has allowed a wider range of trained 

and untrained designers to experiment with kinetic typography. The 1991 introduction 

of the World Wide Web particularly triggered new growth in typographic exploration of 

motion and interactivity, as diverse individuals have extended kinetic typography in 

ways that expressed their own contemporary experiences as members of today’s fast- 

paced global community. 

Technological Advances During the Digital Revolutio 

The New Millennium 

Predominant American values in the 

new millennium include increasing na- 

tional pride in diversity and continued 

veneration of individualism over com- 

munalism. These values are reflected in 

the diversely individualistic and expres- 

sive qualities of current design. In addi- 

tion, the merging of roles of designer, 

type founder, printer, and consumer has 

meant more personal control for de- 

signers, resulting in more noncon- 

formist and individualistic designs 

(Figure 1-78). Of course, amidst the 

chaotic and busy designs that are 

prevalent today, one can still find visu- 

ally simple designs that provide a 

soothing resting place for the eye to 

linger. However, even the simpler de- 

signs that are being created today tend 

to express personality, individuality, 

and sophisticated themes. Some of 

these designs are neo-classical in na- 

ture, emphasizing symmetrical balance 

and historical visual references. Others 

are minimalist designs in which the de- 

signer attempts to communicate effec- 

tively using a minimum of elements and 

symbols, trusting the viewer to actively 

fill in the missing pieces. Others touch 

upon vernacular and retro themes by 

reintroducing simple aesthetics remi- 

niscent of the past. Still others take the 

form of icons or digital pictographs— 

simplified, iconographic computer-gen- 

erated images that reveal personal 

meanings by inventing a new visual vo- 

cabulary (Figure 1-79). 
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figure 1-78 | 

Table of contents page, 

Cranbrook Academy of Art 

catalog, 2002, by Catelijne van 

Middelkoop and Dylan Nelson. 

figure 1-79 

Wedding invitation by Karanya 

Aksornkoae and Panya 

Chittaratlert, 2003. 

CHAPTER SUMMARY 
In a way, the history of the written word has come full circle, in 

that people today are sharing the experiences of the earliest hu- 

mans who made purposeful personalized markings, and who 

devised picture-based, written language systems that were rele- 

vant and meaningful to their own lives. Humans continue to 

define and redefine these visual systems of written language. 

From the creation of cave paintings to the synthesis of digital 

pictographs, we have constantly striven to invent new personal- 

ized symbols to express our unique experiences, and new 

modes of visual communication to help us share our thoughts, 

feelings, and beliefs with other human beings. The widespread 

participation in typography’s recent evolution and its vibrant 

and experimental nature present an optimistic outlook for the 

continuation of type as a vehicle for expression and a democra- 

tizing cultural force for social justice. 
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in review 

10. 

11. 

2 

13. 

14. 

What are pictograms? What are ideograms? What are phonograms? 

What are the origins of the uppercase and lowercase letters we use today? 

When and where was paper invented? What are three surfaces people used 

for writing before paper was available? 

Explain the difference between woodblock printing and printing that uses movable type. 

What were the effects of Gutenberg’s (re)invention of movable type? 

Explain the difference between relief printing, intaglio, and planographic printing. 

How does each of these printing methods affect the way that the printed type will look? 

How do Transitional typefaces look different from Humanist and Old Style typefaces? 

How do Modern typefaces differ from Transitional ones? 

Compare and contrast the ways that the Industrial Revolution and the digital revolution 

have influenced typography. 

What role has advertising played in the historical development of type? 

How did private presses like Kelmscott, Ashendene, and Doves revitalize typography? 

Briefly describe the way that type was utilized by designers of the Modern Art movements 

(Futurism, Dada, De Stijl, and Constructivism). 

How did the “New Typography” graphically represent the voice of its generation? 

What social connotations were implied by its use? 

What was the International Typographic Style? How did Postmodern Art movements 

rebel against it? 

What is Deconstruction? What is the Deconstructionist view of the audience’s role? 
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ex eEVCLSES 

Create a typographic composition for a cookbook cover by using homemade relief printing 

letter stamps (type sorts). To make your stamps, carve backward letterform reliefs out of at 

least five different household objects (suggestions: a potato, a candle, a cardboard box, a 

piece of wood, an old tennis ball, etc.—be creative!). Ink your stamps using an inked stamp 

pad or paints, or experiment with other pigments. Consider how your choice of materials in- 

fluenced the characteristics of your marks. 

Create a collage using only found type that expresses your conceptions of sensory overload 

and solitude in the “Information” age. 

Create a purely typographic layout of a favorite children’s poem that expresses its content 

through its form by the creative use—and misuse—of selection, distortion, scaling, treat- 

ment, and arrangement of characters. 

Create an artistic poster in the Plakatstil style that advertises your favorite kind of candy. 

Create a calendar design (you choose the month) using figurative typography to add humor, 

personality, narrative, and/or conceptual content to your layout. 

Select one of the art movements discussed in this chapter and create a design for a one- 

page magazine advertisement that uses the stylistic qualities of that movement for one of 

the following clients: Suck-It-Up Vacuum Cleaner Co., Around the World Travel Agency, or 

Juicy Burgers Frozen Entrees. Read real ads, packaging, and promotional materials from 

competitors” to determine appropriate text to include in your ad. 
1 ou 

your client's 
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objectives 
e Become fluent in the terminology of typography 

e Understand the different kinds of typographic guidelines and their 
purposes 

e Recognize and name the different kinds of strokes, junctions, and 

negative spaces that are used to create letterforms 

e Identify the structural aspects of type 

e Identify a variety of differently shaped terminals and serifs 

e Learn how to measure type using points and picas 

introduction 

Letterforms are built of combinations of straight and curved strokes. 

Sounds simple, right? Not quite so! As you can see from the vast vari- 

ety of available typefaces, the way strokes are physically rendered 

can vary widely; the way these strokes look and relate to one another 

gives a typeface its sense of identity. Recognizing the subtle differ- 

ences between the shapes of letter parts can help you to differenti- 

ate one typeface from another. Studying typographic terminology and 

the measurement system will help you to become familiar with these 

physical differences, and will let you communicate effectively about 

type with printers, production houses, other designers, and clients. 

An awareness of the structural aspects of type can also provide use- 

ful insights for making informed design decisions. 
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ELEMENTS OF LETTERFORMS 
Because much of the terminology describing letter parts is based on human anatomy, the terminology of ty- 

pography isn’t difficult, but there is a lot of it to remember. It is important to first understand how guidelines 

are used with letterforms; then it is essential to learn about all the parts that make up letterforms. 

Guidelines 

When you write in a ruled notebook, you probably write the words so they appear to rest along the evenly spaced 

horizontal lines that are printed onto the notebook paper. When you do this, you are using the lines as baselines. 

Even if your notebook is unruled, your letters probably line up fairly evenly along an imaginary baseline. A base- 

line is a real or imaginary line that the letters of a word rest upon so that the characters appear to line up evenly. 

Remember when you were first learning to draw the letters of the alphabet? Your teacher may have given you spe- 

cial paper with additional guidelines printed on it to help you know how tall to make your capital and lowercase 

letters. In Figure 2-1, you see a similar set of typographic guidelines. The line that the letters rest upon is called 

the baseline. The line that shows how tall to make capital letters is called the cap height. The center dotted line 

that shows how tall to make the lowercase letters is called the x-height. For tall lowercase letters like b, d, f, h, k, 

and |, the x-height marks their waistline (the top of the body of the letter) instead of their full height. 

The x-height is so named because it marks the 

New Vocabulary 

ascender line: a real or imaginary line that marks the 

proper height for the tall lowercase letters of a type- 

face like b, d, f, h, k, and 1; for some typefaces, this line 

is the same as the cap height 

baseline: a real or imaginary horizontal line upon which 

the letters of a word rest so that the characters appear 

to line up evenly 

cap height: a real or imaginary horizontal line that 

marks the height of the capital letters of a typeface 

descender line: a real or imaginary horizontal line that 

marks the proper length for the lowercase g, j, p, q, and 

y of a typeface 

waistline: a real or imaginary horizontal line that marks 

the height of the body of a tall lowercase letter (often is 

the same as the x-height) 

x-height: a real or imaginary horizontal line that shows 

how tall to make the lowercase letters of a typeface 

proper optical height for the lowercase letter x. The 

optical size or shape of a letter (the size or shape 

we perceive) isn’t always the same as the actual size 

or shape. Because characters are differently shaped, 

optical illusions sometimes occur that can make 

evenly sized and spaced characters look uneven. 

Designers compensate for these optical illusions by 

making slight adjustments. For example, in some 

typefaces, you'll notice that the rounded letters like 

c and e may be ever so slightly taller than the x- 

height. They were designed that way so that they 

would appear to be the same height as the other 

letters since their rounded shape creates an illusion 

that they are smaller than their actual size. 

The dotted line that shows how long to make a 
lowercase g, j, P, G, and y is called the descender 

line. Sometimes tall lowercase letters like b, d, f, h, 
k, and | are the same height as the capital letters, 
but if they aren’t, an ascender line can mark their 

proper height (Figure 2-1). 
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figure | 2-1 | 

Typographic guidelines are used 

to align type. 

Counters and Counterforms | New Vocabulary 
The word “counter” literally means “opposite,” so it | 

makes sense that the white (or negative) spaces in- counter: area where space is contained or en- 

side and around letterforms are called closed by a letterform 

counterforms. The counterforms of letterforms are ; uty: 
P Z oe counterforms: the negative spaces inside and 
just as important to letter recognition as the letter 

around letterforms 
shapes themselves. The positive space (the letter- 
forms) and the negative space (the counterforms) crotch: the pointed counter where two strokes of a 

exist in relation to each other to produce distinctive character meet 

characters, as you can see in Figure 2-2. eye: the small counter of a lowercase letter e 

Sometimes characters contain, or 

even enclose, areas of white space; 

these areas, like the ones shown in A eo \ 

Figure 2-3, are called counters. rN co ) 

Counters can be open or closed. 
: : letterforms (positive spaces) counterforms (negative space) 

As you can see in Figure 2-4, an 

open counter is a space that is 

contained, but not enclosed by a character. For example, a crotch, the figure 2-2 | 

pointed space where two parts of a character meet, is an open counter. A 
Letterforms and counterforms (shown closed counter is a space that is enclosed by a character. For example, an ~ cm 
im Dlue). 

eye, the small upper space in the lowercase letter €, is a closed counter. 

A - closed 

a > i counter » 

open 

A & - 
“a 

figure | 2-3 | figure | 2-4 | 

Counters (shown in blue). Open and closed counters 

(shown in blue). 
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Ascenders and Descenders 

The section of a tall lowercase character that extends 

above the x-height is called an ascender, as shown in 

ascender: the portion of a lowercase character that Figure 2-5. Most ascenders are as tall as the ascender 
extends above the x-height 

New Vocabulary 

line, which varies from typeface to typeface. There 

descender: the portion of a character that falls are exceptions, though. For instance, part of the low- 

below the baseline ercase letter t ascends above the x-height, but usually 

it is shorter than the ascender line. 

Some letters like g, j, P, G, y, and Q have parts that descend below the baseline (Figure 2-5). 

The section of a character that falls below the baseline is called a descender. Like ascenders, 

descenders can be long or short, depending on the specific typeface design. 

figure 2-5 

Ascenders and descenders. 

Strokes 

Each line that is used to build a character is called a stroke. The word “stroke” recalls the cal- 

ligraphic origins of letters—the stroke of a pen. Strokes can be straight or curved, thick or 

thin. The straight main stroke of a character is called a stem stroke; these strokes can be ver- 

tical or diagonal, and are often thicker than the other strokes of the letter. The thinner, sec- 

ondary strokes of a character are called hairline strokes. You can see examples of stem 

strokes and hairline strokes in Figure 2-6. 

figure | 2-6 | 

eee] =a 

Stem strokes and hairline strokes 

(shown in blue). EEE 

stem strokes hairline strokes 

A hairline stroke that intersects the stem stroke of a letterform, like in the letters T, t, X, and 

x, is called a cross stroke. A horizontal hairline stroke that connects two main strokes, as in 

the letters A, e, and H, is called a crossbar, as shown in Figure 2-7. 

Ps PS 

figure 2-] | 

Cross strokes and crossbars x 

(shown in blue). 

cross strokes crossbars 
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When we talk about stem and hairline strokes, we are referring to whether the stroke is pri- 

mary or secondary, fat or thin. Other names for strokes describe their shapes and orientations. 

For example, the main stroke of the letter S has a unique double-curved shape called a spine, 

as shown in Figure 2-8. 

figure 2-8 

‘\ 
A secondary stroke, extending from a stem stroke 

Spine (shown in blue). 

and ending freely, is called an arm. You can see in 

Figure 2-9, arms can extend horizontally as in the 

letter E, or they can extend upward diagonally as in 

the letter K. The letters E, F, K, k, L, V, v, W, w, Y, y, 

Z, and z have arms. 

nee) 

aE fo 

i 

A secondary stroke that extends downward from a 

figure | 2-9 | 

Arms (shown in blue). 

stem to the baseline and ends freely, is called a leg. 

You can see in Figure 2-10 that the letters K, k, and 

R have legs. 

The diagonal or curved cross stroke at the base of 

the capital Q, that differentiates it from a capital O, 

is called a tail. The descenders on lowercase j, Pp, q, 

and y are sometimes also called tails. See Figure 2-11 

for examples of tails. 

NAN 

g sitet EO 

New Vocabulary 

arm: a secondary stroke, extending horizontally or 

upward from a stem stroke and ending freely 

bowl: a curved stroke that encloses a counter 

cross stroke: a secondary stroke that intersects a 

stem stroke 

crossbar: a horizontal secondary stroke that con- 

nects two main strokes 

hairline stroke: a secondary stroke of a character, 

often is thinner than the stem 

leg: a secondary stroke that extends downward 

from a stem to the baseline and ends freely 

spine: the curved main stroke of a letter S 

stem stroke: a character's main vertical, diagonal, 

or curved stroke, which is often thicker than the 

other strokes of the letter 

stroke: an individual straight or curved line that is 

used to build a character 

tail: the small stroke at the base of a capital Q that 

differentiates it from a capital O; the descenders 

on lowercase j, p, q, and y are sometimes also 

called tails 

figure | 2-10 | 

Legs (shown in blue). 

figure | 2-11 | 

Tails (shown in blue). 
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A curved stroke that encloses a counter is called a bowl. The letters a, B, 

3 C ‘) b, D, d, g, O, 0, P, p, Q, q, and R have bowls. You can see some examples 

of bowls in Figure 2-12. 

figure | 2-12 ? 
Junctions of Strokes 

Domasnchem are busc! When two strokes angle upward toward each other, as in the letter A, the 

outermost point where they meet is called the apex. When two strokes 

angle downward toward each other, as in the letter V, the outermost 

point where the two strokes meet is called the vertex. So, for example, 

the letter W has two vertexes and an apex. Apexes and vertexes can be 

pointed, flat, rounded, oblique, hallowed, or extended, as shown in 

Figures 2-13 and 2-14. 

fj gure 7212 pointed flat rounded oblique hallowed extended 

A A A A r =e 
Apexes (shown in blue). 

figure 2-14 | 

Vertexes (shown in blue). 

v W Ww Vv ¥ W 
pointed flat rounded oblique hallowed extended 

ee One: yj Some letters have curved strokes that transition into 

New Vocabulary _ straight ones, as in Figure 2-15; the transitional sec- 

ms _ tion of the letter is called the shoulder. An abrupt 

apex: the point at which two upward slanting transition results in squarish looking letterforms, 

strokes of a letterform meet while a longer transition gives letterforms a rounder 

mn appearance. 
shoulder: the transitional area of a stroke that goes 

from curved to straight 
rounded shoulders squared shoulders 

vertex: the point at which two downward slanting i a 
strokes of a letterform meet “ =, , , 

figure | 2-15 | 

Shoulders (shown in blue). 



special Strokes of the Letter 6 

Spurs, loops, links, and ears are all specific to the let- 

ter G. A spur is the small stroke that is sometimes 

found at the right side of the base of a capital letter 

G. A loop is the lower curved portion of a lowercase 

g, and a link is the small connecting stroke that joins 

the upper and lower parts of a lowercase letter g. An 

ear is a small stroke that sometimes extends from the 

top of a lowercase g. Examples of spurs, loops, links, 

and ears, in a variety of shapes and sizes, are pictured 

in Figures 2-16 through 2-19. 

( 4 d d 

figure | 2-16 | 

Spurs (shown in blue). 

— C fy € 

figure | 2-18 | 

Links (shown in blue). 

SHAPES OF TYPE 
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New Vocabulary 

ear: a small stroke that sometimes extends from the 

top of a lowercase letter g 

link: a small connecting stroke between the loop 

and the upper bowl of a lowercase letter g 

loop: lower curved stroke or bowl of a lowercase g 

spur: a small stroke sometimes found on the right 

side of the base of a capital letter G 

ODOY’d 
figure 2-17 | 

Loops (shown in blue). 

9 wy | ec) 

figure | 2-19 | 

Ears (shown in blue). 

The consistency of stroke shapes is what makes the characters of a typeface seem to “go to- 

gether.” Throughout history, these aspects have experienced a wide range of interpretations 

due to technological advancements, social and political shifts, and the influence of popular 

tastes. Some of the aspects of type that help define the sameness of typefaces are the terminals 

and serifs of strokes, the contrast between thick and thin strokes, the angle of stress used, and 

the x-height ratio and the set width. 
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figure | 2-20 | 

Terminals (shown in blue). 

horizontal 

vertical 

rounded 

cupped 

sheared 

oblique 

teardrop shaped 

ball shaped 

pointed 

Terminals and Serifs 

A terminal is an endpoint of a stroke. Strokes can end in a variety of 

shapes, as shown in Figure 2-20. When letters have extensions at their ter- 

minals, we call those extensions serifs. A typeface that has serifs is referred 

to as a serif typeface, and a typeface without serfs is called a sans-serif 

typeface. (Sans is the French word for “without” so sans serif literally means 

“without serifs.”) The origin of using serifs at the terminals of letters is 

widely thought to be the ancient Roman texts, in which the chisels used to 

carve letterforms into stone walls and tablets left such extensions at the ter- 

minals of letterforms, as can be seen in Figure 1-8. For this reason, upright 

(non-italic) letters which have serifS are often referred to as reman. 

The shapes of serifs can vary widely, as shown in Figure 2-21. They can 

be cupped (arched like a foot) or flat, rounded, straight, squared, oblique 

(angled), splayed (widens gradually like a bell-bottem pant leg), er 

pointed. They can be thick or thin. 

= \ - — a 

Prat: hers vo pone 
oblique rounded cupped splayed pointed fat squared [ reverse-weight 

sealooec 

figure | 2-21 | 

SerifS (shown in blue). 

Often, serifs are bracketed. A bracketed serif has a curved wedge con- 
necting the serif to the stem stroke, easing the transition between them. 
Serifs can be bracketed heavily, lightly, or not at all, as you can see in 
Figure 2-22. 

<A * = NN - NS 

no bracketing fight bracketing heavy bracketing 
> 

figure | 2-22 | 
SE he lt ped ee 
Bracketing (shown in blue). 
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Sometimes horizontal strokes may end in half-serifs, 

which are called beaks. You can see examples of New Vocabulary 

beaks in Figure 2-23. 

barb: a serif that is shorter on one end, found on the 

4 | r terminal of a curved stroke 

beak: a half-serif on the terminal of a straight stroke 

d d bracketed serif: a serif that has a curved wedge 

connecting the serif to the stem stroke, easing the 

figure 2-23 | transition between them 

2 ight, -itali eface with serifs 
Beaks (shown in blue). romanian Ong ii Gey ce 

sans serif: a typeface that has no serifs (often used in 

Curved strokes sometimes have serifs that are the adjective form: sans-serif) 

shorter on one end than on the other, called barbs. 
serif: an extension at a terminal of a letterform; also 

See examples of barbs in Figure 2-24. refers to a typeface that has serifs 

{ 4 4 swash: a decorative extended stroke that some- 

times projects from a terminal, often found on script 

letterforms 

: terminal: an endpoint of a stroke, which may or may 

not have a serif 

figure | 2-24 | 

Barbs (shown in blue). 

Sometimes the terminals end with a decorative extended stroke called a 

swash, as shown in Figure 2-25. Most often swashes are found on script 

typefaces, but not always. 

Cra KX) [Vv 

Ce S 
figure | 2-25 | 

Swashes (shown in blue). 
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Contrast Between Thick and Thin Strokes 

Another important aspect of type is contrast—that is, the variation in thickness between a 

character’s thickest and thinnest stroke weights. The stroke weight refers to the thickness of 

the individual strokes of a character. If the stem stroke is much thicker than the hairline 

strokes of a character, we say the typeface has high contrast, and if there is little variation in 

the thickness of the strokes, we say it has low contrast. A typeface with no variation in the 

optical weight of its strokes is said to have no contrast. Examples of letters with high, low, 

and no contrast are pictured in Figure 2-26. 

figure 2-26 | 

Contrast (shown in blue). | Te | | Sates | | ga eee ro 

no contrast low contrast high contrast 

Angle of Stress 

The concept of angle of stress is based in the calli- 

graphic ancestry of print—a wide-nibbed pen 
makes a varying mark depending on the angle at 
which the pen is held. As you can see from Figure 2- 
27, strokes that flow in the same direction share a 

consistent stroke weight. The angle of stress de- 
scribes the angle to which the main strokes of a 

A wide-nibbed pen draws varying stroke typeface aim, in relation to their baseline. You can 
ee fo a identify any font’s angle of stress by drawing an 

imaginary line through the thinnest membranes of a 
curved letterform like the letter O, as in Figure 2-28. 

figure 2-27 | 

——————————— 

figure | 2-28 | 

Angle of stress. 

1 1 
1 1 
1 1 
' ' 
1 1 
' ' 
' 1 
' 1 

\ ‘ ' 1 
1 ' 
1 1 
1 1 
1 ' 
1 1 

Te baseline) 
oblique moderately oblique slightly oblique vertical no 

angle of stress angle of stress angle of stress angle of stress angle of stress 



x-height Ratio and Set Width 

The proportions of a typeface are defined 

mainly by the x-height ratio and the set width. 

The x-height ratio of a typeface describes the 

height of regular lowercase letters (those with- 

out ascenders) in relation to the typeface’s cap 

height. The term “x-height” is so named be- 

cause the letter X provides a good standard for 

making this measurement. As you can see from 

Figure 2-29, the x-height ratio can vary from 

typeface to typeface. Some typefaces have tall 

x-heights, while others have short ones. 

The set width of a letter describes how wide 

the character is, relative to its cap height. If a 

letter appears short and squat, we say it has a 

wide set. If it appears thin and lanky, we say it 

has a narrow set. Figure 2-30 shows letters of 

varying set widths. 

wide set width narrow 

set width 

CHAPTER 2 

New Vocabulary 

angle of stress: the angle to which the main strokes 

of a typeface aim, in relation to their baseline 

contrast: 1. a difference among compared elements; 

2. to exhibit dissimilar qualities when compared; 3. 

to compare differences; and 4. in type, the variation 

in thickness between a character's thickest and 

thinnest stroke weights 

set width: the width of a character, relative to 

its cap height 

stroke weight: the thickness of the individual 

strokes of a character 

x-height ratio: the height of regular lowercase letters 

of a typeface (those without ascenders) in relation to 

the typeface’s cap height, generally measured using 

the lowercase x as a standard 

cap height figure 2-29 | 

— — - x-height 
Tall and short x-heights. 

figure | 2-30 | 

Narrow and wide set widths. 

99 
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ORAL 
gram. | ended up doing Photostats, Leroy lettering, and 

other odd items. She knew | loved posters, so she let me do 

some for the local college theater department. That's where 

| created my first silkscreen posters in 1974 and 1975. 

| transferred to a graphic arts program at a local four-year 

state school, which turned out to be a technical program 

where | learned to run a printing press. | ended up taking 

many classes in the fine arts department, and found out 

that the departments were “at war” with each other. The 

result was that | had to conceal my work in each depart- 

ment from the other department, in order to create my 

own graphic design program. 

Eventually, | was hired by that school’s in-house depart- 

ment through yet another work/study program to do Leroy 

lettering, etc. | also began to pick up freelance work— 

mostly posters for campus events. So, | was able to sup- 

port myself doing graphic design and get a college 

degree. Because of the departmental feud, | couldn't de- 

clare a major until my very last quarter of school; | ended 

up with an art degree by default, which | earned in spite of 

| started doing graphic design after seeing a copy of the teachers doing everything possible to eliminate me 

Graphis magazine in a library in 1972. Before that, | had from both programs. This was my training. 

art chantry 

How did you get started as a designer? Tell us about your 

first job in design and the evolution of your career. 

been collecting psychedelic posters, comic books, and 

records (for their covers), and trying to duplicate them. It 

wasn't until | saw that Graphis magazine that | knew what 

my goal career was actually called. 

WN s. SAS SSS OAs 

AS 

i ag) i 
YY 

After that, | began reading everything | could on the sub- 

ject and looking at schools with design programs. By the 

time | got my first real job doing graphics, | was attending 

a community college. Prior to that, | had been hired by 

yy 90h 

Hf _ 
SRS . 

= WAase é KX WH SV AS 

yay WAY t . — ee ° ASS 

friends to do logos and stuff as far back as high school. 2 <« WS A WSS SS 

| took what | had done and © | EQNODYQA QQ CADRKRG ook what had dane and gathered a sort of PoA#9H9 8 | EC CRACK 
gether. Itwas a pathetic collection of doodles and crazy let- | Py yip) UAH QAI VENA DANI IXEY ANTE 
tering, really embarrassing even then. | went to the Ran hy Weer ee ees : Uo tesa Bop SR ssp. 

Re a OS 
“ AT ar ae * 

ae EL eae ANN NT os AUSSI 
community college in-house design department and talked 

to a woman named Rebecca Nolte, and | think she felt sorry Rocket Bar poster by Art Chantry for BigDumbRock. Courtesy of 
for me. Anyway, she hired me as part of a work/study pro- Art Chantry Design, www.artchantry.com. 
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Crockshock! poster by Art Chantry for the Crocodile Cafe. 

Courtesy of Art Chantry Design, www.artchantry.com. 

When | went into the “real” world trying to do graphic de- 

sign, | couldn't get hired to save my life, so | struggled with 

what freelance work | could acquire. Over the next thirty 

years, | was able to build a career out of it. To this day, I've 

never been offered a real salaried position in graphic design. 

What do you do to get your creative juices flowing when 

you start a new project? What can you share with us 

about your design process? What role does technology 

play in that process? 

| see the creative process as occurring in a part of the 

brain that is not a conscious part. In other words, creativ- 
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ity is like driving a car: when you drive a car, you don’t 

consciously think about driving that car while you are 

driving. Actually, you are listening to the radio, or thinking 

about dinner, or thinking about what you should have said 

to the boss, or whatever. 

The creative process works in the same way. We think 

about the solutions and then magically kick fully realized, 

finished ideas onto the paper. The trick is to learn how to 

let that part of your brain send the information you've de- 

veloped far enough into the conscious part of your brain 

that it comes out through your hands. | have several tech- 

niques that I’ve developed over the years that seem to 

work, but they all boil down to distraction. | need some- 

thing going on around me to distract the controlling con- 

scious part of me, so that the creative unconscious other 

part of me can move freely without interference. To do that 

(these days), | simply fill my head with as much information 

as | can about the problem at hand, then | wait a week and 

let my mind do its thing. | seldom think about it. Then | turn 

on the radio and start listening while | get to work. The 

ideas simply flow out while | work, distracted by the radio. 

This sounds strange, | know, but I’ve read many accounts 

of other creative and artistic people doing some version of 

the same thing. Andy Warhol used massive amounts of dis- 

traction to do his work. Others simply take a nap and use 

that semi-conscious state that happens just before you 

wake (that strange period when you're not asleep, but not 

quite awake yet). It seems that for them, that moment is 

when their minds are free enough and uninhibited by the 

conscious part of the brain to allow the ideas to develop. 

At any rate, | never ever suffer for ideas. | can come up 

with them effortlessly. 

How has the role of typography in design changed over 

the last decade? Where do you see it going in the future? 

The development of typography as a craft and art form in 

the late nineteenth and early twentieth centuries sparked 

the advent of graphic design as we know it today. If you 
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The Ventures poster by Art Chantry for the Crocodile Cafe. 

Courtesy of Art Chantry Design, www.artchantry.com. 

study the basic rules of the modern period of design, you'll 

quickly see that the rules of typography are what they are 

based upon. Never mind that commercial art, in all of its 

many guises, has been around since the days of cave 

paintings. Actual graphic design is a modern invention 

based upon a set of rules. Those rules emerged from the 

art of typography. 

Since the advent of the computer, the world of typography 

has ceased to be one of the craftsman and artist, and has 

been placed into the hands of the everyman. Anybody can 

buy a computer and become at least a C-level designer/ty- 

pographer almost immediately. With time, anyone can 

master the basic necessary rules and create competent 

graphic design. So, where does that leave the art of 

graphic design? In a quandary, that’s where. 

art chantry, continued 

My response to the onslaught of DIY (do-it-yourself) de- 

signers, created by the dawn of the easy access com- 

puter design programs over the era, has been to step 

back. I’ve been forced to rely upon skills that | have—that 

| can market—that a computer does NOT have. So, | find 

myself getting rougher and cruder and more stylized as 

time goes on. I’m almost an artist now, and not a graphic 

designer. That being said, | no longer do typography as it 

used to be defined. | now do lettering—a skill that is en- 

tirely defined by the author's hand. So, | am no longer a ty- 

pographer. | may no longer be a graphic designer. The 

terms have become deeply muddied and so vague that 

they may no longer apply to what | do. 

What role should social responsibility play in design? 

What can designers contribute to our society? 

We are propagandists for a technological marketing cul- 

ture. The base act of our society is selling. We, as design- 

ers of items created to promote sales, often do so without 

any consideration as to what or who we are helping. If, in- 

deed, we are a Service industry, we need to ask the ques- 

tion: who do we serve? 

|, for one, have become very sensitive over time to who | 

help sell things. | use my many skills to help a client 

change the way people think about something—buy this 

product, go to this event, vote for this candidate—and | do 

it for money. So, just who am | willing to help to trick peo- 

ple? These are questions | ask myself with every new 

project | take on. Sometimes the answers to these ques- 

tions conflict with the way | feel and think about my place 

in society. As a result, | feel the need to turn down work 

on occasion. | made a pact with myself years ago that | 

won't help jerks just for the money. Money only lasts so 

long, and then it’s gone. But the causes you helped will 

still be there, working along. When I’m offered work, | 

have to ask myself if | really want to help that cause/prod- 

uct/client. 
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Kustom Kulture poster by Art Chantry for the Center on 

Contemporary Art. Courtesy of Art Chantry Design, 

www.artchantry.com. 

What advice do you have for design students and new 

designers who are just entering the field today? 

Expect it to be tough. It was always tough, and It will al- 

ways be tough. The real reason to do graphic design for a 

living is because you love it. Without that, it’s a terrible 

and difficult choice for a career. So, if you plan to do it for 

money or power or fame or fashion, you need to rethink 

your goals. 

Art Chantry, Art Chantry Design, St. Louis, Missouri 

www.artchantry.com 

CHAPTER 2 63 

3 

COUNTY KILLERS 
178 CHARGER 

12 DEZEMERO 2003 

MORE ACURA MS MASONICA 

OLD JERUSALEM 
AFTER SHOW PARTY COM 

v8 DJ BARRY 7 (ADD N TOLX)) 
= SANTIAGO ALQUIMISTA, LISBOA 23100 

Wa Mua GeSantingo.19 (a0 Miradoure deSt‘tuzial 

eT! 

IT'S A THRILL you'LL NEVER FORG 
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TYPE MEASUREMENTS 
Because we generally use type at such a small scale, tiny units of measure are needed for de- 

signing and laying out type. At present, the most commonly used type measurement system 

is the PostScript Point Scale, adapted from the American Point Scale, whose units of measure 

include the inch, the pica, and the point. The inch is, of course, a standard unit of measure in 

the United States. The pica, usually used for measuring lines of type, is exactly % of an inch, 

as you can see from Figure 2-31; a pica can be further subdivided into 12 points, which are 

most often used to measure character sizes and spacing. 

f 1 inch =6 picas = 72 points 
figure | 2-31 | ei ee 

Inch, picas, and points. —oo7 

1 pica 1 point = 1/12 pica = 1/72 inch 
= 12 points 

= 1/6 inch 

The typefaces used for letterpress printing are cast onto a rectangular lead sort, as you can 

see in Figure 2-32. When we talk about the point size of a typeface, we are usually referring to 

the body size of the type. The body size must include enough space to accommodate any 

capital and lowercase letter in full, plus extra room to prevent adjacent printed characters 

from touching each other. Even though letterpresses are rarely used today, the concept of the 

type’s body size has been transferred to the virtual environment (Figure 2-32). 

figure | 2-32 | 

Lead typeface with its digital equivalent. 

Photograph courtesy of Elizabeth Nevin of 

the Briar Press. 



| cHAPTER 2 | 65 

You can determine the point size of a typeface by using a rule like the 

one pictured in Figure 2-33 to measure from the baseline of one line of 

text to the baseline of the next. For example, notice that in Figure 2-33, 

the baselines of the text align with the 12-point gauge on the rule. 

figure 2-33 

Pica scale. 

: ; T SIZES 
Sometimes extra space is added between lines of type. In letterpress pe 

printing, this was done by placing thin strips of lead between lines of 

type, as in Figure 2-34. These strips of lead are called leading (pro- 
book : 
boards—25 218-2 2 2 

. strips. — 2 ee 
nounced led-ing). Again, the concept of leading has been transferred to Se Se mo ; 

, ’ et + is 
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When leading is added to the body size of a typeface, both measurements exactly — — tos 23-at—2 
; Mt oiret ae beginni% = 8— tae 24- a 

are added together to determine the type’s point size, as shown in Figure pe neces ia 

2-35. So for instance, 35-point type with 13 points of leading would be other s—8 a ps a 
° dra 1n— SB 29 277- 

expressed as 48 points, or 35/48. 86 =o ee = 

= 344 —31 oe 

leading = 13 points 

type size = 35 points 
point size = 48 points = re = 

figure | 2-35 | 

Point size. 

=f (32 
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2/3 cap height 

id 

figure | 2-36 | 

Relative point size. 

Because type can be rendered at so many different point sizes, it is also 

useful to use relative units of measurement to measure type. Relative 

units help us discuss the sizes of letterforms in relation to one another 

within a specific typeface at a specific point size. For instance, the exact 

height and width of a capital letter A and a lowercase letter a vary de- 

pending upon their point size, but the relationship between the two 

characters remains the same whether they are printed at 48 points or at 

72 points, and so on. That is, if a is % the height of A at one point size, it 

will also be % its height at any other point size, as shown by Figure 2-36. 

The relative units we use to compare type dimensions within a point size 

are called ems (em squares) and ens (en squares), shown in Figure 2-37. 

An em (or em square) is a relative unit of measurement used for making 

comparisons between sizes of characters and spaces within a typeface of 

a particular point size. An em is always a square unit equal in height and 

in width to the point size of a given typeface. Usually, an em square is 

about the same as the advance width of the capital letter M. An en is al- 

ways half the width of the em square, and is usually about the same as 

the advance width of a lowercase n. So for example, the em square of a 

12-point typeface would be 12 points wide and 12 points tall. The en 

square of the same typeface would be 6 points wide, but would still be 12 

points tall. 

Once the em and en of a typeface have been established, the widths of 

characters, indentations, and spaces between words can be discussed as 

fractions or units of the em and en. 

oe figure | 2-37 

em square Em square and en square. 

en square = 1/2 em square 
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New Vocabulary 

body size: the height of the face of a type sort, or its digital equivalent 

em or em square: a relative unit of measurement used for making comparisons between sizes of 

characters and spaces within a typeface of a particular point size; an em is always a square unit 

equa! in height and in width to the point size of a given typeface 

en or en square: a relative unit of measurement used for making comparisons between sizes of 

characters and spaces within a typeface of a particular point size; an en is always half the width 

of the em 

leading: (pronounced led-ing) thin strips of lead placed between lines of type in letterpress print- 

ing; the space between two consecutive measures of type on a page or layout (line spacing) 

pica: measurement of type that equals 1/6 of an inch 

point: measurement of type that equals 1/72 of an inch 

sort: a rectangular metal piece of type for use in letterpress printing 

CHAPTER SUMMARY 
The straight and curved strokes of characters can be physically rendered and combined in a 

wide variety of ways to suggest a full range of meanings and associations, independent of the 

type’s content. The physical attributes of these strokes create a sense of identity within a 

typeface, making the characters seem to “go together.” These attributes are defined by the 

strokes, junctions, and counterforms. Terminals and serifs, contrast between thick and thin 

stokes, angle of stress, x-height ratio, and set width help define sameness in typefaces. The 

variations among these shapes are measured using a special typographic scale made up of 

units called picas and points. Also, relative units based on the em square are used for measur- 

ing type within a point size of a given typeface, so that size relationships can be extrapolated 

from one point size to another. 

Learning to recognize and compare the intricacies and nuances of letterforms is an impor- 

tant step in learning how to effectively identify, select, and use type. This knowledge is also 

essential for any designer who plans to create a new typeface. Studying typographic termi- 

nology related to type anatomy and structure not only increases awareness of these subtle 

physical differences, but also facilitates effective communication about type and supports in- 

formed design decision-making. 
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in vev1ew 

Name five types of typographic guidelines associated with letterforms. 

What is an ascender? What is a descender? 

What Is the difference between a stem stroke and a hairline stroke? 

What is a counter? 

What is a serif? 

What does sans serif mean? 

What special strokes are particular to the capital letter G and lowercase letter g? 

What are the structural elements of letterforms? Name each structural element, and explain 

what it is. 

How Is the point size of a typeface measured? 

How many points are in an inch? How many picas are in an inch? How many points are 

ina pica? 
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BNET CISES 

{ Visit a free font web site on the Internet. (You can find one easily by typing the query “free 

fonts” into your web browser's search engine.) Find and print examples of the differently 

shaped terminals and serifs discussed in this chapter. (You can do this either by download- 

ing and installing fonts to your computer, or by using the web site’s “type test-drive” func- 

tion and copy/pasting the results into a Word document.) Label each kind of terminal that 

you find. 

Look through a magazine to find examples that illustrate each of the vocabulary words pre- 

sented in this chapter. Label each example. 

Find a typeface with a vertical angle of stress and high contrast, and one with an oblique 

angle of stress and low contrast. Use samples of both typefaces to create a dynamic com- 

position that accents the physical differences between the two typeface designs. 

Select a letter of the alphabet. Create a composition that collages that letter in a minimum of 

five different typefaces. Label the parts of the letters in smaller text as a component of the 

design. Elements of your design may overlap if you wish. 
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Courtesy of Elizabeth Nevin of the Briar Press. 



objectives 
e Understand type terminology / 

e Learn about the historical evolution of type family categories 

e Recognize how the structural elements of letterforms differ for 

each type family category 

e Understand how type is classified 

e Make educated decisions when choosing typefaces for designs 

introduction 

You have probably noticed that there are an enormous number of 

fonts available for use in your designs—so many that it can be over- 

whelming and difficult to choose sometimes. On one hand, the abun- 

dance of available font styles can help you to make your designs 

expressive and unique. On the other hand, with such a wide selec- 

tion, it's easy to fall into the trap of using fonts inappropriately—that 

is, based on enthusiasm for the font itself, rather than the appropri- 

ateness of its qualities for the design's message. The way a typeface 

looks may suggest a certain time period or cultural phenomenon to 

viewers. It can also set a mood or suggest an association to a re- 

membered experience. To gain insight into the connotations of vari- 

ous typeface designs, it is necessary to become familiar with the 

ways that typefaces are classified and the related terminology. 
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TYPE TERMINOLOGY 
As a graphic designer, you will be using a lot of new terminology 

specific to type. You will need to incorporate these terms correctly 

into your vocabulary so that you can discuss your designs with other 

designers, and so that you can explain them to your clients. The term 

type refers to typeset text or any specifically shaped reproducible 

characters (and even the metal sorts used for printing letterforms, as 

discussed in Chapter 2), but you've probably also heard the terms 

type style,” and “type family.” Because they can be »« 

“typeface,” “font, 

confusing, it’s important to differentiate between these terms. 

Typeface 

Let’s say that you are hired by Mr. Smith to design a logo for Smith’s 

Country Cookin’ Cottage. He wants the logo to include new and 

original letterforms that you will design just for his logo. In this 

case, you might not even design all the letters of the alphabet for 

him—only the ones he will need to spell out his business name. 

When you design the original letterforms for Mr. Smith’s logo, you 

are designing a new typeface. The term typeface refers to a collec- 

tion of letterforms that have been especially designed to go together. 

It is a broad term that can refer to just a few letters in a logo or a 

whole font. 

Font 

Let's say that Mr. Smith loves the typeface you designed for his logo. 

Now he wants you to design all the rest of the characters that he will 
need to create all of his brochures, menus, stationery, and annual re- 

ports using this typeface. He will need both the capital and the low- 
ercase forms of each letter of the alphabet, as well as numbers, 

symbols, and punctuation marks. He might also need fractions, liga- 
tures, accents, and other special characters, like ™, 

figure | 3-1 | 

A character map of the complete font 

Times New Roman. Courtesy of Bitstream, 

Inc. type foundry, www.bitstream.com, 

www.imyfonts.com. 



What you are doing for Mr. Smith is developing your typeface into a 

font. You may already be familiar with fonts. When you use a word pro- 

cessing program on a computer, you can usually select the font that 

you'd like your text to appear in. The term font refers to a collection of 

all the characters of a specific typeface that are necessary for typesetting. 

The characters of a particular font usually share specific characteristics 

that make them seem to belong together. Figure 3-1 shows a character 

map for the complete font Times New Roman. 

Type Style 

Mr. Smith loves the font you designed for him. Now he has decided that 

he would like you to modify the font to create an italic version, a bold 

version, a light version, an expanded version, and a condensed version; 

Mr. Smith is asking you to develop a variety of type styles of your font. A 

type style refers to a modified version of the typeface. When you are 

using a word processing program on a computer, and you make the text 

bold or italic, you are applying a type style to your text. 

When purchasing fonts, you will often see type styles packaged as sepa- 

rate font files and sold separately. These type styles will always be supe- 

rior to the type styles that your word processing software can generate. 

This is because your computer generates type styles by applying a set 

mathematical formula to each letterform, while a designer considers the 

optical balance of where visual weight should be added, subtracted, or 

adjusted when designing a type style. Figure 3-2 shows the difference be- 

tween the designed and computer-generated bold and italic type styles of 

the font Times New Roman. 

AaBbCc 
Times New Roman regular 

AaBbCc AaBbCc 

AaBbCc AaBbCc 
Designed type styles Computer-generated type styles 

CHAPTER 3 

figure 3-2 
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Designed and computer-generated type 

styles of the font Times New Roman. 
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"The entry Fa 
AN EXCREDINGLY DIGNUIED TYPE FAMILY 

Century Expanded 

Century Expanded Italic 

Century Bold 

Century Bold Italic 

Century Bold Condensed 

Century Bold Extended 

Century Oldstyle 

Century Oldstvle ftalic 

Century Oldstvle Bold 

Century Oldsivle Bold Italic 

AmericanType Founders Co. 
ORICIRATOR OF THE FAMILY DER IX TIPES 

New Vocabulary 

font: a collection of all the characters of a specific 

typeface that are necessary for typesetting 

type: 1. metal sorts used for printing letterforms; 2. 

typeset text; and 3. printed characters 

typeface: a collection of letterforms that have been 

especially designed to go together 

type family: 1. a collection of type that includes a 

specific typeface and all the type styles of that type- 

face; 2. a category that type is classified into, based 

on the historical origin and physical characteristics 

of the letterforms 

type style: a modified version of a typeface 

figure | 3-3 | 

Type specimen of the Century type 

family. Courtesy of American Type Founders. 

Type Family 

If you group all of the type styles of the font that you 

developed for Mr. Smith together, including the 

original unmodified font, this collection would be 

called a type family. The term type family can refer 

to a collection of type that includes a specific type- 

face and all the type styles of that typeface. In Figure 

3-3, you can see a specimen chart of the Century 

type family. 

Unfortunately, the term type family can be confusing 

because it can be correctly used to describe two dif- 

ferent concepts; type family can also refer to the cate- 

gories that we classify type into, based on the 

historical origin and physical characteristics of the 

letterforms. For the sake of clarity, we will refer to 

this sort of type family as a type family category. 

There are a number of type families that designers 

should be familiar with because they are standards 

that have withstood the test of time. These classics are 

exceptional in design and usability, both for display 

purposes and for longer passages of text. Some note- 

worthy examples include: 

- Baskerville 

Bodoni 

- Caslon 

Futura 

Helvetica 

Optima 

- Times New Roman 

- Univers 



TYPE FAMILY CATEGORIES 
Typefaces are classified into categories that reflect their historical origins 

and their stylistic qualities. Understanding how typefaces are classified 

can help you to make better decisions about when and how to use them, 

and can guide your decisions when creating new typeface designs. 

Designers who make educated choices about font usage can create 

stronger, more successful designs. 

Unfortunately, there is no one accepted system for classifying type; the 

variety of books on typography describe several different approaches to 

classification. The common thread that you will find in these books, 

though, is that classification of typefaces is useful and necessary for un- 

derstanding and applying type effectively. In each classification system, 

typefaces are classified based on a combination of the historical evolu- 

tion of type and stylistic characteristics of the letterforms. 

Luckily, the differences between these systems is superficial. They really 

only differ in the names that are used for each category, and how exten- 

sively the categories are subdivided. 

For the purposes of this book, we will use the most commonly accepted 

classifications, and explore several conventional subdivisions. The com- 

mon (and alternate) names for these type family categories are: 

* Blackletter 

* Humanist (or Venetian) 

* Old Style (or Old Face, Garalde) 

* Transitional (or Réales) 

* Modern (or Didone) 

* Egyptian (or Slab Serif, Square Serif, Mécanes, Antiques) 

* Sans Serif 

- Grotesque sans serif 

- Geometric sans serif 

- Humanist sans serif 

* Script 

* Display 

CHAPTER 3 75 
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figure 3-4 

Image of lead letterpress sorts. Courtesy 

of Elizabeth Nevin of the Briar Press. 

When designing a new letter- 

form, the designer makes deci- 

sions about specific structural 

elements of the letters, including 

the x-height, the contrast, the 

angle of stress, and the termi- 

nals. Generally, these elemental 

decisions are repeated in most 

or all of the characters, as the 

typeface is developed into a font. 

This commonality of structural 

elements is what makes the dif- 

ferent characters of a font seem 

to go together. 

As we discuss each of the 

following historical type family 

categories, take note of how 

these structural elements tended to vary from one to the next during 

different time periods. Recognizing the variations in these elements is 

key to differentiating between the type family categories. 

The Blackletter Type Family Category 

When Johannes Gutenberg invented movable type in 1455 in Mainz, 

Germany, he fashioned his type after the popular local scribal handwriting 

style of the day. German scribes used wide-nibbed pens that gave the 

letters a sharp angular look. To conserve parchment, scribes drew very 

narrow letters with narrow counters. The lack of negative space gave pages 

an overall dark appearance, and so this lettering style came to be known as 

blackletter (sometimes also called Old English). 

Gutenberg cast letterforms on slugs of lead called sorts, like the ones pic- 

tured in Figure 3-4. The first fonts used in Europe were designed to emu- 

late blackletter scribal calligraphy. The Blackletter type family category 

includes all fonts that were designed to emulate Gothic medieval scripts. 

It also includes all the revival fonts that were designed to look like early 

blackletter fonts. Also included in this category are fonts based on the 

more rounded medieval Irish uncial lettering style that was contempo- 

rary to Gothic blackletter. 
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Blackletter Cypefare 

» Tendencies» 
(Gothic & ae 

Terminals: the ends of strokes are often sharp and may include flourishes 
l Terminals é ; 

Serifs: terminals may or may not have serifs 

A\- Angle of 
Usually oblique (rises from the baseline, aiming strongly toward the left) 

Stress Nandan oe 

OD Contrast Often there is high contrast between thick and thin strokes 

x-height: often relatively tall in relation to the cap height 

oP) Proportions Set width: Gothic styles often appear narrow, Celtic styles often appear wide 

Positive/Negative space: closely spaced letters with small counterforms 

give an overall dark appearance 

Additional e Based on handwriting styles of Gothic (German) and Celtic (Irish) 
Features medieval scribes 

e Highly decorative 

e Heavy vertical stems cause a strong vertical presence 

figure | 3-5 | 

Blackletter typeface tendencies. 
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BLACKLETTER TYPE FAMILY CATEGORY AND EXAMPLES 

The design of Johannes G, a digital blackletter revival font (shown below), 

was based on the letterforms cut by Gutenberg for his 42-line Bible. You can 

compare the digital typeface to the original, which is pictured in Figure 3-6; 

other digital blackletter revivals are also shown. Keep in mind as you examine 

them that revivals generally are not exact copies of preexisting fonts—new 

designers usually add their own interpretations to revival typefaces, hopefully 

to improve them in some way. 

figure 3-6 

Close-up of text from Gutenberg’s 42-line Bible of 1455, 

by permission of the British Library [C.9.d.3]. 

FF Johannel 1 wal deligned by Manfred Dilein in 1991, baled on original Defigut created 

(rr Jobanuel 1b bp Jobannel Hitenberg in 1455. FF Johannel 1, coartelp of FSI Font Shop 

Jnternational type foondrp, wuw.fontibop.com, www.fontfont.com. 
26 pt 8/12 pt 
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BVUUXYPZ (1134564890©'!:;"") 
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OCQYrVerRi C (@ ND american uncial Was Oesigneod By VICTOR hammer in 1953, BASEO ON 

celtic scripts ano typefaces of the thirteenth to the sixteenth cen- 

GDC | al caries. american uncial 0, courtesy OF uRUd++ type FOUNDRY, 

24 pt jwo0uoW.URUOpp.0e/english/home.htm. 8/10 pt 

American Uncial — 24 pt 
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r Cloister Black ts a revival of original desiqns created by Morris fuller 

Clo ister B lack Benton and Joseph WA. Phinney in 1904. Cloister Black, courtesy of 

32 pt Bitstream Inc. type foundry, www.mpfonts.com. 10/12 pt 

abcdefghiselimnopgrstubwxp3 

ABCDEF GHIFELMNOPRRSTA 

PWUXDZ (1234567890$%X*@’!?::“”) 

Duc de Berry was designed by Gottfried Pott in 1990, based on Gothic scripts and 
) C ¢ CEr typefaces of the thirteenth to the sixteenth centuries. It is part of the “Cype before 

Gutenberg” series from Linotype. Duc de Berry, courtesy of Linotype type foundry, 

32 pt Linotype Library Gmb.G, www.linotype.com. 8/10 pt 

abedefg hij Rfmnoparstunwyyz 
ABCDEFSCHIFRLMAOPORSEU 
VBMWHYS (1234567890$%S*@ '!?:;"") 

8/10 pt 

Hette Fraktur is a revival of Gothic sevipts and typefaces of the thir- 

cette raktuyr teenth to the sixteenth centuries. Fette Fraktur, courtesy of Linotype 

type foundry, Linotype Library GmbH, wwwww.linotype.com. 
28 pt 

Fette Fraktur — 26 pt 

abedesghipklunopqrstuvwxys 
ABCDEFGHIFRLMNOPORSTAU 
VISA (1234567890$%S"@'!?:;4") 
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BLACKLETTER TYPE FAMILY CATEGORY EXAMPLES 

The Goudu Text tupe familu was designed bu Frederic Goudy in 1928, based on Gothic and Celtic tupe- 

Goudy Crext faces of the thirteenth to the sixteenth centuries. Goudy Text WIT and Goudy Text MTC Lombardic 

Capitals, courtesy of Linotupe tupe foundry, Linotype Library GmbA, wow.linotupe.com. 
30 pt 8/12 pt 

Goudy Text — 28 pt 

abcdefghijkimnopgrstuowxuz 

ABCDEFG6VNIFBLHMAOPORSTU 

VWIDVDE (12545078g0S%M""@ '!2:,°") 

K Kelmscott was designed by David Nalle in 1993, based on original 
g i j ISCO designs created by Milliam Morris in 1892. Kelmscott, courtesy of 

Scriptorium type foundry, www.fontcraft.com. 
32 pt 8/10 pt 

Kelmscott — 28 pt 

abcdefghyklmnopaqrstuywxyz 
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QURSTVAXVZ 
(12345678908Z6*@'!?;,"") 
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The Humanist (or Venetian) Type Family Category 

In 1461, Mainz was sacked and burned by soldiers. That drove many people, including print- 

ers, from Germany. This event hastened the spread of movable type printing to locations all 

over Europe. Within a decade of the onslaught, Venice, Italy, had become an important cen- 

ter of the printing industry. 

Scribes in Italy did not use the blackletter handwriting style. Italian scribes wrote in a more 

open airy style that was based on the lettering style of the ancient Romans, who were revered 

by Italians. The Italian scribal handwriting was called whiteletter, because the additional neg- 

ative space made for an overall lighter aesthetic. The ancient Roman influence also resulted 

in the addition of an important new feature: the serif. Whiteletter scripts looked very much 

like the types that are most widely used today. 

By 1470, movable type based on the Italian scribal whiteletter handwriting style became 

available. At first, the Italians tried to closely emulate their scribes’ handwriting style, like the 

Germans did before them, so the whiteletter fonts that were first produced looked very calli- 

graphic. These early whiteletter types are called Humanist, because they look like they were 

lettered by a human hand. 

Many people found whiteletter typefaces easier to read than the heavy, ornate blackletter 

styles that were popular in Germany, so Roman typefaces quickly gained popularity through- 

out Europe. Today, we continue to use the term roman to describe upright, non-italic type- 

faces that have serifs. 

The Humanist type family category includes these early roman typefaces and the newer ones 

that share their structural elements. The term Humanist comes from the humanistic qualities 

of the letters, which tend to have a soft, handwritten, organic feel. Letterforms appear heavy 

and rounded, and have low contrast. They tend to have a very oblique angle of stress. Serifs 

are also oblique, and are usually cupped (arched like a foot). The crossbar on the lowercase e 

is always slanted in Humanist typefaces, as shown in Figure 3-7. The Humanist type family 

category is sometimes called the Venetian type family category because the first Humanist 

typefaces emerged from Venice. 

81 
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Humanis t Typeface 

1 Terminals 

Terminals: the ends of strokes may be softly pointed, rounded, angled, or may 

end in a teardrop or ball shape; lowercase ascender terminals are often angled 

Serifs: serifs are usually bracketed, and may be uneven and/or slightly concave 

(cupped) and rounded 

_. Angle of 

“\ Stress 
Usually oblique (rises from the baseline, aiming strongly toward the left) 

Usually there is a low contrast between thick and thin strokes 

x-height: generally medium to tall in relation to the cap height 

Set width: characters tend to be moderate to wide 

Positive/Negative space: increased spacing and counters give a lighter 

overall appearance than Blackletter typefaces 

Additional e Based on handwriting styles of Italian medieval scribes 

Features 
e Characters tend to have organic, rounded shapes and medium to heavy 

calligraphic strokes 

e Lowercase ehas a slanted crossbar 

figure 3-/ | 

Humanist typeface tendencies. 
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HUMANIST TYPE FAMILY CATEGORY AND EXAMPLES 

One of the earliest Humanist typefaces was cut by Nicolas Jenson in 1470, 

pictured in Figure 3-8. The typefaces that Jenson cut were pivotal in setting 

the course that type design would take for centuries to come. His designs, 

which were based on the proportions of ancient Roman letterforms, cat- 

alyzed the European conversion from blackletter to whiteletter typefaces as 

the standard. Jenson’s direct influence on type design has been far-reaching. 

Humanist type designs have been revived in the nineteenth and twentieth 

centuries, and continue to experience new digital revivals today. A digital figure | 3-8 

Humanist revival that emulates Jenson’s work, called Jenson Classico, and 

some of its related type styles are shown here. Other digitally revived Close-up of Jenson’s type from 

Humanist fonts are on the pages that follow. Institutiones Oratoriae by Marcus 
Fabius Quintilianus, of 1471. 

The Jenson Classico type family was designed by Franko 

Luin, based on original designs created by Nicolas Jenson 

in 1470. Jenson Classico, Jenson Classico Bold, Jenson e 

Jens On C] as S] CO Classico Italic, Jenson Classico Bold Italic, and Jenson 

Classico Small Caps, courtesy of Linotype type foundry, 

Linotype Library GmbH, www.linotype.com. 

36 pt a ! : 9/12 pt 

Jenson Classico — 46 pt 

abcdefghyklmnop 
QI S CUVWXYZ 
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NOPQRSTUVWXYZ 

1234567890$%& 
Rape est" 
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HUMANIST TYPE FAMILY CATEGORY EXAMPLES 

cde Hi inn pene 

ABCDEFGHIJKLMNOPQRS TU 

VWXYZ (123456789 0$%&* @ ie) 

ina klaniiepiarstnnrerlye 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&* (W’!?:;”) 

See pee Rano R ANODE 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*(@'!?:;*”) 

Jenson Classico Small Caps — 28 pt 

ABCDEFGHIJKLMNOPQRSTUVWXYZ 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (12345678908 %&*@'!?:;“”) 
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The Centaur type family is a revival of original designs created by Bruce Rogers in 1914. Centaur 

G ent aur MT, Centaur MT Italic, and Centaur MT Bold, courtesy of Linotype type foundry, Linotype 

Library GmbH, www. linotype.com. 

32 pt 8/10 pt 

Centaur MT — 28 pt 

abcdefghyklmnopgqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

WOW SN Gh (1234567890$%&*@’!2:;”) 

Centaur MT Italic — 28 pt 

abcdefghijk lmnopqrstuywxyz 

ABO@DERCGEE }KEMN OPORSTU 

VWXYZ (1 2345678 90S %&*Q@’!?:. SN) 

abcdefghijklmnopqrstuvwxyz 
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HUMANIST TYPE FAMILY CATEGORY EXAMPLES 

° Theeles 58 e family w ate ay a eed on ee cemed ip 

Cloister | reeiegr he ctielae seuss tee ii lw 
32 pt 8/10 pt 

Cloister URW T Regular — 28 pt 
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type family is a revival of original designs created by Frederic Goudy in 1927 The Deepdene yi ‘ 
D G e en e Deepdene URW T Roman, Deepdene URW T Roman Italic, and Deepdene URW T Bold, 

courtesy of URW++ type foundry, www.urwpp.de/english/home.htm. 
30 pt 8/10 pt 

abcdefghijklmnopqrstuvwxyz 
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HUMANIST TYPE FAMILY CATEGORY EXAMPLES 

The Stratford type family was designed by Adrian Williams and Freda Sack in 

Stratfo t dy: ee ce ear entertain 
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HUMANIST TYPE FAMILY CATEGORY EXAMPLES 

‘True Golden _ nn Tin Tm 

ane 
abcdefghikIlmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 
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True Golden Bold — 28 pt 
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The Old Style (or Old Face, Garalde) 
Type Family Category 

At first, many people were disdainful of printed books, thinking them in- 

ferior to hand-lettered ones. The printing industry also met with resist- 

ance from the scribal trade because people feared for their jobs and were 

slow to accept change. However, public opinion shifted as publishers 

began to see how profitable printed books could be, and as consumers 

saw increased affordability and availability of books. The Catholic 

Church saw that printed books and materials could help spread 

Christianity to the European masses, and so endorsed printed books. 

Soon, it had become culturally accepted to collect printed books, and 

prestigious to own a private library. 

By 1500, new Old Style fonts became available that looked slightly less 

calligraphic. Although they retained some of the organic feel of Humanist 

typefaces, Old Style letterforms were more precise, appeared lighter, and 

had more contrast. Serifs were also lighter, and often sharper and 

straighter. Another new feature was that the ascenders of lowercase letters 

like b, d, f, and | extended above the cap height. Also, the slanted crossbar 

of the Humanist lowercase € gave way to the horizontal crossbar of the 

Old Style lowercase e, as shown in Figure 3-9. 

This stylistic shift was partly because punchcutters had improved their 

precision and skills at cutting letterforms into the slugs of metal used for 

printing. It was also partly due to a cultural acceptance of printed books— 

publishers no longer felt the need to make their books appear to have been 

hand-lettered. The introduction of Old Style fonts marked a subtle, but 

important shift of the printed word away from its calligraphic origins. 
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| NOTE | 

In some classification systems, you 

will see Humanist typefaces 

appear as a subset of the Old Style 

type family category. This is 

because the two are so closely 

linked in style, and because 

Humanist typefaces were prevalent 

for only a few decades. 
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Old Style Typetace 
l 

c1e < 
1 Terminals 

._. Angle of 

“\ Stress 

q) Contrast 

Terminals: the ends of strokes may be pointed, rounded, angled, or may end in 

a teardrop or ball shape, but generally are lighter, sharper, and straighter than 

Humanist terminals; lowercase ascender terminals are often angled 

Serifs: serifs are usually more lightly bracketed and straighter than 

Humanist serifs 

Usually moderately oblique (rises from the baseline, aiming moderately toward 

the left) 

Usually there is a low to medium contrast between thick and thin strokes 

Proportions 

x-height: x-height is generally tall in relation to the cap height 

Set width: characters tend to be moderate to wide 

Positive/Negative space: increased spacing and counters give a slightly lighter 

overall appearance than Humanist typefaces 

Additional 

Features 
@ — Still somewhat organic, but more precise than Humanist type 

e Ascenders of lowercase letters are usually taller than cap height 

e Lowercase ehas a horizontal crossbar 

figure | 3-9 | 

Old Style typeface tendencies. 



CHAPTER 3 

OLD STYLE TYPE FAMILY CATEGORY AND EXAMPLES 

One of the most widely used Old Style typefaces was designed by William Caslon. Caslon started a 

foundry in England in 1720, just as strict censorship laws, which had discouraged local printing and 

punchcutting, were being revoked. Caslon’s fonts were very popular in England, largely because of a 

lack of competition; Caslon’s was one of a very few British foundries, so his fonts were readily avail- 

able and inexpensive in England. Caslon’s typefaces were exported from England to countries all 

over the world, by way of British colonialism, and were used in globally important documents, includ- 

ing the Declaration of Independence of the United States of America. In Figure 3-10, you see an ex- 

ample of an original typeface specimen by William Caslon. 

Old Style typefaces remained popular throughout the sixteenth, seventeenth, and early eighteenth 

centuries; during the twentieth century, many Old Style typeface designs were revived. Many of 

these revivals have since been digitally revived, and remain popular today. A digital Old Style revival 

that emulates Caslon’s work, called Caslon Classico, and some of its related type styles are shown 

here. Other digitally revived Old Style fonts are on the pages that follow. 

DousLeE Pica ROMAN. 

A B C Quoufque: tandem abutere, Cati- 
lina, patientia noftra ? quamdiu 
nos etiam furor ifte tuus eludet ? 

A B é D EK quem ad finem fefe effrenata jac- 
ABCDEFGH JIKLMNOP 

ABCDEFG Great Primer Roman. 
Quoufque tandem abutére, Catilina, pa- 

ABC DE F G HI tientia noftra ? quamdiu nos etiam fu- 
ror ifte tuus eludet? quem ad finem fe- 

> fe effrenata jactabit audacia? nihilne te 
ABCDE k G HIJK nocturnum prefidium palatii, nihil ur- 

bis vigilie, nihil timor populi, nihil con- 
AB C D E F G H I J K L ABCDEFGHIJKLMNOPQRS 

ABCDEFGHIKLMN 
Encriisw RoMAN. 

renchaeannon! Quoufque tandem abutére, Catilina, patientia 
noftra? aes ngs etiam furor ifte tuus eludet? 

Quoulque fan eee 
urbis vigiliz, nihil timor populi, nihil confen- 
fus bonorum omnium, nihil hic munitiffimus 

dem abutere, ABCDEFGHIJKLMNOPQRSTVU
W 

Prea Roman. 

Melium, novis rebus ftudentem, manu fua occidit. e e e 

Fuit, fuit ifta quondam in hac repub. virtus, ut viri 
ad 1 ae pa ]- fortes acrioribus fuppliciis civem perniciofum, quam 

acerbiffimum hoftem co¢rcerent. Habemus enim f- 

figure 3-10 | 

93 

Close-up of type from William 

Caslon’s first specimen sheet, 

1734 C.E., by permission of the 

British Library [C.180 ff.4(2)]. 
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OLD STYLE TYPE FAMILY CATEGORY EXAMPLES 

The Caslon Clas eure e family was designe ed by Frar anko Lui 1993, 

ased on originé ee ee Willi am Ca slon ie Clee 

of ce , Caslon Classico Bo id C lon Cl 

C | ° based 0 ri use Agi ; 

AS On Classico ae eee slon + Clas ives Cas urte esy 0 sree ae 
30 pt foundry, Linotype Libra eh mbH, w Bee com. 8/10 pt 

“ie 

Caslon Classico — 46 pt 

abcdefghiykIlmnop 
qrstuVWXYyZ 

ABCDEFGHIJKLMN 
OPORSUVWXYZ 

(1234567890$ 
ToR* (Q eam 

abcdefghijklmnopgrstuvwxyz 
ABCDEFGHIFALMNOPORSTU 

VWXIZ(1234567890$ 76S*@’!? 2,7) 



Caslon Classico Bold — 28 pt 

abedefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 
(1234567890$%&*@’ !P:;“”) 

abcdef shi pee ramen 

ABCDEFGHIFKLMNOPORSTU 

VWXYZ (12345678908%&E*@ ’12:;“”) 

Caslon Classico Small Caps— 28 pt 

ABCDEFGHIJKLMNOPORSTUVWX YZ 

ABCDEFGHIJ KLMNOPORSTU 

VWX YZ (12345678909 %8* @ !?:;°”) 
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OLD STYLE TYPE FAMILY CATEGORY EXAMPLES 

mily was designed by Stanley Morison in 1929, based on original de- 
1 1496. B 

ated by Francesco Griffo in 1496. Bembo, ; 

of Linotype type foundry, Linotype Library GmbH, www linotype.com. 
Bembo smite 

abcdefghyklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@’! 235°’) 

abcdefghijklmnopgqrstuvwx yz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (12345675 90$%E*@’!?:;”) 

Bembo Bold — 28 pt 

abcdefghiklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXY Z 

(1234567890$%&*(@’!?:;°°’’) 



eres DOL As fe see a and ae 

Caxton ook, Caxton Book Hal Bold, c of L ee ine i tay 
32 pt 

a ae GmbH ee om. notype Aaa ne 8/10 ot 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$%&'°@'!?:;“”) 

abcdefehijikimnopgrstuvwxyZ 
ABCDEFGHIJKLMNOP 

QRSTUVWXYVZ 

(123456 7890$ % &°@’!?:;°”) 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$%&'@'!?:;“”) 
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Goudy Old Style Seiesskieks- 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHI]KLMNOPORSTU 

VWXYZ (1234567890$%&*@ !?:;°”) 

abcdefghijklmnoparstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$%ES*@’!?:;°”) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$%&* @’!?:;“”) 
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Ory l Has PT Original Garamond type family was designed by Gayaneh Bagdasaryan in 
1G gina 2, bas hia on bee produced by the Stempel Foundry in 1925, which were based 

nal designs created by Claude Garamond in 1592. PT Original Garamond, 

Garamond. | PT T Orga Ga aramon 4 re ic, an d PT Original Garamond Bold, courtesy of 

e foundry, www.paratype.c 8/10 pt 

PT Original Garamond — 28 pt 

abcdetghijklmnopaqrstuvwxyz 
ABCDEFGHIJKLMNOPORSTU 
VWXYZ (1234567890$%8&* @1?:) 

PT Original Garamond Italic — 28 pt 

abcdefghyklmnopaqrstuvwxyz 
ABCDEFGAIJKLMNOPQRSTU 

VWXYZ (12345678908 %E*@!2:;) 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890$%&*@'!?:;"”) 
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OLD STYLE TYPE FAMILY CATEGORY EXAMPLES 

A The Palatino type family was designed by Hermann Zapf in 1950. (Today, a 

P a l atin revived version is available as Palatino Nova .) Palatino Roman, Palatino 

O Italic, and Palatino Bold, courtesy of Linotype type foundry, Linotype 

32 pt Library GmbH, www.linotype.com. 8/10 pt 

abcdefghijklmnopaqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$ %&*@'!?2;") 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@'! 22°”) 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$% &* @!1?:.“”) 
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: The Times New Roman type fainily was designed by Stanley Morison 

Time S New R in 1931, for The Times of London. Times New Roman, Times New 

oman Roman Italic, and Times New Roman Bold, courtesy of Linotype type 

foundry, Linotype Library GmbH, www. linotype.com. 
24 pt aD oh Be ue 8/10 pt 

abcdefghijkImnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@’!?:5°°’) 

abcdefghijklmnopqrstuvwxyzZ 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (123456789038 %o&*@'!?:;°") 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(12345678908 %&*@’!?:5°”’) 
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‘Ray’ Greiman portrait by Made in Spacers, www.madeinspace.la. 

april greiman 

How did you get started as a designer? Tell us about your 

first job in design and the evolution of your career. 

| think | got fired from my first job in design. | was working 

for GAF creating a packaging design for concrete mix; it 

was too cool! | also did the graphic interface for a camera 

and a projector. Unfortunately, | was accused of coming 

up with solutions that were too unusual. They got pro- 

duced, but then | was reprimanded for never filling out my 

time sheets. Frankly, | was too self-conscious, because | 

worked over ten hours a day, and they only allowed us to 

work 9-5! So rather than get in trouble for putting so many 

hours in, | just avoided the time sheets. My boss wasn't 

very easy to discuss things with either, | should say! 

What do you do to get your creative juices flowing when 

you start a new project? 

| like to get quiet in my mind—go out into nature. The 

desert always has stimulated my creativity and thinking. 

What can you share with us about your design process? 

What role does technology play in that process? 

Technology is omnipresent in our field. Even a pencil is 

technology, don't forget! 

How has the role of typography in design changed over 

the last decade? 

Type is image. This is a major shift from the times when | 

was doing typography, often in metal. 

What role should social responsibility play in design? 

What can designers contribute to our society? 

Designers shouldn't just rely on coming up with cool 

solutions to problems; they must consider the question of 

how their designs impact culture. This question is getting 

tougher, as the global culture is getting more and more 

complex. As designers work, they must be conscious of 

the impact of their actions and the products they help 

“Does it Make Sense?” Design Quarterly #133, by April Greiman for Walker Art Center, Mildred Friedman, Curator. 
Courtesy of Made in Space, www.madeinspace.la. 



promote. Design, unfortunately, seems to be more and 

more market-driven in America. 

What advice do you have for design students and new 

designers who are just entering the field today? 

Make sure you absolutely love what you do. If not, go into 

something else. This is one tough cookie of a field, albeit 

rewarding, nourishing, fun, and educational. 

April Greiman, Made in Space, Los Angeles, California 

www.madeinspace.la 
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t = 
5 N0Vvenberp 

Samitaur Constructs poster by April Greiman for the Venice 

Biennale. Courtesy of Made in Space, www.madeinspace.la. 

(Top) Poster by April Greiman for the Ringling School of Art 

Selby Gallery. Courtesy of Made in Space, www.madeinspace.la. 

(Bottom) Identity design by April Greiman for the Southern 

California Institute of Architecture, 2004. Courtesy of Made in 

Space, www.madeinspace.la. 
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The Transitional (or Reales) Type Family Category 

Old Style typefaces dominated the international printing industry for a 

long time, about two hundred years. Then, in the eighteenth century, 

popular styles of type began to change again, in response to 

technological advancements in printing. Type designs from this period 

began a stylistic transition from the Old Style typefaces of the sixteenth 

and seventeenth centuries to the Modern ones of the nineteenth 

century—hence, the type family category name Transitional. 

The first Transitional typeface was called Roman du Roi, meaning 

“typeface of the King.” It was designed in 1693 by Philip Grandjean, at 

the commission of Louis XIV (an example of Grandjean’s Roman du Roi 

can be viewed in Chapter 1 on page 13). In response to complaints of 

declining production quality in trade items, the king had set up a 

committee to establish new national standards for a number of crafts, 

one of which was typography. As a part of this effort, a new typeface 

design was commissioned for the exclusive use of the court. This new 

typeface was to be based on technical, scientific, and mathematical 

principles, rather than on scribal calligraphy. A more vertical angle of 

stress and higher contrast reflected the distancing of Transitional fonts 

from their calligraphic origins. Finer, more precise shapes and increased 

contrast were made possible by newly emerging technologies like 

engraving and improvements in type casting. Although it was illegal for 

anybody outside the court of Louis XIV to use Roman du Roi, 

contemporary designers emulated the more vertical angle of stress, the 

narrower letter set widths, and the higher contrast anyway. 



CHAPTER 3 

Lransitional ‘Typeface 
l 

l Terminals 

Terminals: the ends of strokes may be pointed, rounded, angled, or may end in 

a teardrop or ball shape, but generally are lighter, sharper, and straighter than 

Old Style terminals; lowercase ascender terminals are often horizontal or very 

slightly angled 

Serifs: serifs usually are lightly bracketed and straighter and shaper than Old 

Style serifs 

_. Angle of 

“\ Stress 

Usually vertical (perpendicular to the baseline) or slightly oblique (aiming 

slightly toward the left) 

Usually there is medium contrast between thick and thin strokes, generally 

higher contrast than Old Style typefaces 

x-height: generally of medium height in relation to the cap height 

Set width: characters tend to be narrower than Old Style typefaces 

Positive/Negative space: increased spacing and counters give a slightly lighter 

overall appearance than Old Style typefaces 

Additional 

Features 

e@ More precise than Old Style type 

e Ascenders of lowercase letters may be slightly taller than cap height 

figure | 3-11 

Transitional typeface tendencies. 
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TRANSITIONAL TYPE FAMILY CATEGORY AND EXAMPLES 

An important contributor to the development of Transitional 

typeface designs was John Baskerville. He not only de- 

signed typefaces that extended the trend toward a more 

technical aesthetic, he also invented smoother papers and 

improved tools and inks that could produce more delicate 

and precise letterforms. Figure 3-12 shows an example of Conveniat ¢ que Cul 

Baskerville’s work. 

Many digital revivals of Transitional typefaces exist, in- Sit pecori, atque ap 

cluding some based on the work of John Baskerville. One 5 Hinc canere incipia 

such font, called John Baskerville, and some of its related 

type styles appear below; other digitally revived 

Transitional fonts are on the pages that follow. 

U rp faciat leeta 

Vertere, Mzece 

figure 3-12 

Close-up of type from Latin Virgil, printed by John Baskerville, 1757 C.E., from Printing Types by 

Alexander Lawson. Copyright ©1971 by Alexander Lawson, reprinted by permission of Beacon Press, Boston. 

The John Baskerville type family was designed by Frantisek 

° Storm, based on original designs created by John Baskerville in 
John B aske I V ille 1757. John Baskerville, John Baskerville Italic, John Baskerville 

Bold, and John Baskerville Bold Italic, courtesy of Storm type 

mn ot foundry, www.stormtype.com. 8/10 ot 

John Baskerville — 38 pt 

abcdefehijklm 
nop QrstuvVWXyZ 

ABCDEFGHIJKLM 
NOPQRSTUVWXYZ 
1234507890$ %&*@ !?:;“” 
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abcdefehijklmnopgrstuvxyz 
ABCDEFGHIFKLMNOPQRSTU 
VWXYK (12345678908 %8*@'!?:;) 

abcdefghijkImnopqrstuvwxyz 

ABCDEFGHIJKLMN 

OPORSTUVWXYZ 

(12345678 90$% &*@ !?:;“”) 

abcdefehijklmnoparstuvwxyz 
ABCDEFGHIFKLMNOPQORSTU 
VWXYVK (1234567890$%

E"*@ 7) ee 29) 
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TRANSITIONAL TYPE FAMILY CATEGORY EXAMPLES 

abcdefghijklmnopqrstuvwxyZ 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&* @!?:."") 

abcdefghijRlmnopqrstuvWxyZ 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (123456 75908 %&*@’!?:;°”) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890S%&* @’!?:;”) 
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SO tah Pelco tate suite Lea 
Cochin 269 

abcdefghijklmnopaqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$%&*@’!?:;°”) 

abcdefghyklmnopgrstuvrwxyz 

ABCDEFGHIJKILMNOPORSTU 

VWXYZ (12545678908 % e3 *@'12:,) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$% &* @!?:;”) 
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TRANSITIONAL TYPE FAMILY CATEGORY EXAMPLES 

Corona eral rr ol 

abcdefghij kImnop qrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@’'!?:;°°’) 

abcdefghy klmnoparstuowxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@’!?:;*’) 

abcedefghij klmnoparstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@’!?::“”) 
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The Elec e fan ne ted Pe i“ A. ican i 1988 mnie eX- 

k ] t pan i d c ae e fan st a di ffer weights, t ae a display versions. 

e Cc Td Elec oe ular ne a LH Cur pes Electra LH HB court ae ise 
32 pt type ae Beene ae ty Gr bE , www.linotype.c 8/10 pt 

abcdetghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPORSTU 
VWXYZ (1234567890$%&*@'!?::”) 

abcdefghijklmnopgrstuvwxyz 
ABCDEFGHIJKLMNOPORSTU 
VWXYZ (1234567890$%E*@’!?:;°”) 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHI KLMNOPORSTU 
VWXYZ (1234567890$%&* @!?:;“”) 
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TRANSITIONAL TYPE FAMILY CATEGORY EXAMPLES 

The Mrs. Eaves type family was designed by Zuzana Licko in 1996, based on 

\ 1 E original designs created by John Baskerville in 1757. Mrs. Eaves Roman, Mrs 

Tr S e ave S Eaves Italic, and Mrs. Eaves Bold, courtesy of Emigre type foundry, 

32 pt www.emigre.com. 9/10 pt 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$%&*@'!?: PY) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@’'!?:;“”) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234.567890$%&*@’'!?:;“”) 
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te ee 

abcdefghijklmnoparstuvwxyZz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$ % &*@'!?:;“”) 

abcdefghiklmnopgqrstuvwxyZ 

ABCDEFGHIUKLMNOP 

QRSTUVWXYZ 

(1234567890$ % &*@’!?:;°”) 

abcdefghijklmnopgqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$ % &*@!?:;“”) 
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The Modern (or Didone) Type Family Category 

The word “modern” can be confusing because it has many common uses. Of course, it can refer to something 

that is contemporary or new. Sometimes when we say modern, we are referring to the Modern Art movement 

of the early twentieth century, even though art from that time period isn’t new (modern) anymore. Ironically, 

the typefaces which are categorized into the Modern type family category are NOT the same ones that we as- 

sociate with the Modern Art movement of the twentieth century. This is an important differentiation. 

When classifying type, the term modern refers to the roman typefaces developed in the late eighteenth and 

nineteenth centuries that ushered in the “Modern age.” These typefaces tend to have narrow set widths, high 

contrast, lightly bracketed or unbracketed serifs, short x-height ratios, and a vertical angle of stress. They 

look very precise and mechanical. They reflect the advancing technical capabilities of societies undergoing 

industrialization, and so are almost completely stylistically divorced from their calligraphic origins. 

figure | 3-13 

a Modern Typeface 
tendencies. 1 

“ 

Terminals: the ends of strokes may be pointed, rounded, angled, or may end in 

a teardrop or ball shape, but generally are lighter, sharper, and straighter than 
1 Terminals Transitional terminals; lowercase ascender terminals are usually horizontal 

 @0 
cies! 
fi 

Serifs: serifs usually have little or no bracketing, and are straighter and shaper 
than Transitional serifs 

x-height: generally short to medium in relation to the cap height 

++] Proportions Set width: characters tend to be narrower than Transitional typefaces 

Positive/Negative space: generous spacing and counters give a slightly lighter 
overall appearance than Transitional typefaces 

Additional e Characters appear precise and mechanical 
Features 

e Characters are likely to be constructed out of interchangeable parts 



MODERN TYPE FAMILY CATEGORY AND EXAMPLES 

Two of the most notable designers of Modern typefaces were Firmin Didot of 

France and Giambattista Bodoni of Italy. Both men used opposition of visual 

elements (like thick vs. thin and short vs. tall) to create a high level of drama in 

their typefaces. The fonts they cut had a mechanized aesthetic—they were 

very precise, and featured a vertical angle of stress and interchangeable 

parts, as you can see in the example of Bodoni’s work, pictured in Figure 3-14. 

The typefaces that Bodoni and Didot designed were widely emulated during 

their own time, and have experienced many revivals since. One example of a 

digital revival based on Bodoni's designs, called Bodoni EF, appears below, 

along with some of its related type styles. Other digitally revived Modern fonts 

are on the pages that follow. 

CHAPTER 3 115 

figure | 3-14 

Close-up of text from Giambattista 

Bodoni’s Manuale Tipografico of 1818. 

The Bodoni EF type family and the Bodoni No 2 type family are revivals of original de- 

es signs created by Giambattista Bodoni in 1798. Bodoni EF Regular, Bodoni EF Regular 

O O i } i] Italic, Bodoni EF Bold, Bodoni EF Bold Italic, and Bodoni No 2 EF Ultra, courtesy of 

32 pt Elsner + Flake type foundry, www.elsner-flake.com. 

Bodoni EF Regular — 46 pt 

8/10 pt 

abcdefghiklmnop 

qrstuvwxyZ 

ABCDEFGHIJKLMNO 
PORSTUVWXYZ 
1234567890$% 
&*@'!? 30” 
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MODERN TYPE FAMILY CATEGORY EXAMPLES 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$ %&*@ ’!?:;°”) 

abedefohijkimnopgqrstuyvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (12345678908 %&* @’!?:3%”) 

abedefghijkimnopaqrstuvwxy=z 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1238456 7890$ %&*@°!223%”) 

abcdeighijkimnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(123 45678908%&* @'!?:3°") 
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The Bernhard Modern pe fam ily i val of original designs 

Bernhard Modern B tras fare ee fat co 
30 pt wB ype foundry, www.myfonts i ot 

Bernhard Modern — 28 pt 

abcdefshij klmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 
VWXYZ (1234567890$%E*@!?:;“”) 

abcdefgh ijkl nopgrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 
VWXYZ (12345078008 %E"@’!?:;“”) 

abcdetshij klmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 
ORSTUVWXYZ 

(1234567890$8%G*@ 
Y | 7 : ud ») 
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MODERN TYPE FAMILY CATEGORY EXAMPLES 

The Craw Moder a at e family is a revival of original 

Craw Mode
rn signs created by Freeman Craw in 1964. Craw Modern 

ay it Re sheila , Craw dade rm URW T Regular Italic, and 

Craw Modern URW T Bold, courte ae 

22 pt foundry, 2 wpp.de/english/home. ht 7/10 pt 

Craw Modern URW T Regular ~ 20 pt 

abcdefehijklmnopqrstuvwxyzZ 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (12345678908 % &* @'!?:;*”) 

Craw Moder URW Regular Italic - 20 pt 

abcdefghtjkImnopgrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (12345678908 % &*@’!2:;"") 

Craw Modern URW T Bold — 20 pt 

abcdefghijkbhnnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWRYZ (12345678908 %&*@"!?:3°") 
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De Vine | sirik hie ten ti ita tres 

abedefehiklmnopaqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (12345678908 %&*@'!?:,°”) 

abcdefghuyklmnoparstuvwaxyz 

ABCDEFPGHISJKLMNOPQRSTU 

VWXYZ (12345678908 %h*@’1?:.) 

abedefehijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWAYZ 

(12384567890$%&* @’!?:.%”) 
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MODERN TYPE FAMILY CATEGORY EXAMPLES 

The Li bs Di ee ve family ed by Adrian Frutiger and the Linotype 

ici te ral ¢ : ‘signs ¢ es by Fi prnae in 1784. Linotype 

Inot Y ‘pe l ot Dic <a Ror i wpe on lot Lte Sti “i — is dot Bold, courtesy of 

wl 

abedefghiyklmnopaqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (12345678905 %&*@!?:;*”) 

abcdefehyRIMnNopgrstuywXryzZ 
ABCDEFGHIJKLMNOPQRSTU 
VWXYZ (12345678908 Sk *@ 1?:;*”) 

abedefghijkimnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(12345678905 %&*@!?:;°”) 
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Th Modern No 216 type family was designed by Edward 

Be Modern No 216 x. 
fo 

€ ) 

nguiat in 1982. Modern No 216 Medium, Modern No 216 

dium Italic, and Modern No 216 Bold, courtesy of Linotype type 

20 pt undry, Linotype Library GmbH, www.linotype.com. 8/10 pt 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (12345678905 %&*@’!?:;“”) 

abcdefghykitnnopaqrstuvwayz 

ABCDEFGHIJKELMNOPQRSTU 

VWXYZ (1234567890$ %E& *@’!?:;“”) 

abcdefghiklnnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWAYZ 

(12345678908 %&*@’!?:;"”) 



122 | type fam ily class ification | 

MODERN TYPE FAMILY CATEGORY EXAMPLES 

abcdefghijklmnopqrstuvwxyZ 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(12345678908 % &*@’!?:;°”) 

abcdefghykimnopgqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (12345678 908 Yo k&*@’12:;"”) 

abcdefghiklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$%&*@"!?:;“”) 
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The Egyptian Type Family Category (or Slab Serif, Square Serif, Mécanes, Antiques) 

Egyptian typefaces emerged as display type in Victorian advertisements in the nineteenth century. Because 

the new offset lithography technology made it easier and cheaper than ever to print advertisement posters 

and flyers, designers were quickly developing bold and decorative typefaces meant to grab the attention of 

their audience. Egyptian typefaces are easy to recognize by their heavy, squared serifs and their chunky ap- 

pearance. The name Egyptian refers to the heavy, horizontal aesthetic of ancient Egyptian art, architecture, 

and hieroglyphics; the typeface gained popularity at about the time of Napoleon’s conquest of Egypt. The 

Egyptian type family category is also called the Slab Serif or Square Serif type family category because of its 

characteristic heavy, unbracketed serifs. Egyptian typefaces are generally heavy, have low contrast, and often 

have a vertical angle of stress, as shown in Figure 3-15. 

figure 3-15 

ae oer. Egyptian Typeface 
tendencies. 

ag O 

‘endencies 
A\- 

Terminals: the ends of strokes may be rounded or squared; lowercase 

ascender terminals are usually horizontal 

iT Terminals 
Serifs: serifs usually have little to no bracketing, and are generally as thick as 

stem strokes; serifs often look like thick slabs 

a Angle of If there is an angle of stress at all, it is usually vertical (perpendicular 

-\ Stress to the baseline) 

OD Contrast Usually there is high contrast between thick and thin strokes 

x-height: generally medium to tall in relation to the cap height 

5 Set width: characters tend to be wide 
Proportions 

Positive/Negative space: moderate spacing and counters with heavy 

letterforms give a darker overall appearance 

Additional e Characters appear precise and mechanical, likely to be constructed of 
Features interchangeable parts 
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EGYPTIAN TYPE FAMILY CATEGORY AND EXAMPLES 

In 1845, Robert Besley designed the first Clarendon 

typeface—a highly legible, bold Egyptian typeface, 

with lightly bracketed slab serifs and low contrast, pic- 

tured in Figure 3-16. Because so many fonts mimicked 

Besley’s design, the name Clarendon is sometimes 

used to describe any Egyptian typeface that has slight 

contrast and bracketing. Egyptian typefaces, including 

Clarendon, remained popular until the 1920s, then ex- 

perienced a revival in the 1950s. A digital font based on 

Besley's Clarendon, called Clarendon, is shown here, 

along with some of its associated type styles. Other 

digital revivals of Egyptian typefaces follow. 

uousque tandem abutere Catilina, patientia nostre 
amdiu nos etiam furor iste tuus eludet? quem 
em sese effrenata jactabit audacia? nihilne te nc 
rnum presidium palatii, nihilne urbis vigilie, ni 
mor populi, nihil consensus bonorum omnium, ni 
ic munitissimus habendi senatus locus, nihil hor 

£1234567890 

SALES BY PUBLIC AUCTION. 

figure | 3-16 

Type specimen of an early Clarendon by Robert Besley. 

The Clarendon type family is a revival of original designs by Robert Besley of the Fann 

Clarendon 
28 pt 

Street Foundry in 1845. URW Clarendon T Regular, URW Clarendon T Regular Oblique, 

URW Clarendon T Extra Bold, URW Clarendon T Extra Bold Oblique, and URW Clarendon 

T Light, courtesy of URW++, type foundry, www.urwpp.de/english/home.htm. 6/10 pt 

URW Clarendon T Regular — 42 pt 

abcdefghijklmnop 
qrstuvwxyzZ 

ABCDEFGHIJKLMN 
OPQRSTUVWXYZ 
(1234567890$% 

&*@” 1). 6699 
@ ®@ e9 



CHAPTER 3 125 

URW Clarendon T Regular Oblique — 24 pt 

abcdetfghijklmnopqrstuvwxyZ 

ABCDEFGHIJKLMNOPQRST 

VWXYZ (123456 7890$%&*@'!?:;°°’) 

abedefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRST 

VWXYZ (1234567890$%&*@’!?:;°”) 

abcdefghijkIlmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP@QEST 

VWXYZ (1234567890$ %&*@’!?:;°”) 

abcdefghiklmnopgqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@ !?: 5°) 
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EGYPTIAN TYPE FAMILY CATEGORY EXAMPLES 

EACLE TL CE eT crores ain econ es 
LY DEWRILGR cect sae ae 

abcdefghijklmnopcrstuVWwxyZ 

ABCDEFGHIJKLMNO 

elmer CTA 

(1.234567 890$%6se* @ P52) 

abcdefghijklmnopaqrstuvwxyz 

ABCDEFGHIJKLMNO 

PQRSTUVWXYZ 

(12354567890$%8&e*@’!?::“”) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNO 

PQRSTUVWXYZ 

( 12345678908 %&*@"!?: 366) 
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Pee euerey- 

abcdefghijklmnopaqrstuvwxy z 

ABCDEFGHIJKLMNOPORSTUVWXYZ 

(EP ONO HS SONS oe Cte ee 

abcdefghijkimnopgqrstuvwxyZ 

Serr er hI REMNOPOR.S 2OVWaZ 

Mea Oy IO Soo ee en ae) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTUVWXYZ | 

(1234567890S%&*@’ !?:3;%") 
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EGYPTIAN TYPE FAMILY CATEGORY EXAMPLES 

Egyptienne F type family is the text face design created by 
; ae , The 

FB t 5 F Adrian Frutiger in 1956. Egyptienne F 55 Roman, Egyptienne F 56 

SvVp 1 enne Italic, and Egyptienne F 65 Bold, courtesy of Linotype type foundry, 

24 pt Linotype Library GmbH, www linotype.com. 8/10 pt 

Egyptienne F 55 Roman — 28 pt 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$%5S*@'!?:;"") 

abcdefghijklmnopqrstuvwxyzZ 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$%&*@'!?:;"") 

abcdefghijklmnopgrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$%5*@'!?:;"") 
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wisighiidmncparsnivmnte 

ABCDEFGHIKLMNOPQRSTU 

VWXYZ (12345678908 %&"*@'!?:;"") 

abcdetghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (123456 7890$%&*@'!? 3°”) 

sievieighiikinmd pars tluaact 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%8&*@'!?:;"°") 
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EGYPTIAN TYPE FAMILY CATEGORY EXAMPLES 

The Stymie type family is a revival of original designs created by Morris 

dbeddidhijkimnoparsnivinare 

ABCDEFGHIKLMNOPORSTU 

VWXYZ (1234567890$%&* @'!? 37°") 

abcdetghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORS TU 

VWXYZ (1234567890$%&*@'!?:,;””) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (1234567890$%&* @'!?:;"") 
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The Volta type family is a revival of original designs cre- 

\ } olt a ated by Konrad F. Bauer and Walter Baum 1955. Volta T 

Medium, Volta T Medium Italic, and Volta T Bold, courtesy 

32 pt of URW# type foundry, www.urwpp.de/english/home.htm. 8/10 pt 

abcdefohijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890$S$%&*@’!?:;“”) 

abcdefghiklmnopqrstuvwxyZz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@’'!?3;) 

abcdefgohijkimnop 

qrstuvwiyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890S8S%8&* 

@’!?:;“") 
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The Sans-Serif Type Family Category 

Up until now, all of the type family categories we have discussed have included only roman, or serif, typefaces. 

Until the twentieth century, typefaces without serifs (sans serif) weren’t very popular. Although there were some 

sans-serif typefaces designed in the nineteenth century, they were mostly used as display type and were consid- 

ered to be ugly—or grotesque—by the fashion standards of the day. The sans-serif types that were designed be- 

fore the twentieth century, like Akzidenz-Grotesk for example, are therefore referred to as Grotesque sans serifs. 

Sans-serif typefaces gained popularity in the early twentieth century. 

| NOTE | Designers were searching for typefaces that could express their experi- 

ences as members of fast-paced industrialized societies, unique from any 

human civilizations that had come before. Industrialization had changed 

the world drastically, in only a short period of time. New technologies 

had changed the nature of whole industries, resulting in a wide-scale 

Sans is the French word for 

“without”; so, the literal trans- 

lation of sans serif is “without 

serifs” (often used in the adjective 
; shift from agriculturally based economies to industrially based ones. 

form: sans-serif). 
This caused an enormous shift in wealth and power, as people swarmed 

to the cities where work in factories had become available. Human cul- 

tures were experiencing tremendous growing pains, as people tried to adjust to their new fast-paced and au- 

tomated world. Advances in transportation and communication technologies started the process of 

globalization; advances in the technologies of war made World War I more devastating in scale and scope 

than any before it. 

Democratic and Communist political movements that rebuffed the traditional power structures of royalty 

and wealth were gaining popularity worldwide. Designers wished to create an aesthetic that would reject the 

concept of class, and instead reflect emerging egalitarian values. They sought a new typographic and artistic 

voice that could differentiate their work from that of the previous generations. 

The Modern Art movement emerged as artists and designers began to strip away the excessive decorations 

that had been popular with the rich and powerful classes. Now, more reading materials and advertisements 

than ever before became available to more people than ever before; but ironically, people had less time for 

reading. The sans-serif typefaces that were designed in conjunction with the Modern Art movement symbol- 

ized the voice of a new generation that was living in an industrialized world. 

Some sans-serif fonts designed in the twentieth century, like Gill Sans for example, were based on the pro- 
portions of the first Humanist roman fonts, and so these sans serifs are referred to as Humanist sans serifs. 
Other twentieth-century sans-serif fonts were based on geometric proportions, to pay tribute to the mecha- 
nization of modern life that had come with the industrial revolution and the “machine age.” These fonts, like 
Futura for example, are referred to as Geometric sans serifs. 

So, sans-serif typefaces are divided into three categories: Grotesques, Geometrics, and Humanists. To differen- 
tiate between these three kinds of sans-serif fonts, a quick trick is to inspect the capital A and G and the lower- 
case a and g of each typeface. The forms of these letters can give you information about how the typeface is 
classified. 
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GROTESQUE SANS-SERIF TYPE FAMILY CATEGORY AND EXAMPLES 

Grotesques include all sans-serif type- 

faces designed before the twentieth 

century, and all the revivals based on 

them. These typefaces usually feature 

a tall x-height and a narrow to moder- 

ate set width, and a slightly squarish 

appearance. The Grotesque capital G 

usually has a spur, as shown in Figure 

univers univers univers univers 

3-20, and lowercase g is usually open- 

tailed. The capital A is usually squared univers | | univers | |univers | | univers 

off at the apex, and the lowercase a is 

usually double story. Helvetica, 

Akzidenz-Grotesk, and Univers, all 

shown below, are prototypical 

Grotesque sans-serif typefaces. You 

can compare the digital version of 

Univers to the original type family 

chart, which was developed by Adrian 

Frutiger in 1957, pictured in Figure 3-17. 

univers univers univers univers 

univers| | univers 

univers 

figure | 3-17 

Chart of the Univers type family by Adrian Frutiger in 1957. Univers™ is a 

trademark of Heidelberger Druckmaschinen AG, which may be registered in 

certain jurisdictions, exclusively licensed through Linotype Library GmbH, a 

wholly owned subsidiary of Heidelberger Druckmaschinen AG. 
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GROTESQUE SANS-SERIF TYPE FAMILY CATEGORY EXAMPLES 

The Univers type fam 

version with 63 different weights and improved letterforms is also available 

Univer So SUE Necer erin tn 

abedefghiikimnap 
qrstuvWwxyZ 

ABCDEFGHIJKLM 
NOPORSTUVWXYZ 
(1234567890$% 
Qe @ 2” a 

Lae 

abcdefghijkimnoparstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 
(1234567890$%&* @'1?::"") 
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abcdefghijkimnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$%&* @'!?:;"") 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$%&* @'1?:;"") 

abcdetghijkl mnoparstuvwxyz 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 

(1234567890$ %&*@'! 2:;"") 
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GROTESQUE SANS-SERIF TYPE FAMILY CATEGORY EXAMPLES 

/ KZ | d G NZ- The Akzidenz-Grotesk type family was created by the Berthold Foundry in 1896 

Akzi - - 

G rotes k courtesy of Berthold Types Limited, www.bertholdtypes com. 

24 pt 

abcdefghijklmnopaqrstuvwxyz 

ABCDEFGHIUKLMNOPQRSTU 

VWXYZ (1234567890$%&* @'!?:;*”) 

abcdefghijklmnopgrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%E&*@'!?:;"”) 

Akzidenz-Grotesk Bold — 28 pt 

abcdefghijkimnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&* @’!?::”) 
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abcdefghijkimnoparstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@!?:;“”) 

abcdefghijkimnopgrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@’!?:;*”) 

abcdefghijkimnopaqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@’!?:;“”) 
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GEOMETRIC SANS-SERIF TYPE FAMILY CATEGORY AND EXAMPLES 

Geometrics include sans-serif type- 

faces whose letterforms are based on 

geometric shapes like circles, rectan- 

gles, and triangles, and all the revivals 

based on them. They are fairly wide in 

their set width, due to the prevalent 

use of geometric shapes like circles 

and squares. Since these typefaces 

were designed to reflect the increasing 

mechanization of society, letterforms 

appear highly mechanized and precise. 

Although the easiest way to recognize 

Geometric sans serifs is by their dis- 

tinctively geometric look, there are 

ABCDERGE 

KLMNOP@ 
oe laa 

d 
h 
| 

ABCDEFGHI] 
KLMNOPQR 

STU V WR Ye mane 

abcdefghijkIm (|), 
noparstuVWXYZ 

ae, = g 
j k 

xy 2 

other clues you can look for. The Geometric capital A generally has a pointed figure | 3-18 

apex, the lowercase a is often single story, and the lowercase g is usually 

open-tailed, as shown in Figure 3-20. Futura, Kabel, and Eurostile, all shown _ Initial version of Futura designed by 

below, are prototypical Geometric sans-serif typefaces. You can compare the Paul Renner in 1930, type specimen 

digital version of Futura to the initial type specimen of 1930 by Paul Renner, 

which is pictured in Figure 3-18. 

Futura 
32 pt 

called Europe, from Deberny & 

Peignot type foundry. Courtesy of VA 

Images / Victoria & Albert Museum. 

The Futura type family was created by Paul Renner in 1928. Futura Light, Futura 
Light Oblique, Futura Book, Futura Book Oblique, and Futura Extra Bold, courtesy 
of Linotype type foundry, Linotype Library GmbH, www. linotype.com. 

8/10 pt 

Futura Light — 36 pt 

abcdetghijklmnop 
QrSTUVWXYZ 

ABCDEFGHIJKIMNOP 
QRSTUVWXYZ 

1234567890$%&* @'le:."" 
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abcdetghijklmnoparstuvwxyz 
ABCDEFGHIIKIMNOPQRSTU 

VWXYZ (1234567890$%&*@'!2:;"") 

abcdetghijklmnoparstuvwxyz 
ABCDEFGHIKLMNOPQRSTUVWXYZ 

(1234567890$%&*@'l2:;"") 

abcdetghijklmnoparstuvywxyz 
ABCDEFGHUKLMNOPQRSTU 

VWXYZ (1234567890$%&*@'l2:,””) 

abcdefghijkimnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890$%&*@"1233"" 

139 
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GEOMETRIC SANS-SERIF TYPE FAMILY CATEGORY EXAMPLES 

The Kabel type family w ree Rudolf Koch in 1928. Kabel Light, 

Kabel Kabel Bo ef nd Kabel uy eavy, courtesy of eas type foundry, 

32 pt Linotype ry Gm Erie ies otype 

Kabel Light — 28 pt 

abcdetghijklmnopg rstuUVWXYZ 

ABCDEFGHIJKLMNOPORS I 

VWXYZ (1234567890$ %x*@"?.;"") 

Kabel Book — 28 pt 

abcdeltghijklmnoparstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU- 
VWXYZ (1234567890$%&*@'!?:;"") 

Kabel Heavy — 28 pt 

abcdefghijklmnopaqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&'@1?:;””) 
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EUrOstile | SS se mm 

abcdefghijkimnoparstuvwxyz 
ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(123456 7890578 * @'1?:;°") 

abcdefghijklmnopgrstuvwxyz 
ABCDEFGHIJKLMNOP 

GQRSTUVWXYZ 
(123456 7890E%6G.* @'1!1?: ;"") 

abcdefghijkImnopq rstuvwxyz 
ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567 890S%&* @'!?:;*”) 



142 | type family classification | 

HUMANIST SANS-SERIF TYPE FAMILY CATEGORY AND EXAMPLES 

Humanist sans-serif typefaces were designed based on the 

proportions of the original Humanist typefaces of Jenson and 

his contemporaries. They have a more organic feel than 

Grotesques and Geometrics. In the Humanist sans-serif type- 

face, the lowercase a and lowercase g are usually double story, 

as shown in Figure 3-20 (like the double story a and g of any 

Humanist roman type). The capital A generally has a squared- 

off apex, and the capital G usually has no spur. Gill Sans, 

Frutiger, and Optima are prototypical Humanist sans-serif type- 

faces. You can compare the digital version of Gill Sans to Eric 

Gill's original drawings of 1929, shown in Figure 3-19. 

ABCDEFGH 
|JKLMNORS 
TUWXYZ + 

figure | 3-19 | 

Original drawings of Gill Sans for the Monotype 

Corporation by Eric Gill in 1929. Courtesy of Monotype 

Imaging Ltd, U.K. 

e The Gill Sans type family was designed by Eric Gill in 1927. Gill Sans, Gill Sans Italic, Gill 

G \ | | Sa N S Sans Bold, Gill Sans Bold Italic, and Gill Sans Ultra-Bold, courtesy of Linotype type 

foundry, Linotype Library GmbH, www.linotype.com. 
32 pt 8/10 pt 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890$% 
BE 
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abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (123456 7890$%&*@’!?:;”) 

abcdefghijkimnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@’!?:;°’) 

abcdefghijkimnopqrstuvwxyz 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%k*@’!?:;°) 

abcdefghijkimnop 

qrstuvyvwxyzZ 

ABCDEFGHIJKLMNOP 

GQRSTUYWXYZ 

(12345678903 %&FO'!?:3°°°*) 
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HUMANIST SANS-SERIF TYPE FAMILY CATEGORY EXAMPLES 

Frutige, SSS 
abcdefghijklmnopaqrstuvwxyz 

ABCDEFGHIJKLMNOP 
QRSTUVWXYZ 

(1234567890$ % &*@'!?:;"") 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890$% &*@'!?:/"”) 

abcdefghijklmnopqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890$ %&*@'1?::"") 
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Optima 

abcdefghijkl mnoparstuvwxyz 
ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%&*@'10:7"") 

Optima Italic — 28 pt 

abcdetghijkl mnopqrstuvwxyz 
ABCDEFGHIKLMNOPQRSTU 

VWXYZ (1234567890$ %&*@!27,/”) 

Optima Bold — 28 pt 

abcdefghijklmnopqrstuvwxyz 
ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$ % &*@’!2:,4”) 
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figure 3-20 | 

Sans-serif typeface 

tendencies. 

Sans-serif Typeface 

Tendencies 
Grotesque Sans Serif Geometric Sans Serif Humanist Sans Serif 

(Helvetica) (Futura) (Optima) 

1 Terminals ; ; 
Serifs: no serifs 

Terminals: the ends of strokes may be rounded, squared, or angled 

lf there is an angle of stress 

“\ Angle of If there is an angle of stress at all, it is usually vertical at all, itis usually oblique or 
Stress (perpendicular to the baseline) perpendicular to the 

baseline. 

May have low to medium 

q) Contrast Usually there is little or no contrast between thick and contrast between thick and 

thin strokes thin strokes, though often 

have none. 

x-height: x-height is x-height: x-height is 
generally tall in relation to generally medium in 

the cap height relation to the cap height 

++] Proportions Set width: characters tend Set width: characters tend 

to be narrow to moderate to be wide 

Proportions of characters 

are based on geometric 

x-height: x-height is 

generally tall in relation to 

the cap height 

Set width: characters tend 

to be moderate to wide 

Proportions are based on 

those of roman Humanist 
shapes typefaces 

Additional e Apex of capital Ais e Apex of capital A is e Apex of capital Ais 

usually squared usually pointed usually squared 
Features 

e Lowercase ais usually e Lowercase ais usually ¢ Lowercase ais usually 

double story single story double story 

e Capital G usually has a e Capital G usually does ¢ Capital G usually does 

spur not have a spur not have a spur 

e Lowercase gis often ¢ Lowercase gis usually e Lowercase gis usually 
open-tailed open-tailed double story 

¢ Often have a slightly e Very precise and ¢ Sometimes look more 
squared appearance mechanical organic or calligraphic 

¢ Likely to be constructed 

of interchangeable parts 

than Grotesque and 

Geometrics 
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The Script Type Family Category 

Script typefaces are those designed to look like they were hand-rendered, even though they 
were not. Scripts can look like printed or cursive handwriting; they can appear hand-lettered, 
brushed, or calligraphic. Scripts include typefaces with letters that connect to each other, and 
some that do not. Because blackletter fonts are based on scribal scripts, some people consider 
them to be members of this type family category. However, it is generally agreed that the first 
true script typeface was cut in 1557 by Robert Granjon of France. Granjon called his script 
typeface lettre francoise d’art de main, but it came to be known as Civilité because it was used 
to print a popular children’s etiquette book called La Civilité puerile. 

SCRIPT TYPE FAMILY CATEGORY EXAMPLES 

In 1928, Hermann Zapf revived Robert Granjon’s 

Civilite when he designed a typeface also called 

Civilité. This has since been digitally revived as 

St. Augustin Civilité, which is shown below. You can 

compare the digital version of Civilité to the close-up 

of the title page of Granjon’s La Civilité puerile, pic- 

tured in Figure 3-21. Digital fonts and revivals of other 

popular script typefaces follow. 

figure | 3-21 . 

Civilité typeface from Robert Granjon’s La Civilité puerile of 1558. 

Courtesy of Zentralbibliothek Zitrich. 

Co £ Rugus tin At of F Mistosicaf Be. Rugustin SiSitité typeface Gas designed 63. fonathan Aocfies, 

fased on osiginat designs ctcated by Gofest DH eanjon 1 1557+ Copp sight ©1994 Che Aocfies 
‘ ‘ ‘ / 

< iGifité Cppe ofoundsy, dace, GGG .typogtaphy com. 

24 pt 10/14 pt 

St. Augustin Civilité — 24 pt 

abcdef ghijkimnopgsstuSSayz, 

RACPE fEAALF RLM UNDP C2 

CR CHHVIWUKYs (12345675908 %ee" @'!?:;“”) 
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SCRIPT TYPE FAMILY CATEGORY EXAMPLES 

ae 6 designe ee D acay | and Jim Wasco in 1989. Tekto 

& | AO) ‘4 ah OP Ado be es 3 Inc., www.adobe.c i pote d Micro oe 

a a SD on, 
36 pt 9/11 pt 

abcdetghijklmnoparstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1254567890$7%8"@'l?:"") 

Bruise S ° Bruch Script 2 a revival of original desiqus created by Robert E. Smith ia 1942. 

Brash Script, courtesy of Sitetream Tuc. type foundry, ww. myfouts, com, 

32 pt 10/12 pt 

Brush Script — 30 pt 

abcedepghijhlmushgretuumnys 

AE COEFGAIMKLUNOP 

Z2RS TUVWXYZ 

(12545675 90$%E*@ l7:;"") 
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Do m Cas u 4 Dom Casual is a revival of original designs created by Peter Dombrezian in 1952. Dom 
Casual, courtesy of Bitstream Inc. type foundry, www.myfonts.com. 

32 pt 10/12 pt 

abedefghijklmnopgrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(1234567890$%8&* @'!?:."") 

ae Mey CUE: np We 5 dest “gn ed by yO Matthew Carler in 1972, based on the hand- 

S/ ale gf Ca uly, ¢ le bh -conl ir PY Cnglish wring master, Yeorge Suclley. 

oh, gf Wi Weg Cg aC en co ourlesy of Linolype (ype foundry, Linotype 

32 pt SLi brar rY im bE Ds w dine oly fre.com. 10/11 pt 

Shelley Script — 30 pt 

abedefghiphlmnopgtlUvwnx yi 

ABCDIGHIJ$KLUMN OP 

DRITUVWAYR 

(123845678908 % G @'1? 2) 
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SCRIPT TYPE FAMILY CATEGORY EXAMPLES 

Streamline war derigned by Lerlie Caharga 
e in 1995, bared on typographic scripts of the 

TIE ADAAN LEA CPOHOA Sted i Ae 
24 pt Ture anw ty pe foundry, wwwifonthurcaw.com. 8/10 pt 

ahcdefghtiphlmsnop 

GIALTUV WHY Z 

APBPCPEIFCHAPHSL 
WLI ADIOS FAV AVIS 

YT. (12345615 IVOSLE’ @'12.,°") 
S > : 7 ? » oN Be OS R Gin Sypo Upright wa wvival of original designe created by 3 (eee aller Shenton 
¢ € ce € ce 

Jypo Upright uv 49 15. Sypo Upright, courtesy of Bitstream Shine, lype foundry, 

Ww adn fonts .com. 32 pt d 12/14 pt 

Typo Upright — 36 pt 

abedefgh upk Imnopqrot Ww Ww up 5 

IBCHDESGHIIFRLMILOY 
IRS SUOVWIUY Z 

(12345678908% &*@ a) 
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Ww Ziupfe vy tybe jrnile Y WAS 4eSl cxigned ope Flermann ‘uo a lI98. as Ch- 

OG : is “ed. verston all yf Eebe LU, ae ik of fran tn He 

Oper'ly Se format Zapf One y CUES sy p of Line be tube fourdr 
ees 4 

Liss Le brary GinbH, wu. ep. otype COM. 

32 pt 6/18 pt 

Zapfino — 30 pt 

ALE 
ABCD ee, 77 
KLMNOP 
RSTLVWAYVL, 

1284567 EIO$ LoD 
(@’ ?., @), y 
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PIXEL FONTS 

adventures 

“DESIGN 
Pixel fonts are a new category of type that has evolved 

in response to the demands of new technologies. Pixel 

fonts are those that were designed specifically to opti- 

mize legibility on a low-resolution computer screen. 

Many pixel fonts are designed especially for viewing at 

small sizes, since reading small type on a computer 

screen is particularly challenging for most readers. 

Stylistically, they can be cross-listed with any of the type 

family categories. 

Pixel font proportions are based on the grid of tiny 

squares, or pixels, that compose the screen. Since pixels 

are square, so are the building blocks that are used to 

construct pixel fonts, which tends to give these typefaces 

a blocky, jagged look. However, that's where the similari- 

ties end. Pixel fonts can be sans serif or serif, and include 

typefaces that cross-reference all other type family clas- 

sifications. Among of the first pixel fonts were Chicago, 

New York, Geneva, Lucida, Monaco, and Charcoal. 

Chicago was designed by Susan Kare in 1983 as a bitmap font, and was later con- = 

h i C at O verted to a scalable TrueType font by Charles Bigelow and Kris Holmes in 1998. 
C Chicago, courtesy of Apple type foundry, http://fonts.apple.com, and Microsoft 

32 pt Corporation, www.microsoft.com. 6/10 ot 

Chicago — 28 pt 

abcdefghijkimnop 
qrstuvVWkKYZ 

ABCDEFGHIJKLMNOP 
ORSTUUWHYZ 

(1234567890$% 
E*@l 7s” 
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Geneva was eee by Susan Kare in 1983 as a bitmap font, and w sla ter 

Geneva verted to a scalable TrueType font by Charles Sige nd Kris Maihae Raat 
Geneva, cour res 0 of Apple aie e foundry, http://fonts.apple.com, and a soft 

32 pt Corporation, www.microsoft.c Fee pt 

Geneva — 28 pt 

abcdefghijklmnoparstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@’!?:;“”) 

Aner Spode FoR dere atone 

Lucida Sans ie ramies n 1985. Lucida San Meouittesy OF EneeEE 
aera ndry, www.elsn ea om. 

10/12 pt 

Lucida Sans — 28 pt 

abcdefghijklmnopgrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@ !?:;"") 
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PIXEL TYPE FAMILY CATEGORY EXAMPLES 

Monaco was ee by Susan Kare in 1983 as a bitmap font, and w later con- 

Mo Nn 6 C O verted to a scalable TrueType font by Charles Bigelow and Kris Holmes in 1991. 

Monaco, courtesy of ee ae foundry, http://fonts.apple. and Microsoft 

32 pt eo Www. osoft.col cote 

Monaco — 28 pt 

abcdefgh1ijkLmnopgqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 

(1234567890$%&*@’ 12: 5%”) 

New York was designed by Susan Kare in 1983, as a bitmap font, and was later 

New y OL calable TrueType font by Charles ou nd Kri s Holmes 

1991. New York, c esy eE ADORE type foundry, http://fonts.apple.com, and 

32 pt Microsoft Corporation, www.microso ft.com. 6/10 pt 

New York — 28 pt 

abcdefghijklmnop 
QrstuVWxyZ 

ABCDEFGHIJKLMNOP 

ORSTUVWXYZ 
(1234567890$%&*@’!?::«”) 
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Charco a apple type foundry, pv ons apple com, an Rivccnaa cea 

abcdefghijklm no pqrstuvwxyz 

ABCDEFGHIJKLMNOP 

QORSTUVWXYZ 

(1234567890$%&*@’'!?::”) 

| 

F l ¥§ S FixSys was designed by Alexander Tarbeev in 1995. FixSys, courtesy of Paratype 
type foundry, www.paratype.com. 

36 pt 10/12 pt 

abcdefghi jklmnopqrstuywxyz 
ABCDEF GHI JKLHNOPORSTUUWAY2 
(123456 789052ax8' 17: ;"") 
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PIXEL TYPE FAMILY CATEGORY EXAMPLES 

The Lo Res type family was designed by 2uzana Licko in 2001. 

L Cl L e * Low Res 12 Regular, courtesy of Emigre type foundry, 

www. emigre, cam, 

32 pt 8/10 pt 

Lo Res — 28 pt 

abcdefghijkimnopqrstuvwaye 

ABCOEFGHIJELMHOP 

ORSTUV weave 

(12345678908%G* a7! 7:87) 

The Display Type Family Category 

The first Display typefaces were designed in the early nineteenth century, for use in advertising posters. The 

social shifts, advancing technologies, and mass production of the Industrial Revolution had resulted in enor- 

mous quantities of competing products to be bought and sold, and a larger working class with more money 

to spend. The invention of automated papermaking made it affordable to advertise these new products to 

these new consumers. The invention of wooden type made these novelty faces even cheaper to produce— 

and at larger sizes, too. Soon fat, bold, three-dimensional, sans serif, and decorative typefaces were being pro- 

duced at faster rates than ever before to fill the demand of advertisers. 

History repeated itself when the “digital revolution” of the 1990s caused a similar flood of new and novel type- 

faces. For classification purposes, both old and new typefaces that don’t fit into any of the other categories are 

grouped into one Display type family category. Typefaces in this category can often be cross-classified with any of 

the other type family categories because members of this family do not necessarily share a common aesthetic. 

What many of these typefaces do share, though, is a low level of legibility when set as body text. Sometimes 

they have ornate flourishes and unusual shapes that make them difficult to read; other times, their propor- 
tions are too extreme for easy reading. Display typefaces are better suited for decorative and attention-grab- 

bing purposes, such as headlines. Often a font is categorized into the Display type family category because its 

appearance departs considerably from the general audience’s realm of familiarity, diminishing its legibility 
and making it suitable only for display purposes. 
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DISPLAY TYPE FAMILY CATEGORY EXAMPLES 

The Display typefaces shown below include digital designs and revivals 

based on a wide range of historically significant typefaces. 

Dy my » Vineta was designed by Ernst Volker in 1973, based on late 

Vl 3 | 1a | ete l nineteenth-century display letterforms. Wineta, courtesy of 

== SS Bitstream Ine. type foundry, www.myfonts.com. 
24 pt 6/10 pt 

Vineta — 36 pt 

a. tig 

TPYStw UW ii 

ABCDE 
PGHISJKiMN 
OPOQRSTU 

(1234567890 
S Yo & *@70P 2277") 
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DISPLAY TYPE FAMILY CATEGORY EXAMPLES 

n LT was designed by Freda Sack in 1980, based on late n 

Victorian LT . hry ig etre rte of aa 

ae 

ABCDEFGHIJKLMNOPQRSTU 

VWXYZ (1234567890$%S*@1?:;“”) 

IGNED BY NATE PIEKOS IN 2004, BASED ON Dearvep Lavy hf was Desig 

EAR DE D ADY LATE NINETEENTH -CENTURY DISPLAY LETTERFORMS. BEARDED Lapy BB, 

COURTESY OF HLAMBOT TYPE FOUNDRY, WWW.BLAMBOT.COM. 
32 pt 9/10 pt 

Bearded Lady BB — 36 pt 

ABCDEFGHIJKLMNOPORSTUYWXYZ 

ABCDEFGHUKLMNOPOQRSTU 
VWXYZ (123456 7e908%8*@"1?:;"") 
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i Kismet is a revival of original designs created by John F. Curnming in 

oln S 1879. Kisrnet, courtesy of Linotype type foundry, Ginotype Library 
sont Grabb, www linotype.corm. 10/12 pt 

abedejghijkl mnopagrstuuwxyz 

YWAYZ (1234567890$%G"" |?) 

a 

P} ayb ill Playbill was designed by Robert Harling in 1938, based on late nineteenth-century display letterforms of the American West. 

Playbill, courtesy of Bitstream Inc. type foundry, www.myfonts.com. 

32 pt 10/12 pt 

Playbill — 36 pt 

abcdefghijkimnoparstuvwxyz 

ABCDEFGHIUKLMNOPGRSTU 
VWXYZ (1234567890$%&*@'!?::"”) 
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DISPLAY TYPE FAMILY CATEGORY EXAMPLES 

Annold} BOER: orga sacar 

abcdeighijklmnopqrstuvwxyz 

ABCDEFGHIINRHROPOKRS TA 

VWXYZ (12345678905%G* @'1?::*") 

E R Eckmann was designed by Otto Eckmann in 1900. Eckmann, courtesy of 

C Nid IU Kinotype fype foundry, Linotype Library GmbH, www.linotype.com. 
32 pt 10/12 pt 

Eckmann — 30 pt 

abcdeighijkimnopgrstupwxyz 
HBCDEFGHIFKLMNOPQRSTU 

VWXYZ (1234567890$% &*’19::“”) 



CHAPTER 3 161 

P22 Mucha war designed by Christina Torre in 200), based on original designs 

p99 Muc HA created by. Alohonse Mucha in 1900. P22 Mucha, courtesy of P22 Type Foundry, 
8 Inc., W909W9.922.C0M. 

pt 10/12 pt 

rocdefohiialonnopgrstuowxyz 
ABCDEFGRIIKLMNOPORSTU 

VWXYZ (12345b7590$ Kr" ‘172#"") 

A RT S A N D ARTS AND CRAFTS GS WAS DESIGNED BY TODD HALLOCK, BASED ON 

; ORIGINAL DESIGNS CREATED BY CHARLES RENNIE AACKINTOSH AND 
OTHER /ME/\BERS OF THE GLASGOW SCHOOL, CIRCA 1999. ARTS AND 

Si R A ‘mk Ss C S CRAFTS GS, COURTESY OF BANNIGAN ARTWORKS TYPE FOUNDRY. 
= WWW SELTIKARTWORKS.CO/, 24 pt 8/10 pt 

Arts and Craft GS — 28 pt 

ABCDEFGHIUKLMNOP 
ORSTUVWXYZ 

ABC DEFGHUKEMMOPORSTU 
VWXYZ (12345678904%G*®@I?:2"") 
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DISPLAY TYPE FAMILY CATEGORY EXAMPLES 

Mojo — 60 pt 

QBEOERGAINRLMNOR 
ORSTUVWRg2 

(28456789085 @'?s) 
Parisian is a revival a original designs created by Morris Fuller 

fi 6 Pl S | 6 a Denon in 19Q8., Parisian, courtesy of bitsecan fie type foundry, 

40 pt www.m ylonts -com. 

MOO WAS DESIGHED BY YIM ARKINSON, BASED O8 ORIGINAL DESICHS 
EREQTED BY QLEREO ROGLER if 1902. MONO, COURTESY OF GiNOTSCE TURE 

aspt = ROWNDRY, CINDTYPE CIBRORY GMBH, WWW.LiROTSPE.COM. 14/14 pt 

12/14 pt 

Parisian — 28 pt 

abedetghij klmnopq rstuvwxyz 

ABCDEFGHIJKLMNOPORSTU 
VWXYZ (1234567890$%&* @’!?:,°”) 



CHAPTER 3 163 

Eroadway is a revival of Original designs created by 

By roadway Morris Fuller Benton in 1929. Broadway. courtesy of 

24 pt 
Litstream Inc. type foundry. www.myfonts.com. 8/12 pt 

Broadway- 28 pt 

abcdefshijkimnop 
arstuvwxyZz 

ABCDEFGHIJKLMNOD 

QORSTUVWXYZ 

(TASADETSIOSWAK* @°2?Ps3°°°*) 

r NF was designed by Nick Cartiz, bared © inal devi¢ns 

Day ripper NET: a cote IA Hanae nthe Peay y Tripper Seah Fico 

abcdeféhijkImnopqretuvwxyz 

ABCDEFCHIJKLMNOP 

(ORSTUVWAYZ 
(19 54 567890$%AT@!?:;") 
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DISPLAY TYPE FAMILY CATEGORY EXAMPLES 

RED STAR LINE NE WAS DESIGNED BY NICK CURTIS IN 2003, 

RED ST. dai LINE NF BASED ON TYPE FROM 4 1926 TRAVEL BROCHURE FOR 4 

STEAMSHIP LINE. RED STAR LINE NE, COURTESY OF NICK’S 
20 pt FONTS TYPE FOUNDRY, WW W.NICKSFONTS.COM. 6/10 pt 

Red Star Line NF — 24 pt 

ABCDEFGHIKIMNOP 
QRSTV WXYZ 

(125345678909 %¢"" OTT 33%) 

uN MW F \ ale AMBIENT WAS DESIGNED BY GABOR KOTHAY IN 2002. AMBIENT. 

B COURTESY OF P22 Type FOUNDRY. INC., Wynw.P22.COM. 

ABC DEFGHIJKLMNOPORSTUVWXYZ 

ABCDEFGHIJKLMNOPORSTU 

VWXYZ (12345078900$%e A l2:-"") 
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NEULAND WAS DESIGNED BY RUDOLF KOCH IN 1923 FOR KLINGSPOR 
a pat L AN } >) TYPE FOUNDRY. NEWLAND, COURTESY OF LINOTYPE TYPE 

a. FOUNDRY, LINOTYPE LIBRARY GMBH, WWW.LINOTYPE.COM. Ai 
p pt 

Neuland — 28 pt 

ABCDEFGHIJKLMNOP 

QRSTUVWXYZ 
(12345678908 %&*@7137") 

THE Pee DESTIIL TYPE FAMILY WAS DESIGNED BY RICHARD HEGLER ANDO MICHAEL 

Ae DESTI il WANT 19 155 . BASED ON ORIGINAL DESIGNS CREATED BY THEO UAN OOESBURG In IIs. 
Pee DESTIIL REGULAR, COURTESY OF Pee TYPE FOUNDRY, INC., WWW.Pee.com. 

24 pt yas 8/10 pt 

P22 DeStijl — 40 pt 

ABCOEFGHIJBKLMnoOP 

DRSTUUWHYS 

C2S4Sb 18905 SeAl! 2: 
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DISPLAY TYPE FAMILY CATEGORY EXAMPLES 

) @ ABNDRIX WAS DERIGHED U3 DAVID HAKKE I AV 7K, OABED ON REPFERING 
TER DBLA BFTKER FROM ROGK PORFERE Of FHE BOR, ARDRIX, CAURFERE Of 

~~ coo SGRIPRORIGH PAPE EOBMORE, WWW.EORFCRAPT.COM. snes 

Hendrix — 28 pt 

RAGDELGHIAREAROTORS TOY WATE 
(iZSAB STAT ORG*!7:;) 

Macrqa “Ane@ MACMAMNE JUPEK EMLiIMe Was WEIEMEeI bY JEv LarHIaRn 

iM DOOD baZEW OM VERIEAS ELOMM THE IOOOF NO lOVEs. 
JUEW™N G \g Gili Me WMACAMNE JVPEK EMLIAE, COULTFESY OE WLUE VIAYL CONTI 

24 pt TYPOS ECOUMPUEY, LWW). HYEORT.COM. 9/12 pt 

QOCUSE SIMliJIM UMHANMOPGMTUV WIV 

QOGUYSE ShMlIKLEHMNOPMEFITWU 

VYEODHYY CllDQAADOPQOOF*+ GL (@y' LD") 

Elephant Bells Heavy was designed by Bob Alonso. 
Elephant Bells Heavy Elepkart Bells Heavy, courtesy of BA Graphics type 

foundry, www.mzyforts.com. 21 pt ry af 10/12 pt 

Elephant Bells Heavy — 28 pt 

abedeishijkimropgrstavwxys 
ABCDEPGHIJRLMNOPQRSTUVY WXYZ 

(12345678908%&*@’!1?:-“”) 
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Nem Neape Tt ep Fay wo ene ay bre Ses i 
= Sshowet, tr SHADEWED ie /Anhaymaiaiesiaah 

9/14 pt 

New Nerd Shadowed — 28 pt 

Qasoa Rant alegre vue 
ASCOUEPErTIFLMINOAIRS TU 

VWAPZ (L245 57 SS e a") 

AUTOMATIC AME WAS DESIGNED BY BALAN J. BONSLAWSHY If COO0. 

AUTOMATE fie AUTOMATIC ADL, COURTESY OF ASTIGMATIG ONE EVE TYPOGAAPHIC INSTITUTE, 
4 pt WwW. ASTOMATE.COM. 

Automatic AOE — 36 pt 

AELDEFHMALINNUPRhotwUWaAe 

ABLDC Fon UnL MDOP Rae 
UWare eats as FF Oe) 
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DISPLAY TYPE FAMILY CATEGORY EXAMPLES 

Viscosity was designed by Bob AvSuldish and Kathy 
e e 

V bsCostty Wartnner in 19Q9€. Viscosity, courtesy oF FontBoy tyre 

32 pt foindry, WWw.Sonthey.com. 12/14 pt 

Viscosity - 28 pt 

atcdes Shisklanncparstuvwxyz 

ABCDEFGHWISKLMNOPERSTY 

VWXYZ (123y5€78QOS%R @ 1223") 

(‘Bokonon was designed by Todd Dever in 1997 Bokonon, 
(‘Bokonen courtesy of Cook¥onts type foundry, www.cool-fonts.com. 

32 pt 12/14 pt 

abedefahijkimnopgrstuvwx px 

A BEDE SEC ALIKE MNCPQRSTU 
OWRTZ (12345678908 %&*@'!?:;*”) 
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~ yprreeys Kapped Was bosigaod oy Todd Dever. 

Wy a pi BOK  «kapped, courtesy of bool Feats type 
40 pt foundry, www .ceer-feats.cem. 12/14 pt 

ADCW OI GHIIRIMMOPGLELUIM HT 
ABCDEFCRITRARNOPORSTE 

UWIAS? C12384SC EIISEE' CIP oe F 

CHAPTER SUMMARY 
Over time, printed letterforms have undergone physical changes that reflected improvements in technologi- 

cal capabilities, socio-political shifts, and changing popular tastes. We classify typefaces into families accord- 

ing to their physical characteristics and historical significance in order to help us identify and use them 

appropriately. The nine type family categories into which fonts are most often classified are Blackletter, 

Humanist, Old Style, Transitional, Modern, Egyptian, Sans Serif, Script, and Display. Variations in the struc- 

ture of elements—including terminals, angle of stress, stroke weight, contrast, set width, and x-height— 

make each type family category distinctive from the others. 

Designers need to make educated decisions when choosing typefaces for their designs because the look of a 

typeface can contribute a mood, invoke a memory, or suggest a historical era to the audience. Designers who 

understand how type is classified can create stronger designs. Understanding the terminology that describes 

type is also important in order for designers to communicate effectively about their designs, whether with 

other designers or with their clients. 
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in review 

What is a typeface? What is a font? What is a type style? 

What are the two possible meanings of type family? 

Name the nine type family categories. 

Describe how the terminals, angle of stress, contrast, stroke weights, set widths, 

and x-heights look for each type family category. 

Why did Gutenberg use a blackletter typeface to print his 42-line Bible? 

Where did Humanist typefaces originate, and why did printers start to use them? 

What's the difference between Humanist and Old Style typefaces? 

What elements changed from Old Style to Transitional typefaces? From Transitional 

to Modern? 

Why did Display typefaces become popular in the nineteenth century? 

. Why did Sans-Serif typefaces become popular in the twentieth century? 
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EXEVCLSES 

1. Look through magazines to find three examples of typefaces from each type family category. 

Think about why you classified each typeface into the type family category that you did. 

Find a web site that offers free font downloads. Look through the choices of free fonts and 

identify three fonts that are difficult to classify because they have characteristics from more 

than one type family category. List which structural elements lead you to classify them in 

different ways. 

Select a typeface from each type family category. Using a photocopier, enlarge a single 

letterform of each typeface to the size of a full page. Compare the structural elements of 

each, including the terminals and serifs, angle of stress, contrast, stroke weight, set width, 

and x-height. Label your observations. Consider how the structural elements varied from 

typeface to typeface. 

Use the letters of your first name to design a new typeface that would be classified into the 

Modern type family category. 

Use the letters of your last name to design a new typeface that would be classified into the 

Sans-serif type family category. Decide why your typeface would best be described as a 

Grotesque, Geometric, or Humanist sans-serif typeface. 

Your favorite band of musicians has hired you to create cover art for a reissue of your 

favorite CD. Using only typefaces sampled in this chapter, design front and back cover art, 

and a sticker design for the CD. Your designs may include as many letterforms as you wish. 

You may make the letterforms large or small, any color, overlapping, etc. 



legibility and readability 

ia 
Caiice enh 

Courtesy of Jeff Louviere of Louviere + Vanessa. 



objectives 
e Understand the difference between legibility and readability 

e Gain an appreciation for the importance of legibility and readability to visual 
communication 

e Consider how a variety of factors—including style, color, size, shape, and 

background—can influence the legibility of a design 

e Learn how the arrangement of letterforms and negative spaces can affect the 

readability of a design 

e Contemplate ways a designer can increase readability by catering to the 

viewer's experience and physiology 

introduction 

Creating a design that is readable is essential to keeping a reader engaged; cre- 

ating words for the design that are legible is essential to transmitting the design’s 

message effectively. Legibility refers to the ease with which a reader can recog- 

nize and differentiate between letterforms. For example, when you have difficulty 

reading a handwritten note from your friend, you might say his handwriting is il- 

legible. When the shapes of printed characters vary too far from their simplest 

forms, readers may experience confusion, frustration, and less comprehension. 

Readability refers to how easily a page of text can be read and navigated. The 

legibility of the text on the page certainly affects readability, but so do many other 

factors. Even if text is legible, a reader may find a layout to be unreadable if it is 

jumbled, crowded, or difficult to navigate. On the other hand, if a layout looks 

visually appealing, and elements are placed in such a way that they are easy to 

locate, the reader will find the layout to be readable and will be more likely to 

read and comprehend the entire message. 

In this day and age when there are so many competing media messages constantly 

bombarding us and vying for our attention, creating designs that are both readable 

and legible can make a big difference in whether a message reaches Its audience! 
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New Vocabulary 

legibility: the ease with which a reader can recog- 

nize and differentiate between letterforms 

FACTORS THAT INFLUENCE LEGIBILITY 

You want your text to be legible, so what choices can 

you make to increase the legibility of your designs? A 

variety of factors can influence the legibility of print 

on a page or on a computer screen; understanding 

readability: how easily a page of text can be read them will allow you to make informed choices that 
and navigated 

figure | 4-1 

Text block set in an unfamiliar typeface, 

FF Johannes G, designed by Manfred 

Klein in 1991, based on original designs 

created by Johannes Gutenberg in 1455. 

Courtesy of FSI FontShop International 

type foundry, www.fontshop.com, 

www.fontfont.com. 

will result in more effective and successful designs. 

Considering these issues as you create layouts will 

help you to balance legibility concerns with stylistic 

demands in ways that will ultimately contribute to 

the readability of your designs. 

Style of a Typeface 

Now more than ever, there is a vast selection of typefaces to choose from 

when creating a design. Your typeface choices will directly affect the legi- 

bility of your design. However, some typefaces may be legible when used 

as display type (larger and/or decorative type used to attract attention; 

generally used for titles, headings, or headlines), but illegible when used 

for body type (textual passages longer than a few words, also called text 

type, or body text). 

Familiarity 

Familiarity plays a big part in whether your audience will be able to read 

your text. Typefaces that are more familiar can be read more quickly and 

easily than unfamiliar ones. The sentence shown in Figure 4-1 illustrates 

this key idea. The blackletter typeface that it is set in (Johannes G) would 

have been considered highly legible in Gutenberg’s time, but to a modern 

audience, this is not so. Obscure and unusual typefaces should not be 

used for body text, although they can be used as display type to add style 

and interest to a design. 

Typefacel that are more familiar can be read more qoickip and eal- 
ily than tnfamiliar onef. 

Serif vs. Sans Serif 

Research has shown that for body text, serif typefaces are easier to read 
than sans-serif typefaces—those without (sans) serifs. Research partici- 
pants exhibited comprehension levels that were as much as five times 
higher when reading body type passages set in serif typefaces compared 



to those set in sans-serif typefaces. (For display text, there was no differ- 

ence in comprehension.) 

There are two reasons why serif typefaces are easier to read; the first 

reason is that serifs help the reader to differentiate letters from one an- 

other. For example, in Figure 4-2, the letters of the word Illinois are 

much easier to differentiate in the serif typeface (Times New Roman) 

than in the sans-serif typeface (Arial). This is because the serifs actually 

change the shape of the letters to provide additional visual cues that 

can aid in character recognition. If you had never heard of the state of 

Illinois, you might not even be sure how to read the sans-serif example. 

The second reason serifs increase legibility of body type is that 

the horizontal orientation of the serifs help the reader’s eyes to 

flow smoothly along the horizontal lines of text. Most sans-serif 

typefaces have a more vertical appearance because of the domi- 

nant vertical stems of our alphabet’s letterforms which can con- 

flict with eye flow, slowing it down slightly. 

Optima, a sans-serif font designed with splayed terminals, is 

more legible than most sans-serif fonts because the splayed 

terminals in this typeface create a more horizontal appear- 

ance, easing eye flow in the same way serifs would. 

Type Styles 

A type style refers to a modified version of a typeface. For instance, text 

could be set in italic, bold, ALL CAPS, or underlined type styles. Most 

type styles are very useful for emphasis, and work well for display types; 

however, long passages of body type should rarely be set in one of these 

type styles. 

For example, long passages of bolded letterforms are less legible than 

regular ones because the thickening of the letters diminishes the size of 

the counters. This concept also applies to any heavy typeface. 

Remember, the negative spaces inside the letterforms are just as impor- 

tant to reader recognition as the strokes of the letters. 
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Illinois 
llinois 
figure 4-2 

The word “Illinois” set in a serif font 

(top) and a sans-serif font (bottom). 

figure 4-3 

Text block set in a sans-serif typeface, 

Helvetica, designed by Max Miedinger 

in 1957. Courtesy of Linotype type 

foundry, Linotype Library GmbH, 

www.linotype.com. 

figure | 4-4 | 

Text block set in a san-serif typeface 

with splayed terminals, Optima, 

designed by Hermann Zapf in 1958. 

Courtesy of Linotype type foundry, 

Linotype Library GmbH, 

www.linotype.com. 

figure | 4-5 | 

Text block set in a bold type style. 
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figure | 4-6 

Text block set in an all caps type style. 

figure | 4-7 

Text block set in an underlined 

type style. 

figure 4-8 | 

Text block set in an italic type style. 

LONG PASSAGES OF BODY TYPE SET IN ALL CAPS ARE ALSO 

DIFFICULT TO READ. IN THIS CASE, LEGIBILITY IS DE- 

CREASED BECAUSE THERE IS LESS VARIATION BETWEEN THE 

CAPITAL LETTERS (WHICH ARE ALL THE SAME HEIGHT) 

THAN THERE IS BETWEEN THE LOWERCASE LETTERS 

(WHICH SOMETIMES HAVE ASCENDERS AND DESCENDERS). 

Readers can become familiar with the shapes of whole words, and this 

speeds up reading; however, words printed in all caps are always the 

same shape: rectangular. Most legible is the standard combination of 

capital and lowercase letters that can be found in most printed materi- 

als, partly because of the variation in character shapes and partly be- 

cause of the audience’s familiarity with this style of presentation. 

For printed materials, underlined text should be used sparingly, if 

at all. Long passages of underlined text can be difficult to read. 

Although underlining does add to the horizontal flow of the text, 

it also competes visually with the letterforms. 

In digital environments, underlining has come to signal the presence of 

hyperlinks. However, alternate methods of indicating links, like high- 

lighting or color variation, can be just as effective and less visually dis- 

ruptive. On-screen, underlines should never be used for words without 

hyperlinks, since this will confuse and frustrate viewers. 

Available research provides conflicting information about the legibil- 

ity of body type set in italics. Some research results have shown italics 

to be more difficult to read, while other research has shown no differ- 

ence in legibility of italics as compared to regular text. So, what’s the 

truth of the matter? The truth is that nobody is completely sure. 

However, the knowledge that some research has shown italics to lessen 

legibility should make you careful in your usage of italics for long pas- 

sages of body text. 

Color and Value 

Color and value are great stylistic tools that can help set a mood, suggest 
an association, and grab the attention of your audience. As a designer, 
you will be making decisions about both the color of text and the color 
of the background that surrounds the text. 



Research on legibility issues regarding color has provided some very 
clear results. Black text on a white background is by far the most legible 
combination. In one study, even the slight difference of a darkly colored 
body type on a white background resulted in a significantly reduced 
comprehension rate among participants. 

However, black text on lightly tinted backgrounds has proved to 
be highly legible and can improve readability as well; studies have 
shown that most people find tinted backgrounds attractive. 
Background tints should generally not exceed a 10-percent 
grayscale value though, because at that point legibility starts 

to diminish rapidly. 

-_ According to the same research, white body type on a black back- 

ground proved to be a highly illegible combination. Of the combi- 

nations tested, reader comprehension proved lowest for white text 

on a black background. This is because white text on a black back- 

ground can produce an optical dazzle effect, making reading diffi- 

cult and tiring to the eyes of the readers. 

Another problem with white text on a black background is that our eyes 

tend to perceive the black as “spilling over” into the white areas. 

Sometimes, the black ink does literally spill over, or bleed, into white 

areas—especially if the paper is highly absorbent. 

Does this mean you should never use white text on a black background? 

No. As a designer, you must negotiate an appropriate balance between 

legibility and style for each design. Sometimes you will compromise one 

somewhat for the other. However, you must always be aware of the com- 

promises you are making, so that you can make informed choices. For ex- 

ample, when using white text on a black background, the dazzle effect can 

be somewhat reduced by choosing fonts with lower contrast, and the ef- 

fects of bleeding can be reduced by thickening the strokes of the white 

characters. Taking these steps will help reduce eye strain and improve leg- 

ibility for your readers. Figure 4-10 shows two examples of white text on 

black backgrounds; note the effects of the typeface selections on legibility. 
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figure 4-9 

Text block set against a lightly tinted 

background. 
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figure | 4-10 

(Left) High-contrast text block set in 

white on a black background, Linotype 

Didot Roman, created by Adrian 

Frutiger and the Linotype Studio based 

on original designs created by Firmin 

Didot in 1784. Courtesy of Linotype type 

foundry, Linotype Library GmbH, 

www.linotype.com. 

(Right) Low-contrast text block set in 

white on a black background, Cloister 

URW T Bold, designed by Phil Martin, 

based on original designs created by 

Morris Fuller Benton in 1913. Courtesy 

of URW++ type foundry, 

www.urwpp.de/english/home.htm. 

figure | 4-11 | 

A tightly spaced text block of a smaller 

typeface can share a typographic color 

similar to a widely spaced text block of 

a larger, heavier typeface. 

This light text spaced very tightly is per- 
ceived to have a typographic color similar 
to the next sentence. This light text spaced 
very tightly is perceived to have a typo- 
eee color similar to the next sentence. 

s light text spaced very tightly is per- 
ceived to have a typographic color similar 
to the next sentence. his light text spaced 
very tightly is perceived to have a typo- 
a color similar to the next sentence. 

us light text spaced very tightly is per- 
ceived to have a typographic color similar 
to the next sentence. This light text spaced 
very tightly is perceived to ce a similar 

| legibility and readability 
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Typographic Color 

We've talked about color in terms of the hue of the text and the back- 

ground. Now we need to discuss typographic color, which refers to the 

overall tonal value of a block of type on a page, as perceived when the 

eye combines the positive and negative shapes in the layout. For exam- 

ple, when your eyes see the combination of black letters and white nega- 

tive space, your brain combines them so that you perceive the 

typographic color of the text block to be some specific value of grey. The 

size and weight of the characters affect typographic color, but so do the 

sizes of the negative shapes—the spacing. So, heavy text sparsely spaced 

could conceivably produce the same typographic color as lighter text 

spaced very tightly, as shown in Figure 4-11. 

This heavy 

text, sparsely 

spaced, is per- 

ceived to have 

a typographic 

color similar 

New Vocabulary | 

body type (text type, body text): type used for long passages or the main body of a text 

display type: larger and/or decorative type used to attract attention; generally used for titles, headings, or headlines 

typographic color: the overall tonal value of a block of type on a page, as perceived when the eye combines the 
positive and negative shapes of the layout 
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Texture of Type 

When we talk about texture, we are discussing how 

smooth, rough, soft, or sharp we perceive a surface to be. 

We may perceive a texture using our sense of touch, as we 

do when we hold a smooth stone or a piece of rough sand- 

paper. We may perceive texture using our sense of taste, as 

we do when we eat smooth or chunky peanut butter. We 

hear textures as rhythms in music and noise. We can also 

use our sense of sight to perceive texture, as we do when 

anu ac- problems. ¢ 
4 con- Corsi 80- t we look at a wallpaper pattern, a sheet of music—or an 
Bs 

image of a smooth stone, a piece of sandpaper, or a dollop 

of chunky or smooth peanut butter. 
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terforms, including stroke weight, contrast, set width, and 

point size. The size and shape of letterforms have a strong 

effect on legibility, so each of these elements must be con- 
: figure | 4-12 | 

sidered. As with the typeface styles discussed above, text 

with unusual sizes and shapes can be very effective when This poster, Zero 7 by Jeff Kleinsmith 

used as display type, but will become difficult to read when of Patent Pending Industries for 
meedie body Cert House of Blues, includes areas 

of text with rough textures. 
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Stroke Weight 

The stroke weight of the characters of a typeface also influences legibility. 

As you can guess by looking at Figure 4-13, a moderate stroke weight will 

usually be the most legible choice. 

fi 4-] 
at: | : | The same phenome- 

(Left) Text block set in a typeface non we saw with 

with a heavy stroke weight, Futura bolded typefaces is Gu ay ra aha Pane 

Extra Bold, designed by Paul Renner true for any typeface a Ye US Nee vee eg 
in 1928. Courtesy of Linotype type 45 lace hay a Very thin stroke weight, 

foundry, Linotype Library GmbH, with a heavy stroke the stroker can become difficult for 
www.linotype.com. weight. The thick * >. ¥ LS : | 

: is 2 a readers eyes tO /EC at all, com- 

(Right) Text block set in a typeface strokes begin to fill sie aN | aL eae 

with a light stroke weight, Premier in the characters’ ees EQIONity in long pas- 

Lightline LET, designed by Colin ; fAQES OF TEX 

Brignall in 1970. Courtesy of Linotype counters, making the i 

type foundry, Linotype Library GmbH, letters more difficult 

www.linotype.com. to recognize. 

Contrast 

Sometimes one letterform will have strokes of varying thickness. For ex- 

ample, the stem stroke of a character is often thicker than its hairline 

strokes. The level of contrast between the thickest and the thinnest 

strokes of a character can affect legibility. 

figure | 4-14 

Prop rien block semis Men contract ody type, set in a typeface with very high contrast, 

typeface, Bodoni No 2 EF Ultra, a has a dazzle effect that tires the eyes, much like we 

revival of original designs created by witnessed earlier with the white text on a black 
Giambattista Bodoni in 1798. Courtesy backsround 

of Elsner + Flake type foundry, cae 3 

www.elsner-flake.com. 

(Bottom) Text block set in a typeface 

with virtually no contrast, Futura, On the other hand, typefaces with very low contrast can be dif- 
desig Paul Renner in 1928. . : : en esienee ye cul Benner s926 ficult to read in long passages because there is less variation to 
Courtesy of Linotype type foundry, % 

Linotype Library GmbH, help readers recognize one letterform from another. 
www.linotype.com. 
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A particularly narrow column may call for a typeface with a narrow set 

width. However, be aware that typefaces with letters that are unusually nar- 

row or wide can be difficult to read in long passages. 
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Point Size 

If you've ever written a paper using a word processing program, you 

probably noticed that you can manipulate the page length of your paper 

by simply choosing a different typeface. Without changing the point size, 

the same text takes up more or less room depending on the typeface that 

you apply to it. This is because typefaces of the same point size can vary 

in set width, cap height, and x-height ratio. Since the point size of a type- 

face is based on a measurement from baseline to baseline (as discussed in 

Chapter 2), the actual cap height and x-height sizes might not be the 

same for different typefaces of the same point size. 

Try this short exercise: start a new document in your word processing 

program. Increase the width of your margins, and type the letter A 

enough times to fill several four-inch measures. Now select each A, one 

at a time, and change the font so that no two letters share a typeface. 

Next, select all the letters, and assign them a font size of 36 points. 
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figure 4-15 

(Top) Text block set in a typeface with a 

narrow set width, Reforma Grotesk 

Light, designed by Albert Kapitonov in 

1999. Courtesy of Paratype type foundry, 

www. paratype.com. 

(Bottom) Text block set in a typeface 

with a wide set width, Cavalero AOE, 

designed by Brian J. Bonislawsky in 

1999. Courtesy of Astigmatic One Eye 

Typographic Institute, 

www.astigmatic.com. 
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figure | 4-16 | 

(Top) Text block set in a typeface with a 

tall x-height, Seagull, designed by 

Adrian Williams and Bob McGrath in 

1978. Courtesy of Bitstream Inc. type 

foundry, www.myfonts.com. 

(Bottom) Text block set in a typeface 

with a short x-height, Koch Antiqua, 

designed by Rudolf Koch in 1922. 

Courtesy of Linotype type foundry, 

Linotype Library GmbH, 

www.linotype.com. 

figure | 4-17 | 

Text blocks set in a small point size (6 

points) with extra leading (left) and 

without (right). 

(Opposite page) Text block set at a large 

point size (68 points). 

legibility and readability | 

Examine the results closely. Notice that although the letters on each 

measure share a baseline, many probably vary in height and in set 

width—yet all of these letters are 36 points, from baseline to baseline. 

The point size of a character affects its legibility. For display text, most 

typefaces will be optimal at 14 points or larger, but because of the variety 

of typeface qualities, you will need to use your best judgment. For body 

text, optimal point sizes range from 8 points to 12 points (again, the 

range is due to the variations in width, cap height, and x-height ratio 

among typefaces of the same point size). A typeface with a tall cap height 

and/or x-height will probably be easier to read in long passages than one 

with a small cap height and/or x-height at the same point size. 

However, if the x-height of a typeface is extremely tall, 

the letterforms may become difficult to distinguish also, 

because the variation between letters with and without 

ascenders (like a and d) can be diminished. 

An extremely short x-height tends to make a typeface appear to be small for its point size, 

whieh can diminish legibility Lecause readers may have difficulty locusing on and reading very 

small letters. Even if readers are able to reognite letterforms ata small point ste, their eyes are 

likely to become tired quickly. 

When you must use a very small point size for body text, try increasing the 
leading to optimize your reader’s experience. The text blocks in Figure 4-17, 

set in a point size of 6, illustrate this concept. 

Itwas Toto that made Dorothy laugh, and saved her from It was Toto that made Dorothy laugh, and saved her from 

growing as gray as her other surroundings. Toto was not 

gray; he was a little black dog, with long silky hair and 

small black eyes that twinkled merrily on either side of 

his funny, wee nose. Toto played all day long, and 

Dorothy played with him, and loved him dearly. Today, 

growing as gray as her other surroundings. Toto was not 
gtay; he was a little black dog, with long silky hair and 
small black eyes that twinkled mertily on either side of 
his funny, wee nose. Toto played all day long, and 
Dorothy played with him, and loved him dearly. Today, 
however, they were not playing. Uncle Henry sat upon 
the doorstep and looked anxiously at the sky, which was 
gtayer than usual. Dorothy stood in the door with Toto 

in her arms, and looked at the sky toa. Aunt Em wes 
washing the dishes. 

however, they were not playing. Uncle Henry sat upon 

the doorstep and looked anxiously at the sky, which was 

Body type set at a very large point size (shown opposite) can also be 
problematic for readers. If the size of the letters is so big that the reader 
cannot read the text using normal eye sweeps, the physiology of reading 
will be disrupted and slowed, as is also true for typefaces with extremely 
wide set widths. 



If the size of the 
letters is so big 
that the reader 
cannot read the 
text using nor- 
mal eye sweeps, 
the physiology 
of reading will 
be disrupted 
and slowed. 
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figure | 4-18 

Text block that has low contrast to its 

background. 

You must consider your intended audience when selecting a point size 

for the body text. Older readers in particular, whose eyesight may be 

waning, might find small point sizes difficult to read. Likewise, younger 

audiences who are just learning to read may have a difficult time distin- 

guishing very small letterforms from one another. 

Background 

Since the negative space of a letterform is as important to legibility as the 

shapes of the character strokes, it should be no surprise that a text’s 

background can also affect legibility. Whether your text will be appearing 

in print or on a computer screen, there are some important factors that 

you must keep in mind about the background. 

Contrast Between Text and Background 

We have discussed the typographic term contrast, which refers to the 

difference between the thickest and thinnest parts of a letterform. 

However, you have probably also heard the term contrast used as a 

broader term meaning difference. To promote legibility, you must al- 

ways make sure that there is adequate contrast (or difference) between 

the text and the background. 

For designs composed using a computer, this adds a special challenge. 
The colors that you see on your monitor may look different on other 
monitors, and could also look different when printed. For this reason, 
use extra caution when selecting a background that is close in value to 
your text. If your design will appear in print, you'll also need to make test 
prints to verify how the printed piece will look, and you may need to 
convert the RGB colors used by your monitor to the equivalent CMYK 
colors used for printing. 
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Texture of Background 

If the texture of the background surrounding characters is rough or choppy, as shown in 

Figure 4-19a, it may distract the reader’s eyes from the text, decreasing legibility. For exam- 

ple, you may have noticed that if you used a wallpaper with a busy pattern on your computer 

desktop, it becomes harder to see your desktop icons. 

Cool-looking papers and digital backgrounds can be exciting, but you should always make 

your design decisions based on a well-considered combination of style and legibility con- 

cerns. When a busy background is necessary, providing a smoother background for blocks of 

text can aid legibility, as is shown in Figure 4-19b. 

From the far north they heard a low wail of 

the wind, and Uncle Henry and Dorothy 

could see where the long grass bowed in 

waves before the coming storm. T here now 

came a sharp whistling in the air from the 

south, and as they turned their eyes that 

way they saw ripples in the grass coming 

from that direction also. _ 

figure | 4-19a | figure 4-19b 

Text block set against a textured background. Text block set against a desaturated textured 

background. 

Surface 

The surface of the media the reader is viewing also affects legibility. When your design is 

meant to be seen on a computer screen, the glare of the monitor can tire your reader’s eyes 

prematurely so passages should be kept short, with plenty of negative space. If your design is 

to be printed on glossy paper, there will be a similar effect. 

The absorbency of the paper on which your design will be printed can also affect legibility. 

Have you ever used a magic marker to fill in a precise area of a shape or picture? Probably 

you did as a child when you colored in a coloring book. 

If you have a marker and a pencil handy, try this simple exercise: Draw a small shape on a 

piece of paper using a pencil, and then try to fill it in using your marker. Notice that if you 

place the marker at the edge of the shape, the ink bleeds past your pencil line. Try it on a 

piece of notebook paper and on a piece of newspaper. The more absorbent your paper, the 

more the ink will bleed. If your design is intended to be printed on very absorbent paper, you 

must take this phenomenon into account because the bleeding of the ink will diminish the 

counters of your letterforms, making them less legible. 

185 
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FACTORS THAT INFLUENCE READABILITY 
We’ve established that letters which are easy to recognize are legible, and that legibility is very 

important to visual communication. However, simply making sure your text is legible won't 

guarantee that your message will be successfully conveyed to your audience. Legibility de- 

scribes only how easily readers can recognize specific characters or words; it does not address 

the additional factors that affect how readers perceive and draw meaning from a page of text. 

Good designs can help readers understand how to organize, navigate, and assign meaning to 

the information presented to them. Designers are able to do this by manipulating the arrange- 

ment of both positive and negative spaces within their compositions. The way a designer physi- 

cally places letterforms in relation to one another can contribute to or detract from the 

readability of the design. Considering the effects your choices will have on your audience’s read- 

ing experience will help you to make smart design decisions. After all, the readability of a design 

is so important, readers will be likely to turn away if a design isn’t readable, even if it is legible. 

Using too many typefaces in one design can produce a chaotic effect that de- 

creases readability. A safe bet is to select two typefaces that are different enough 

figure | 4-20 that a reader can differentiate between them at a glance. A good solution is 
often to choose one serif typeface and one sans-serif typeface, and then limit 

Guinea Pig: High Performance yourself to using only those two typefaces. However, if you use this strategy, 
Anxiety monkey CD cover by you can use all of the type styles, sizes, and colors that are available. See how the 
Jeff Louviere of Louviere + 

Vanessa uses varied type styles designer who created the CD cover pictured in Figure 4-20 was able to use one 
of one typeface to createa sense typeface in many ways to create a sense of diversity and interest in the design, 
of diversity and interest while while retaining a cohesive thread and a sense of unity. 
maintaining a sense of unity. 
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Arrangement of Letterforms 

For any design involving text, there are several decisions a designer must 

make regarding the way the text should be arranged on the page. The 

choices you make regarding alignment, measure, widows, and orphans 

will influence the readability of your designs. 

Alignment 

Alignment refers to how text on a page relates to its margins. If you’ve 

ever typed a document using a word processing program, then you are 

probably already familiar with the most popular ways to align text. How 

text is aligned on a page can have a big effect on the readability of a de- 

sign. The following are some of the most commonly used alignments. 

Left-aligned text, also called flush left/ragged right, 

Alignment fy aligns flush against the left margin but is uneven 

on the right, as in this paragraph. This is widely 

considered to be the most readable text alignment When you use a left-aligned/ragged right alignment, 

because a moderately ragged right edge gives readers keep an eye on how “ragged” the right margin is. An 

a point of reference to find the next line. Since it is extreme raggedness can reduce readability, but can 

the most common alignment used today, it is also easily be avoided by manually inserting strategic line 

familiar to readers, and the consistent word spacing breaks to make the line lengths more consistent. 

produces a smooth typographic color. 

Justified text aligns to the margins on 

the left and on the right. This sort of text 

alignment is also highly readable and is 

ustified text aligns to the margins on the lef and on the right. This sor 

f text alignment is also highly readable and is very commonly used. Th 

traight edged margins present a very tidy, clean appearance. Howeve 

very commonly used. The straight-edged in order to create those edges, extra spaces must be insertea betwee 

; : ords or letters. This can make for a choppy texture with “white rivers 
margins present a very tidy, clean ap- : : rr 

: f negative space flowing through it, as in this paragraph. These whit 
pearance. However, in order to create : : « ) 5 ; 

ivers can be ‘distracting, because they draw the reader’s eyes in a vertica 

those edges, extra spaces must be in- irection, away from the intended horizontal path of the text. You ca 

serted between words or letters. This can _ |ook for the white rivers in this paragraph by squinting, or look at Figur 

make for a choppy texture with white 

rivers of negative space flowing through it, as in this paragraph. These figure | 4-91 

white rivers can be distracting, because they draw the reader's eyes in a 

vertical direction, away from the intended horizontal path of the text. An example of justified text alignment, 

You can look for the white rivers in this paragraph by squinting, or look _ with highlighted white rivers. 

at Figure 4-21 to see this paragraph’s white rivers highlighted. 
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figure | 4-22 | 

This ad, How to Hold a Saw When 

Removing a Limb by Michael Ashley of 

Arnika for Harper Hardware, uses 

runaround text alignment. 

wtekerectume 
How ro HOLD A SAW WHEN 

REMOVING A LIMB. 

Right-aligned text, or flush right/ragged left, aligns flush against 

the right margin, but is uneven on the left, as in this paragraph. 

It is not a very readable alignment because readers must search for each 

new line of text. However, this alignment can add style for shorter or 

more poetic passages. 

Centered text aligns along the center 

so that left and right margins 

are symmetrical, as in this paragraph. This alignment isn’t 

highly readable in long passage for the same reason that right- 

aligned text is difficult to read— 

finding the next line of text 

can be difficult. 

Again, for smaller 

or poetic passages, 

it is often useful, 

and provides a very formal, classical tone. 

Other types of alignment, like runaround, asymmetrical, shaped, con- 

toured, and concrete, are less commonly used, but can be valid solutions 

to design problems. 

Runaround text alignment wraps around graphics or textual elements 

in a layout, as illustrated in Figure 4-22. This can be readable and can act 

to nicely integrate images with text. 

Asymmetrical text alignment references neither the left nor the right 

margin, as shown in Figure 4-23. This alignment can be very artistically 

applied, though it is not highly readable. Asymmetrical alignment is 

most appropriate for short or poetic passages. 

Shaped text alignment flows along a curved or irregular line or shape, 

as seen in Figure 4-24. How readable the text is will depend on the shape 

of the text’s path and the amount of text. Generally, only a small amount 

of shaped text is readable. However, when used properly, shaped text can 

add style and help readers to navigate through a layout. 

Contoured text alignment fills a shape. One or more words can be dis- 

torted to create a shape, or a whole passage of text can fill a shape by 

aligning measures of type to the edges. Concrete text alignment is a 

special kind of contoured text alignment, in which the shape of the text 

illustrates the content, as seen in Figure 4-25. 
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figure | 4-23 

Th e wa t e 1& Industry is turning green 

with Dryography™ Beckett can answer the 
° 

respousive printing, 

dead end. 

This promotional poster, Dryography™ by Mike Campbell 

of Campbell Fisher Design for Beckett, uses asymmetrical 

text alignment. 
Corner the morket before it corners you 

feckere can offer high inagee 

process printing om uncoated paper 
deface tho 

Gi 

ave duyund current Nazis. Beckett can show castoners the new high japact soysibiticies ” 
_ vt vacnaced pape 

Votentially very por. 
Once iveerest i¢ sparked, douse! for uncoated 

Paper will sprvad like of tdfiee 

Dryography offers Beckett 

a path to higher volume 

paper purchases. 

I 

Your future hangs in the balance 

vith Dryography” Beckett can balance the warket 

dewand for superior quality, 
economy and ecology 

SPORTS 

DIAMONDS 
ARE FOREVER 
IN CAPE COD'S 44-GAME SUMMER BASESAL( CLAGUL, TOP COLAGL FROSPECIS 
HONE THER ou 15, HOPING TOR A SHOT AT IHC SHOW, ONE WAY OR ANOTHER, 

5 = PEAMAWENTLY. OY XEN UCALPINE 

wishes you a 

joyous holiday 

Asin this year, in liew of gifts.a donation has lee i 
Art 270, Ine., Graphic Design (Carl, Dianne, Sandy, Reid, John, Pat, Steve, Sue and Hannah) 

gga 07 tad ye 

s° 
figure 4-24 

This greeting card, by Carl Mill of Art 270, Inc., uses shaped 

text alignment. 

figure 4-25 | 

This editorial spread, Diamonds are Forever by J. R. Arebalo, Jr. of 

American Airlines Publishing for Southwest Airlines, uses 

concrete text alignment. 
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Measure 

Measure is also called line length, and that’s what it is—the length of a 

line of text. The ideal measure for a line of printed body type is usually 

around 60 to 70 characters per line, or 18 to 24 picas. For digital environ- 

ments, the ideal measure for body type is even shorter—about 40 char- 

figure 4-26a 

Text block with very 

long measure. acters per line. 

If a passage of text has an extremely long measure (as illustrated in this paragraph), readability will decrease. This happens 

cause as readers finish one line of text, they have difficulty finding the next line. If you find yourself in a situation in wh 

you must use a very long measure, using a typeface with a wide set width can help improve the readability of the passage. 

When a pas- 
sage has a 
very short 
measure, as 

in a narrow 

column like 

this one, 

readability 

also decreases 

because the 

readers must 

pause to lo- 
cate the next 

line so often. 

This not only 
slows down 

the readers 

but also tires 

their eyes. 
Using a type- 
face with a 

narrow set 

width can 

help improve 
the readabil- 

ity of a very 
narrow pas- 

sage of text. 

When a 
eather) Omw, 

column of text 
has a justified 
alignment, 

there can be 
the added 
problem of 
severe white 
rivers flowing 
through the 
passage. This 
not only makes 
LOM anny ey 

Liaieevare an 
texture, it also 

can actually 
force word 
spaces to 
enormously 
inappropriate 

widths. 

figure | 4-26b | 

Text blocks with very short measures, 

left aligned and justified. 

Widows and Orphans 

When a paragraph ends in a single last line at the top of a new column or 

page, that isolated line is called a widow. However, this term is also com- 

monly used to describe any very short last line of a paragraph that is only 

one or two words long, as you can see in Figure 4-27a. When a paragraph 

begins with a single first line at the bottom of a column or page, as in 

Figure 4-27b, that isolated line is called an orphan. 

Widows and orphans are problematic because they reduce readability by 

disrupting reading rhythm and creating awkward negative spaces on the 

page. Both widows and orphans can be avoided by changing the line length, 

or by manually breaking other longer lines to redistribute the text. 

words. 

widows 

- 
figure | 4-272 | 

Widows. 

figure | 4-27b | 
Widows and orphans <i 

orphan 
Orphan. 
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New Vocabulary 

alignment: refers to how text on a page relates to its margins 

asymmetrical text alignment: text that is not aligned to either margin 

centered text alignment: aligns evenly between the left and right margins of the text block 

concrete text alignment: text shaped to illustrate the idea or word that the text describes 

contoured text alignment: text placed so that it creates or fills a specific shape 

justified text: aligns flush against the left and right margins of the text block 

left-aligned text (flush left/ragged right): aligns flush against the left margin of the text block, but is uneven 

on the right 

measure (line length): the length of a line of text 

orphan: the first line of a paragraph, isolated at the bottom of a column or page 

right-aligned text (flush right/ragged left): aligns flush against the right margin of the text block, but is uneven on 

the left 

runaround text alignment: text wraps around graphics or textual elements in a layout 

shaped text alignment: text flows along a curved or irregular line or shape 

white rivers: negative white space seeming to flow down a page within a block of text, usually due to inconsistent 

word spacing 

widow: the last one or two words of a paragraph, isolated at the bottom of a page or at the top of a new column or page 

Use of Negative Spaces in a Layout 

When arranging elements in a layout, a designer must consider not only the objects to be 

placed, but also the negative spaces that will surround those objects. Creating attractive nega- 

tive spaces can give a design a sense of airiness and make it more inviting. 

On the other hand, a design with awkward negative spaces will convey a sense of disharmony 

and can result in a less readable design. This doesn’t mean that negative spaces always have to 

be attractive. Sometimes designers purposely use awkward negative spaces to evoke discom- 

fort in their viewers. As always, the designer must negotiate an appropriate balance between 

readability and style, based on the goals and intended audience of the specific design. 

When a designer is arranging letterforms, the shapes and sizes of negative spaces become 

particularly important to both legibility and readability. Decisions regarding letterspacing, 

tracking, kerning, word spacing, and leading heavily affect the readability of any design that 

includes text. 
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figure | 4-28a | 

Text block set with excessive 

letterspacing. 

figure | 4-28b 

Text block set with cramped 

letterspacing. 

figure | 4-29 

Type that isn’t kerned (left) and type 

that is kerned (right). 

Letterspacing, Tracking, and Kerning 

A letterspace is the space between two letters in a word. The terms tracking 

and kerning describe specific ways that letterspaces can be modified. The 

term letterspacing is often used to generally describe the collective letter- 

spaces within a string or block of text, but can also be used interchangeably 

with the term tracking. 

Tracking happens when letterspaces are consistently increased or decreased 

within a string of text. Typefaces can be tracked to have wide letterspacing 

or narrow letterspacing. Moderately widening and shortening letterspacing 

can be useful to adapt typefaces to accommodate very long or short meas- 

ures of text. However, both can be difficult to read in long passages. 

Wri, daempimesrd |emtiteent Sep. ae culm iace 

Sy ee en anes da 3 Caan Dac dsivit = 

fein Caate Ee tO Leeraec bee ta ese 

wwhil enn. es te taemriese ea mrtape th Om Op amr eae 

aa Dana banter word 1) en Cy. OF 9) uty team 

bietic Oui rs tueamsoCalla alae ogne 

Shortened letterspacing is also difficult to read because the diminished negative spaces 

between theletters may strain the eyes and make word recognition more difficult. 

Usually an average amount of letterspacing will be most readable and the 

most legible, but most important is that letterspacing be consistent. 

Inconsistent letterspacing will confuse readers as to which letters are in 

which words, and will create an inconsistent visual texture. However, 

sometimes it is necessary to track or kern adjacent letters to make the let- 

terspacing appear more even. 

Kerning happens when the letterspace between two specific characters is al- 

tered. Kerning is necessary when adjacent letterforms fit together poorly, 

creating an awkwardly large or small letterspace. For example, in 

_ Figure 4-29 the dotted and dashed boxes show how the letters on the right 

have been moved closer together and are actually in each other’s space. Note 

how the word To looks more awkward when it is not kerned (on the left). 

This is because the shapes of those particular letters leave a great deal of 

negative space between them. Kerning them so the letters invade each 

other’s space actually makes them easier to read as one word. 



Word Spacing 

You probably won't be surprised to learn that the term word spacing 

refers to the amount of space between adjacent words in a string or block 

of text. Word spacing can be wide or narrow. Sometimes designers 

choose to use no word spacing at all, but this is generally very difficult to 

read, as illustrated in Figure 4-30. 

As with letterspacing, a consistent word spacing of about the advance 

width of the lowercase letter i will generally be the most readable for 

most fonts, though some sans serifs use a slightly wider default space 

width, closer to the advance width of a lowercase letter r. When word 

spacing is too wide, readers have to search for the next word in the sen- 

tence. When word spacing is too narrow, readers have difficulty recog- 

nizing where words begin and end, so reading is slowed and 

comprehension decreases. 

Leading 

Appropriate leading (the space between consecutive lines of 

type) is very important to readability. When lines are very far 

apart, readers can have difficulty finding the next line of text, 

and reading is slowed. 

When lines of text are too close together, adjacent lines interfere 
and distract readers from the words they are trying to read. 

If no extra line spacing is added between lines of text, we say 
the leading is solid. 

However, most desktop publishing programs automatically add leading 

at a default value of 20 percent of the typeface’s point size, which can - 

then be adjusted manually by the designer. 
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Word spacing can be wide 

Word spacing can be narrow 

Wordspacingcanbenonexistant 

figure | 4-30 | 

Measures of text with wide, narrow, and 

no word spacing. 

figure | 4-312 | 

Text block with extra leading. 

figure | 4-31b 

Text block with reduced leading. 

figure | 4-31¢ 

Text block with solid leading. 
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The interplay between leading, word spacing, and letterspacing is very im- 

portant. When one is adjusted, the others should be reevaluated because 

they all must work together. Be careful in long passages of text to be sure 

that your word spacing is never larger than your leading, if your goal is 

readability. Notice how awkward an improper ratio looks (Figure 4-32). 

figure | 4-32 | This shows an improper ratio between 

leading, | word spacing, and __letterspacing. This 
Text block with an improper ratio , : | A 

eading, of leading, word spacing, and shows an improper ratio , between . g 

letterspacing. word spacing, and letterspacing. This shows 

an improper ratio between leading, word 

spacing, and _ letterspacing. 

Your Audience 

If you want your designs to be highly readable, you must consider the 

reader. Any design that tires or frustrates the reader is likely to de- 

crease comprehension or completely deter your message from reach- 

ing its audience. 

Physiology of Reading: Eye Focusing 

and Reading Gravity 

Understanding the physiology of how we read can help designers to cre- 

ate designs that cater to the reader’s ergonomic experience. Our eyes read 

text in a series of sweeps and pauses. As we read across a line of text, we 

recognize familiarly shaped words and letterforms. Then our eyes pause 

to refocus while our brains assimilate and interpret the new information. 

Human eyes can generally sweep about four inches of text before having 

to refocus. 

In addition, people whose first language is a Western language, like 

English, have learned to read lines of text that go from left to right and 

top to bottom. They have formed strong body habits of taking in text 

that way, so any text orientation or layout that contradicts this route will 

result in diminished readability. This physical habit is very important to 

whether a reader reads and comprehends a design; we refer to the con- 

cept as reading gravity. 
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Spelling 

Pleeze chk yrrr spelleg. Readrs’ wount taik yoo seriously if yoo mispell werds in yer dezines— 

and don’t rely on your word processing program’s spellchecker to correct your spelling. Their 

our mini words in thee in goulash long which that have multi pal spell links. Your spellchecker 

will not catch them! 

In addition to losing credibility with your readers, misspelled words in a design may confuse 

your readers or even provide them with incorrect information. Each misspelling is likely to 

cause the reader to pause to decipher the intended meaning of the word, slowing down the 

reading process and aggravating the reader. 

New Vocabulary 

kerning: adjusting the letterspace between two adjacent characters of type 

leading (line spacing): the space between two consecutive measures of type on a page or layout 

letterspace: the space between two letters in a word 

195 

letterspacing (tracking): the collective letterspaces within a string or block of text; adjusting the distance between 

characters in a string or block of text 

reading gravity: phenomenon describing how readers’ physical reading habits influence their navigational ten- 

dencies when encountering a page or layout 

solid leading: consecutive measures of type that have no added leading between them 

tracking (letterspacing): adjusting the distance between characters in a string or block of text 

word spacing: the space between adjacent words in a string or block of text 

CHAPTER SUMMARY 
Legibility and readability are incredibly important to conveying your intended message to 

your target audience. If letters are not legible, they cannot be easily recognized, and this slows 

and frustrates the reader. If a design is not readable, viewers cannot easily find and compre- 

hend the information they seek. Both legibility and readability can be heavily influenced by a 

designer’s choices regarding physical aspects and proximities of letters, words, and lines of 

text. Backgrounds and negative spaces between and inside text are also very important to leg- 

ibility and readability issues. Designs must be user-friendly in order to be readable; this 

means they must be easy to navigate and take into account the experience, the reading habits, 

and the physiology of the reader. 
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in review 

Explain the difference between legibility and readability. 

Name three factors that affect legibility, and explain how they affect it. 

Name three factors that affect readability, and explain how they affect it. 

What is the difference between tracking and kerning? 

How do color and value affect readability? How does typographic color affect readability? 

Name a highly readable combination and one with poor readability. 
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eXeVc1ses 

L Explore one or more shopping districts with a camera, taking pictures of signs that are 

examples of poor legibility. Consider what can be done to improve each design. 

Find three design examples for each type of alignment discussed in this chapter. Consider 

whether the alignment choices were effective in contributing to the legibility and/or the 

readability of each layout. 

Find an advertisement that has poor readability. Make a list of changes that would improve 

the readability of the design. Then re-create the advertisement, implementing each of the 

changes you listed. 

Choose a page from a magazine that includes several areas of text in various sizes/fonts. 

Choose a page that has only text, no pictures. Determine the appropriate typographic color 

of each block of text. Using paint or colored pencil, reproduce the layout by representing 

areas of text with areas of gray values that precisely reproduce the typographic color of 

each corresponding text block. Tip: Standing back from the page and squinting will help you 

to determine an appropriate value match for the typographic colors presented in the origi- 

nal design. 

Select a photographic portrait of yourself, of someone you know, or of someone famous. 

Increase the size of the image (as necessary) so the face is at least six inches wide. Trace 

the image, dividing it into sections according to typographic color, then cut areas of text 

from magazines to reproduce the varying levels of gray in your image. Paste them onto bris- 

tol paper to produce a new portrait. 



Courtesy of Phil Baines for Fuse, issue 1, U.K., 1991. 
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objectives 
e Understand the importance and purposes of layout 

e Consider the relationship between form and content 

e Learn about and apply the Laws of Gestalt 

e Understand the visual hierarchy of design elements 

e Learn how emphasis is used to guide an audience 

through a layout 

e Learn how to create designs that comply with reading gravity 

e Become familiar with the typographical devices used in layouts 

introduction 

When you make decisions about where to place text and objects on 

a page, you are creating a layout. How your layout is designed heavily 

influences whether you will get your message across to your audience. 

Effective layouts help your audience to: 

e Notice and decide to examine your design 

e Find the information they are seeking 

¢ Understand the information you are presenting 

¢ Linger long enough to receive all the pieces of information you 

wish to convey 

Creating a layout that catches and keeps your audience's attention, 

navigates them effectively through the design, and is easily understood 

is essential to the designer's ultimate goal of visual communication. 
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figure 5-1 

Poster for the Tokyo TDC Exhibition, 

1997. Artwork: Fumio Tachibana, Design: 

Katsunori Aoki. 

FORM AND CONTENT 
Every layout has two competing components that you must juggle to cre- 

ate the most appropriate and effective design: form and content. 

A layout’s form refers to the way it looks. Balance, unity, contrast, color, 

value, texture—these are all words that describe different characteristics 

of a design’s form. 

A layout’s content refers to the message or information that is meant to 

be conveyed by the design. The content of a layout may be intended to 

teach, preach, sell, convince, inform, or set a mood. Content can be pre- 

sented in the form of text, symbols, or images. 

Both form and content convey meaning, as seen in Figure 5-1. Even 

though you may not be able to read the text, you can still get a sense of 

the light, joyous, whimsical mood of the message. 

The 10th Anniversary Exhibition g | 

of Tokyo Typedirectors Club $33 
WRTIDCR 19973 ASA(k)~27R(R) ¥YU¥-FI7179- Fe SVU— Wi ZOMCHR 

RAPHIC GALLERY | 
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Now look at the design pictured in Figure 5-2. Although you may not be 
able to read the characters, the structured seriousness of the design’s 
presentation conveys a calm, conservative message. 

33 
GAIA IRS Onitnre 

Lastly, look at the design shown in Figure 5-3. In this in- 

stance, the design could indicate an angry, violent tone, 

even to viewers who cannot understand the content of the 

text. That is because the designer conveyed meaning using 

both form and content. 

figure 5-2 

Poster by Alan Chan. Courtesy of Alan 

Chan, Alan Chan Design Co. 

figure | 5-3 | 

Poster by Koichi Sato of Koichi Sato 

Design Studio, 1988. 
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figure 5-4 

Logos with typeface designs that 

contrast with their content. Fonts used: 

Down Under Heavy, courtesy of BA 

Graphics; Reforma Grotesk Light, 

courtesy of Paratype type foundry, 

www.paratype.com; Ransahoff CT, 

courtesy of CastleType foundry, 

www.castletype.com; Bokonon, 

courtesy of Cool Fonts type foundry, 

www.cool-fonts.com; Viscosity, 

courtesy of Fontboy type foundry, 

www.fontboy.com; and Prick, courtesy 

of Burghal Design type foundry, 

www.burghal.com. 

| NOTE | 

When your client asks you why 

you made a specific choice about 

any element of your layout, you 

always want to be prepared with a 

well thought out answer. You'll be 

prepared with these answers 

if you carefully consider each 

visual decision you make. 

figure | 5-ba | 

The word’s meaning matches its physical 

quality of being small. 

figure | 5-5b | 

The word’s meaning contrasts with its 

physical quality of being large. 

Look at the logos in Figure 5-4. In each example, the designer contrasted 

the form with the content to try to evoke a reaction from you, the audi- 

ence. Did it work? 

‘Lhe 

Skcimnny 

| 
SNHow 

Clean and Tidy 
Maid Service 

Designers make choices about the relationship between form and con- 

tent of each component of a layout. Every aspect of a layout should be a 

conscious decision. Sometimes designers use unity, as in Figure 5-5a, and 

sometimes they use contrast, as in Figure 5-5b, depending on the reac- 

tion they are trying to get from the reader. 

SMALL 

SMALL 



The Reader’s Interest Level 

As the reader’s interest in the content of a layout increases, the need for 

effective form decreases, and vice versa. 

For example, if your friend Joe is unemployed, he will probably read the 

help-wanted classified ads in the newspaper, whether he perceives the 

layout to be dreary or exciting. He is internally motivated to read that 

layout because he needs a job. 

The designers who lay out those classified ads are aware of this, so they 

can create layouts that conserve space and save money for the newspaper, 

knowing that people will read it anyway. On the other hand, a designer 

must carefully consider the form of the layout when designing an adver- 

tisement for a product or service in the same newspaper because viewers 

are likely to pass it over if it is not visually appealing. 

Consider one more example: yourself. You are probably interested in the 

subject of typography or you wouldn't be reading this book. On the 

other hand, you probably have many other competing interests and re- 

sponsibilities. How has the designer who designed the layout for this 

book made decisions about the relationship between form and content 

to keep your interest and to help you navigate through this book? 

GESTALT PSYCHOLOGY AND LAYOUT ELEMENTS 
In the 1920s, a German psychologist named Max Wertheimer developed 

a set of theories about how we organize and make sense of visual stimuli. 

He called this set of theories Gestalt psychology; “gestalt” is the German 

word for “form” or “shape.” Wertheimer realized that our eyes see reflec- 

tions of light waves forming shapes, textures, colors, and values—and it 

is our brains that interpret those patterns of light into objects and sym- 

bols that we can understand. 

Understanding Gestalt psychology can be very useful for designers be- 

cause it provides insights about how viewers will perceive the layouts 

they see. The Laws of Gestalt are theories proposed by Wertheimer that 

explain how our brains process visual input by grouping objects in ways 

that create meaning. These laws grew out of Wertheimer’s idea that the 

groups of objects our brains assemble take on new, more profound 

meanings, or as Wertheimer put it, “the whole is greater than the sum of 

its parts.” 
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| NOTE | 

Of course, a designer's primary 

concern must always be com- 

munication. Simply being visually 

pleasing is never enough; a design 

is only truly successful when it 

transmits its intended message to 

the audience effectively. 



204 

= A\ JA AALS 

| layout design aspects | 

The Whole is Greater Than the Sum of Its Parts 

Suppose you have some eggs, sugar, flour, and butter—you have 2 group of ingredients bat 

cake to the recipient is greater than just a collection of random ingredients, 8 holds symbolic, 

emotional, and social meanings—and is also very tasty? 

This is what Wertheimer meant when he said that the whole is greater than the sum af Rs 

parts. This idea is central to Gestalt psychology. 

Now let’s consider a visual example. In Figure 3-6a, you see Six triangles. They probably dent 

hold a lot of meaning for you, aside from the relevant mathematical associations. 

However, when the triangles are grouped as in Figure 3-6), we can recognize the group aa 

Star, or a Star of David, or as 2 contemporary gang symbol, depending on our realm of expe- 

rience. The same six triangles, when grouped in a specific way, have taken ea cnermous his- 
torical and social meanings. 

figure 5-6b | f 
Figure and Ground 

Six triangles rearranged Wertheimer also understood that our brains 
to form a Star of David. 

tend to divide perceived objects inte Iwo main 

categories: igure and ground. The figure refers 

to the object we are looking at; the ground 

refers to the background behind the object. 

We are usually concerned with the figure. fT ask 
you to draw 2 pture of a paper dip, you will 
probably draw the paper dip itself, but you 
might not also draw the background that you se 
it against. Designers, however, must be equally 
concerned with both the figure and the ground 
of every hyout, because the figure and ground fit 
together hke 2 puzzie—one exists only in rh- 
tion to the other—and both have an effect an 
how the audience will perceive a design. 



CHAPTER 5 205 

Designers and artists often talk about figure and ground in terms of pos- 

itive space and negative space—the positive space being the figure, and 

the negative space being the ground. 

Figure 5-7a shows an image of paper clips on a desk. The paper clips 

shown in Figure 5-7b are the positive space or figure. The desk pictured 

in Figure 5-7c is the negative space or ground. Each coexists in relation 

to the other. We may be more interested in the paper clips, but without 

the desk, the paper clips would be floating in nothingness, as seen in 

Figure 5-7b. 

New Vocabulary figure | 5-7 | 
Left (a): Paper clips on a desk. 

layout: the placement of text and objects on a page Middle (b): Positive space, or figure. 
Right (c): Negative space, or ground. 
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figure | 5-8 | 

Top (a): Text on a tinted background. 

Middle (b): Positive space, or figure. 

Bottom (c): Negative space, or ground. 

Now consider Figure 5-8a. In this case, the text is the positive 

space, or the figure, as shown in Figure 5-8b, and the back- 

ground is the negative space, or the ground, as shown in 

Figure 5-8c. Notice that if we focus alternately on the figure 

and on the ground, we can evaluate each separately, and make 

changes accordingly. 

Now look at Figure 5-9. First, focus on the white vase as the 

figure, and consider the black field behind it to be the ground. 

Then focus on the black silhouettes of two faces kissing as the 

figures, and consider the white field behind them to be the 

ground. As your brain shifts its perception of this image, no- 

tice that it is very difficult to simultaneously read both the 

vase and the faces as the figures or to simultaneously consider 

both the black and white fields to be the ground. Your brain 

wants to define the figure from the ground, to simplify and 

more easily make sense of what you are seeing. 

figure | 5-9 | 

a — — 

Optical illusion of faces or a vase. 



CHAPTER 5 

The Laws of Gestalt 

The Laws of Gestalt—theories proposed by Max Wertheimer—explain the different ways 

that our brains group the shapes, colors, and textures that our eyes perceive, in order to as- 

sign meaning to visual stimuli. 

The Law of Equilibrium 

One such theory of Wertheimer’s, the Law of Equilibrium, tells us that our brains prefer sim- 

plicity, stability, and cohesion. This means that we prefer to understand the things we see. 

When our brains can make sense of new stimuli, we can relax and move on to other interests. 

When our brains cannot make sense of new stimuli, we feel confused, anxious, and stressed 

out. Since the word “equilibrium” means “at rest” or “balanced,” the Law of Equilibrium tells 

us that we feel more balanced and content when we understand the things we perceive. 

Therefore, our brains try to make our world seem simpler and easier to understand by 

grouping objects into familiar and recognizable sets of information. 

So, how do our brains group the visual information they receive from our eyes? Gestalt psy- 

chology tells us that they do so according to five basic Laws of Gestalt. 

* The Law of Similarity 

* The Law of Proximity 

* The Law of Common Fate 

* The Law of Closure 

> The Law of Continuation 

In the next few pages, we'll examine each of these laws, and learn how they can be applied to 

working with type. 

The Law of Similarity 

The Law of Similarity states that our brains group and associate objects that look similar. 

For example, can you focus on just the circles or just the squares on the left in Figure 5-10? 

Try it. 

207 
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wwe (sol ] O = = 
The Law of Similarity causes us to group bea © ce) Rice @ © 

and associate objects according to 

shared physical characteristics. © eal 

Now try to focus your attention on only the black objects, then only the 

blue shapes on the right in Figure 5-10b. 

In Figure 5-11, you can see that similar visual qualities prompt you to 

group certain characters or words together. Even though the letters are 

layered and jumbled, the similarly sized and shaped characters help you 

organize the information presented in this layout, so that it is possible to 

read the various passages. 

2 | Progressive rendering demo - Microsoft Internet Explorer 

figure | 5-11 | 
File Edit View Favorites Tools Help * 4 *] ei ey r Search ie Favorites 4 

Gress €) http: osoft.com/typography /web/embedding/demos/4/demo4.htm v >} Go 

Overlapping and jumbled lines of text 

are legible because of the Law of 

Similarity. 

Similar physical characteristics can also give us information about voice. 
Notice how the similar type styles in Figure 5-12 indicate the repeated 
voices of individual speakers. 



f - Toujours on s’empétre entre les pattes du prétre 

é Oh oui Capitaine recommencez ! rout le monde vous le 
demande 

Ah! je ne sais pas si je vais pouvoir Je suis 

en mission de service Ca dépend de Pheure 

qu'il eat 

€ Nous n’avons pas I"heure chez rurus 

A mais Ja pendule? 

#) Elle marche mal Elle a l'esprit de contradicuon Elle indique 

| cuaprers | 209 

figure 5-12 

Similar type styles indicate who is 

speaking because of the Law of 

Similarity. Aux Ionesco, Die Kahle 

Sangerin, 1964. Courtesy of Massin. 
™ toujoun le contraire de Iheure qu'il est 

The Law of Similarity tells us that objects can be similar in any visual 

way for our brains to group them. For example, we might group objects 

according to size, color, value, texture, or shape. 

The Law of Proximity 

The Law of Proximity is very closely related to the Law of Similarity. 

Since the word “proximity” means “nearness,” the Law of Proximity 

states that our brains group and associate objects that have locations 

near to each other. 

When you look at Figure 5-13, your brain probably groups the five stars 

on the left together, and the six stars on the right together. 

figure | 5-13 | 

The Law of Proximity causes us to 

group and associate objects according 

to a shared location or nearness. 
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The Law of Proximity is very important when it comes to typography because the proximity 

of each letter to the others determines the meaning we will assign to the text, as shown in 

Figure 5-14. 

figure 5-14 | 
THEY’VE GONE TO GET HER. 

How letters are grouped influences how THEY’VE GONE TOGE THER. 
we interpret their meanings. 

In Figure 5-15, text is grouped according to its proximity, or what it’s close to. In this case, 

each blurb of text is assumed to be spoken by the little animal near it. 

figure 5-15 

Birthday party invitation by Terri Wolfe 

of Wolfe Design, demonstrating 

the Law of Proximity. 

“He’s eighty, you know.” 

“Will there be a party?” 

“With lots of berries 
and leaves to nibble on?” 

“Oh, goody. 
Are we invited2” 
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Juxtaposing Letterforms 

The word juxtaposition refers to the placement of objects in relation to one an- 

other. For example, when you juxtapose two printed words, you place them near 

each other, and that creates an inherent relationship between them. If viewers 

perceive them as a group, they will either combine or contrast the meanings of 

the elements, but either way, they will understand the meaning of each word in 

relation to the other. That is why we need only twenty-six letters in our alphabet 

to convey a whole host of meanings—because we combine letters in different 

ways to evoke different understandings. 

Understanding the Law of Proximity can help a designer avoid unintended asso- 

ciations and miscommunications. Remember that if one object is close to an- 

other object, the viewer is likely to associate the two, even if that wasn’t the 

designer's intention. Figure 5-16 is a good example of how otherwise unrelated 

information might be associated through juxtaposition. If those wooden sticks 

weren't placed between a torso and legs, you would probably never read them 

as part of a body. 

figure 5-16 

This poster demonstrates how juxtaposition can cause viewers to draw a relationship 

between otherwise unrelated objects. Tyler Weekend Art Workshop poster by Keli 

Cavanaugh and Steven DeCusatis of Tyler Design Workshop for Tyler Design School 

of Art, Temple University. 

The Law of Common Fate 

If you share some quality with another person, you ee 

could say you have something in common. Your fate 

refers to where you will be in the future. So, the Law we 

of Common Fate tells us that our brains will group So as 

and associate objects that share a common direction it 

or orientation. ae 

You can probably see how the Law of Common Fate Pe ae 

also relates closely to the Law of Similarity—only 

this time, we are talking about a similarity of direc- 

tion or orientation. figure 5-17 

Notice how Oe brain groups the objects that point The Law of Common Fate causes us to group and associate 

in a similar direction in Figure 5-17. ; objects according to a shared direction or orientation. 
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figure 5-18 

This photograph of a meteor shower 

demonstrates the Law of Common Fate. 

© ALI JAREKJI/Reuters/Corbis. 

figure | 5-20 

This magazine spread demonstrates 

both the Law of Common Fate and the 

Law of Similarity. Learning the Hard 

Way, Art Director: Amanda White-Iseli, 

Illustration: Isabelle Arsenault, 

created for Baltimore magazine. 

In the photograph of a meteor shower pictured in Figure 5-18, the 

streaks of light that fall to the left stand out against the ones that fall to- 

ward the right. This is because our brains group them according to the 

direction they seem to travel. 

The same phenomenon applies to text, as shown in Figure 5-19. 

HELLO figure 5-19 

o The Law of Common Fate 
aa HELLO 
uJ 
aE 

2. 
HELLO = orientation. 

Lu 
a 

HELLO 

O 
ber 
= 

= HELLO 
} 
L 

In Figure 5-20, the letters that read right to left stand out against the 

ones that read left to right. Since the capitals T, H, W, and Y are symmet- 

rical and can be read in either direction, their size and color prompt us 

to group them with the backward N and R, adding to the confusion. So 

you see, this designer used a knowledge of both the Law of Common 

Fate and the Law of Similarity to convey the uncertainty and frustration 

that students with learning disabilities regularly endure. 



The Law of Closure 

If you feel a sense of closure when you finish a project, it’s because you 

have completed that project. The word closure means completion, and 

so the Law of Closure tells us that familiar shapes are more readily per- 

ceived as complete than as incomplete. Since complete objects are easier 

to understand, our brain groups the pieces of incomplete objects to cre- 

ate complete recognizable ones. That is why you are able to recognize the 

object in Figure 5-21 as the letter B, and why you are able to read the text 

in Figure 5-22. Your brain fills in the missing portions to perceive the 

shapes as ones that you can recognize and understand. 

figure | 5-22 | 

This poster invokes the Law of Closure. Can You (Read Me)? by Phil Baines for 

Fuse, issue 1, U.K., 1991. 
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figure 5-21 

The Law of Closure causes us to group 

parts of an incomplete object to perceive 

a whole, recognizable object. 
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The Law of Continuation 

The Law of Continuation tells us that our brains will group items that seem to belong to a 

continuous line. For example, in Figure 5-23, our brains group some of the stars so that we 

perceive them as a row. 

figure | 5-23 > 4 by 

The Law of Continuation causes us to group objects 

x Ky 
x Re dy 

xx ®* 
Have you ever looked up at the stars at night and tried to recognize the constellations? When 

we group the stars of the universe into constellations, we are applying the Law of 

Continuation to make sense of visual stimuli. In Figure 5-24, you can make out the shape of 

the Big Dipper because the brightest stars can be perceived as a continuous line. 

figure | 5-24 | 

This photograph of Ursa Major, 

the Big Dipper, demonstrates 

the Law of Continuation. 

Courtesy of Till Credner, 

AlltheSky.com. 

The Law of Continuation is particularly important to consider when working with type, 
because we recognize strings of words as sentences, due to this phenomenon. In Figure 5-25, 



our brains connect the dots to allow us to read the 

words because of the Law of Continuation, even 

when the letters aren’t directly linked by the lines. 

Also, it is this law that can cause us to perceive the 

distracting white rivers discussed in Chapter 4; when 

word spaces in adjacent rows of text are too closely to one another 

aligned, our brains see white rivers that seem to flow 

down the page. This often occurs in layouts where 

text alignment is justified. 

In Figure 5-26, the designer has applied an understanding of all the 

Laws of Gestalt. The poster features the image of a tongue near the 

image of an iron. The designer has purposefully created discomfort in 

viewers by evoking the thought of a painful burn to the tongue. Even 

though the images are clearly separate, their proximity suggests the 

dangerous relationship and possible resulting physical pain—an effec- 

7 

YOUNG BRITISH ARTISTS FROM THE SAATCHI CORLE eo) 

SENS ATION 

figure | 5-26 | 
een see 

This poster demonstrates a number of the Laws of 

Gestalt. Sensation poster designed by Why Not 

Associates for the Royal Academy of Arts. 

tive application of the 

Law of Proximity. The 

similarity of the shapes 

of the tongue and the 

iron, the fact that they 

point to each other, and 

the way they seem to 

form a vertical line across 

the layout, all work to 

support this association 

through the Gestalt Laws 

of Similarity, Common 

Fate, and Continuation, 

respectively. The designer 

has applied the Law of 

Closure, as well; we are 

able to empathize with 

the pain that tongue will 

feel because we complete 

the face in our minds, 

imagining a real person 

in that situation, perhaps 

even ourselves. 

CHAPTER 5 215 

New Vocabulary 

closure: completion 

juxtaposition: the placement of objects in relation 

figure | 5-25 | 

This poster demonstrates the Law 

of Continuation. David Murray 

poster by Niklaus Troxler of Niklaus 

Troxler Graphic Design, for Jazz in 

Willisau, 2001. 
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ryan pescatore frisk G 
catelijne van middelkoop 

How did you get started as designers? Tell us about your 

first jobs in design and the evolution of your careers. 

Both of us “Strange Attractors” studied design as under- 

graduates. We met when we were both invited to attend 

Cranbrook Academy of Art's 2D department, where we re- 

ceived our MFAs in 2002. In the first year, we found out 

that “two heads are better than one,” and started working 

together on various projects. Though both of us had expe- 

rienced the design practice before as freelancers, this 

was the true beginning of what was to become Strange 

Attractors. After we completed our master’s degrees, we 

ran our studio from an old car factory in Pontiac, 

Michigan, and then moved our business to Stockholm. 

Since September of 2003, Strange Attractors has been op- 

erating from the Netherlands, where Ryan recently com- 

pleted another MFA in type design at The Royal Academy 

of Art in The Hague. 

We made the promise to each other (and to ourselves) 

that Strange Attractors would make every job or design 

solution into something to be proud of. We are both very 

critical and ambitious; now, almost five years later, we still 

push our limits with each new challenge. 

What do you do to get your creative juices flowing when 

you start a new project? What can you share with us 

about your design process? What role does technology 

play in that process? 

Our juices are constantly flowing. There simply isn't 

enough time! We are lucky enough to work on projects 

that we like very much. Most of our clients have found us, 

and have kept us busy. The rest of the time we try to 

spend on our own projects, which we also use to get our 

name out there and generate other work. 

As Strange Attractors, we are trying to be as diverse as 

possible. We like to be in full control of our projects and 

therefore try to keep up with all the software that is avail- 

able—from sound to the Web, from motion to type. Name 

it, and we'll challenge ourselves to take on the job and 

prove we can do it well. A new job starts with a discus- 

sion about the design problem presented. We do a lot of 

research using the Internet, real-time libraries, and by 

going on field trips. In the meantime, we start making tons 

of notes and, of course, sketches. We always carry 

around pens and random pieces of paper, from beer 

coasters to napkins. We ask questions like “who is our au- 

dience?” and “how far can we push this?”; we also ask 

practical questions like “how big is the budget for print- 

ing?” and “when is the deadline?” so that we get a better 

understanding of our possibilities and limitations. 

When we work for a client, we plan a first presentation 

and try to get them to deposit a third of the money before 

that time so that we can start the work without having to 

worry about finances. The next step is to start working 

on at least three different ideas, three different typo- 

graphic approaches, etc. Our goal is to present one pro- 

posal that we feel will be the best, plus two more that 

are so “out there” that if one of them would be selected, 

it could be even better. This is definitely the point when 

we'll start using the computer, so that we can rapidly 
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Cover design and lettering by Ryan Pescatore Frisk and Catelijne 

van Middelkoop for the Polish Design Quarterly, 2+3D Grafika 

plus Produkt, 2005. Courtesy of Strange Attractors, 

www.strangeattractors.com. 

produce proposals in PDF form, and start communicating with the client. 

Since Strange Attractors mainly works for clients abroad, full-time access 

to the Internet is an absolute necessity. When we present our ideas to 

clients, we never present something we don't like. We have one motto: 

“Trying to push boundaries.” 
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How has the role of typography in de- 

sign changed over the last decade? 

Where do you see it going in the future? 

Over the last decade, the computer has 

influenced the role of typography a 

great deal. Because anyone with ac- 

cess to a computer can now influence 

the look of type, many analog “rules” 

that gave typography its strength have 

been neglected and forgotten. No 

longer limited by the lead, type is being 

tortured and stretched, and used in 

point sizes that were never seen be- 

fore. In a way, the whole typographic 

grid has disappeared. 

As you can see in our work, we do not 

always live by the rules either, but we 

can only do this successfully because 

we know the rules and are constantly 

aware of what we're doing. You can 

only skillfully break the rules when you 

know them. That's why we're con- 

stantly reading about type, continuing 

our educations, etc. 

People who “design” their own busi- 

ness cards using Word, or their party in- 

vitations using other software that came 

with their PC—people who have not 

been educated in design—these ama- 

teurs have changed today's public 

image of typography. The common 

man's favorite typeface is the default 

Arial, which many don’t even recognize 

as a rip off of the classic typeface 

Helvetica! Advertisement agencies, cut- 

ting their budgets after the Internet bub- 

ble burst, have settled for the same easy 
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designer 

3 Four Eyes poster by Ryan 

Pescatore Frisk and Catelijne 

van Middelkoop. Courtesy 

of Strange Attractors, 

www.strangeattractors.com. 

and popular sans serif solutions. All traces of humanity and 

personality have started to disappear from our everyday 

type encounters. 

Lately, however, something has started to change. 

Designers seem to be starting to realize that in order to be 

different and more important—to come up with something 

ryan pescatore frisk G 
catelijne van middelkoop, continued 

SJAN VAN EYE K 

new—knowledge of typography's rich history and crafts- 

manship are of extreme importance. What we would like to 

see happen to typography is for people to start using a 

voice of their own again—not the default one we've gotten 

used to, but a well-considered, clear one. Let there be 

high-quality alternatives to choose from! The future is rich. 



What advice do you have for design students and new 

designers who are just entering the field today? 

Be very, very patient, but don't sit around and wait for 

things to happen. It might work that way for the lucky few, 

but most of us have to work really hard to get our vision 

out there. Don't give up too soon; it really can happen! Try 

to stay on top of your game by reading about design, tak- 
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Broadcasting Tongues Lecture and 

Workshop Series poster by Ryan Pescatore 

Frisk and Catelijne van Middelkoop. 

Courtesy of Strange Attractors, 

www.strangeattractors.com and 

www.dialognouveau.com. 

ing classes, etc., but don't forget about the real world ei- 

ther. It's full of treasures. Never stop questioning what you 

see. Acknowledge that sometimes two heads ARE better 

than one. Be critical of yourself, but also believe in your- 

self. Most important of all: have fun doing what you do. 

Ryan Pescatore Frisk & Catelijne Van Middelkoop 

www.strangeattractors.com. 
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CREATING A VISUAL HIERARCHY 
By “hierarchy” we mean the order of importance within a group of people, places, or things. 

For example, when you play cards, there is a hierarchy that you use to determine who wins 

each hand (Ace, King, Queen, Jack, 10, and so on). At your job, there is probably a hierarchy 

of authority: president of the company, vice president of the company, regional manager, site 

manager, assistant manager, and so on. 

Applying a visual hierarchy to your designs can help lead the viewer from the most impor- 

tant piece of information in your message to the least, in the order that you determine. This 

enhances effective communication because it saves the viewer time and provides clarity. With 

any design, a viewer may or may not take the time to read the whole message; this is why it is 

useful to guide your audience to the most important components of your layout first. 

The first step in creating an effective visual hierarchy for your layout is to determine the rela- 

tive importance of each piece of information involved. When you are playing cards, the hier- 

archy is obvious; it is dictated by the rules of the game. Determining the visual hierarchy for 

a layout isn’t always that simple. The relative importance of any included content may vary, 

depending on the specific objectives of the client and on the interests and needs of the target 

audience. Establishing a visual hierarchy that reflects these variables up front will help you to 

construct your designs more efficiently and effectively. 

Figure 5-27 shows examples of two designs, each containing the same content but reflecting 

different visual hierarchies. 

Our apples are appetizing. 

Our grapes are great. 

Our pears are perfect. 

Moe’s Fruit Stand 
There's one down the block from you! me & 

Se 
We sell the yummiest fruits ue PRIES sizing 

| | | se! 9g fd RES at 
ecco Our Dea rs 

are perfect. 

We sell the yummiest f if U | CS ever!!! 
There's one down the block from you! 

Moe’s Fruit Stand wp “6 
figure | 5-27 | 

Iwo designs with identical content can reflect differing 

visual hierarchies. 
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Using Emphasis 

Once you've determined an appropriate visual hierarchy, you can translate that into an actual 
layout by using emphasis—that is, by making selected elements more prominent than others 
to attract attention and to indicate relative importance. Emphasis gives the audience clues 
about how to navigate through and interpret the presented content. The more an item is em- 
phasized in a layout, the more importance it will be given by the viewer, relative to the other 
elements in the design. To emphasize any element of a design, you need to make it appear 
different from the other elements, since our eyes tend to be drawn to visual differences, or el- 

ements that contrast. 

So, if most of the objects in a layout are small, you can emphasize an object by making it big, 

as in Figure 5-28a. 

Or, if most items are big, you can emphasize an object by making it small, as in Figure 5-28b. 

eee |) aa a 
po6S 1 8 eS 
- © @-|/|aaaa 
pee phe] | pd gd gga 

figure | 5-28a | figure | 5-28b | 

You can emphasize an object by varying the size. 

Varying the size of an object is only one way to emphasize it. We can also use a contrasting 

color or value, as in Figure 5-28c; a contrasting texture, as in Figure 5-28d; a contrasting 

shape, as in Figure 5-28e; or a contrasting orientation, as in Figure 5-28f. 

221 
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You can emphasize an object by varying its color You can emphasize an object by varying its texture. 

or value. 

Aadaddadaddad 

hadaaadadaa 

Adadd awdad 
figure | 5-28e | figure | 5-288 | 

You can emphasize an object by varying its shape. You can emphasize an object by varying its 

orientation. 
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Too many contrasting elements can have the same effect as not enough! For example, in 

Figures 5-29 and 5-30, it is equally difficult to determine a visual hierarchy. 

Aadddjiadaa 

aadddiiaddaa 

Addd jaaad a 
figure 5-29 | figure 5-30 | 

No object is emphasized over the others. No object is emphasized over the others. 

Using Reading Gravity 

Just as the law of gravity tells us that if we drop an object, it will fall to the ground, the law of 

reading gravity tells us that we will be naturally inclined to read a layout in the order we are 

most accustomed to. 

So, if your intended audience’s first language is English or Spanish, for example, you should as- 

sume that your viewers will be in the habit of looking first to the upper left corner of any page, 

and then reading across and down the page, going from left to right and top to bottom. Of 

course, if your audience’s language is Japanese or Hebrew, their reading gravity will be different. 

Habits can be hard to break, so it’s very important to keep reading gravity in mind when you 

are designing any layout. 

223 
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figure | 5-31a | 

A layout that ignores the effect of 

reading gravity, from Type & Layout: 

Are You Communicating or Just Making 

Pretty Shapes, by Colin Wheildon, 

Worsley Press, 2005. 
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as Figure 9, which complies with the 
principles Arnold has enunciated. 
The fayout in this figure defes Edmund 
Arnold's Gutenberg Diagram. In read- 
ing comprehension tests, it was con 

The layour in this figure complies with 
Edmund Arnold's Gutenberg Diagram. 
In reading comprehension tests, it was 
contrasted with a layout, shown as Fig 
ure 10, which defies the principles Ar 
nold has enunciated. 
The layour in this figure complies with 
Edmund Arnold’s Gutenberg Diagram. 
In reading comprehension tests, twas con- 
crasted with a layour, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure defes 
Edmund Arnold’s Gutenberg Diagram. In 
reading comprehension tests, it was con 
trasted with a lsyout, shown as Figure 9, 
which complies with the principles Arnold 

Amold’s Gutenberg Diagram. In reading 
comprehension tests, it was contrasted 
with a layout, shown as Figure 10, which 
defies the principles Arnold has enunci- 
ved. a 

The layout in this figure complies with 
Edmund Arnold's Gutenberg Diagram. In 
reading comprehension tests, it was con- 

trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 

enunciated. 
The layout in this figure complies with. 

The Headline Goes 

Here, in the Center 

Edmund Arnold's Gutenberg Diagram. In 
reading comprehension tests, it was con- 
trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure defes 
Edmund Arnold's Gutenberg Diagram, In 
reading comprehension msts, it was con- 
trasted with a layout, shown as Figure 9, 
which complies with the principles Arnold 
has enunciated. he layout in this figure The 
layourin this figure complies with Edmund 
Arnold's Gutenberg Diagram. }n reading 
comprehension tests, it was contrasted 

with a layout, shown as Figure 10, which 
defies the principles Arnold has enunci- 
ated. 
The layout in this figure complies with 
Edmund Arnold's Gutenberg Diagram. in 
reading comprehension tests, it was con- 
trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. 
The layout in this figure complies with 

Edmund Arnold's Gutenberg Diagram. In 
reading comprehension tests, it was con 
trasted with a layout, shown as Figure 10, 
which defies the principles Amold has 
‘enunciated, The layout in this figure defes 

Edmund Arnold's Gutenberg Diagram. In 
reading comprehension tests, it was con 
trasted with a layout, shown as Figure 9, 
which complies with the principles Arnold 
has enunciated. he layout in this figure The 
layout in this figure complies with Edmund 
Arnold's Gutenberg Diagram. In reading "24 

ion tests, it was contrasted 

with a layout, shown as Figure 10, which 
defies the principles Arnold has enunci- 

ated. 
The layout in this figure complies with 
Edmund Arnold's Gutenberg Diagram. In 
reading comprehension tests, it was con- 
trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure com. 
plies with Edmund Arnold's Gutenberg 

Diagram, In reading comprehension tests, 
it was contrasted with 2 layout, shown as 
Figure 10, which defies the principles Ar- 
nold has enunciated. The layout in this Ag 

ure defes Edmund Arnold's 
Diagram. In reading comprehension tests, 

it was contrasted with a layout, shown as 
Figure 9, which complies with the princi- 

ples Arnold has enunciated.he layout in 
this figure The layout in this figure com- 
plies with Edmund Arnold's Gutenberg 
Diagram. In reading comprehension tests, 
it was contrasted with a layout, shown as 
Figure 10, which defles the principles Ar. 
nold has enunciated. The layout in this fie 
ure complies with Edmund Arnold's 
Gutenberg Diagram. In reading compre 
hension tests, it was contrasted with a 
layour, shown as Figure 10, which defies 
the principles Arnold has enunciated. 

Figure 5-31a is a perfect example of the effect of reading gravity; in it, 
the reader is forced to start reading halfway down the page. Since the 
viewers are less likely to defy their own reading habits by going back up 
to the top of the page, there’s a good chance that they won’t read the top 

portion of this article. 

On the other hand, a design like the one in Figure 5-31b allows the view- 
ers to follow their naturally ingrained habit of reading from top to bot- 
tom and left to right. 



The Headline Goes 

Up Here 

The text then starts here and continues 
witheut interruption in this fourcohumn 
wera, Text is fully justified, This layout is 
much favored by readers—and much less so 
‘by magazine and newspaper editors, not to 
mention advertising people. Most layout 
artists frown on such obvious simplicity. 
Who's in the right? 
The layout in this figure complies with 
Edmund Arnold's Gutenberg Diagram. In 
reading comprehension tests, it was con 
trasted with a layout, shown as Figure 10, 

which defies the principles Arnold has 
enunciated. The layout in this figure com 
plies with Edmund Arnold's Gutenberg 
Diagram. In reading comprehension tests, 
it was contrasted with a layout, shown as 
Figure 10, which defies the principles Ar 
nold has enunciated, The text then starts 
here and continues without interruption in 
this fourcolumn layout. Text is fully just- 
fied, This layout is much fevored by reed 
ets-and much less so by magazine and 
newspaper editors, not to mention adver- 
tising people. Most layout artists frown on. 
such obvious simplicity. Who's in the 
righ? 
The layout in this figure complies with 
Edmund Arnold’s Gutenberg Diagram. In. 
reading comprehension tests, it was con- 
teasted with a layour, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure com: 
plies with Edmund Arnold's Gutenberg 
Diagram. In reading comprehension tests, 
it was contrasted with 2 layout, shown as 
Figure 10, which defies the principles Ar. 
nold has enunciated. The text then starts 
here and continues without interruption in 
this fourcolumn layout. Text is fully justi- 
fied. This layout is much favored by read- 
ers~and much less so by magazine and 
newspaper editors, nor to mention adver- 

Hsing people. Most layout artists frown on 
such obvious simplicity, Who's in the 
right?) 
The layout in this figure complies with 
Edmund Arnold's Gurenberg Diagram. In 
reading comprehension tests, it was con 
trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure com: 
plies with Edmnund Arnold's Gutenberg 
Diagram, In reading comprehension tests, 
it was contrasted with a layour, shown as 

Figure 10, which defies the principles Ar- 
pold has enunciated. The text then stares 
here and continues without interruption in 
this fourcolumn layout Text is fully justi- 

fied, This layout is much Gvored by read- 
ers-and much less so by magazine and 
newspaper editors, not to mention adver- 
tising people. Most layout artists frown on 
such obvious simpliciry. Who's in the 
right? 
The layout in this figure complies with 
Edowind Amold's Gutenberg Diagram. In 
reading coniprehension tests, it was com 
trasted with a layour, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layous in this figure com- 
plies with Edmund Aroold’s Gutenberg 
Diagram. In reading comprehension tests, 
it was contrasted with a layout, shown as 
Figure 10, which defies the principles Ar 
nold has enunciated. The text then starts 
here and continues without interrursion in 
this fourcofumn layout. Text is fully pusei- 
fied. This layour is much favored by read- 
ers-and much less so by magazine and 
newspaper editors, not to mention adver- 
tising people. Most layout artists frown on 
such obvious simplicity. Who's in the 

right? 
The layout in this figure complies with 
Edmund Arnold's Gutenberg Diagram. In 

reading comprehension tests, it was con- 
trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure com: 
plies with Edmund Arnold’s Gurenberg 
Diagram. In reading comprehension tests, 
it was contrasted with a layout, shown as 
Figure 10, which defies the principles Ar. 
nold has enunciated. The text then starts 
here and continues without interruption in 
this fourcolumn layout Text is fully justi- 
fied. This layout is much favored by read- 
ersmand mach less so by magazine and 
newspaper editors, not to mention adver. 
tising people. Most layout artists frown on 
such obvious simplicity, Who's in the 
right 
The Jayour in this figure complies with 
Edmund Arnold’s Gutenberg Diagram. In 
reading comprehension tests, it was con- 
trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure com: 
plies with Edmund Arnold’s Gutenberg 
Diagram. In reading comprehension tests, 
it was contrasted with a feyour, shown as 
Figure 10, which defies the principles Ar- 
nald has enunciated. The text then starts 
here and continues without interruption in. 
this fourcolumn layout. Text is fully justi- 
fied. This layout is much favored by xead- 
ers-and much less so by magazine and 
newspaper editors, not to mention adver- 
tising people. Most layout artists frown on 
such obvious simplicity, Who's in the 

right? 
The layout in this figure complies with 
Edmund Arnold's Gutenberg Diagram. In 
reading comprehension tests, it was con- 
trasted with a layour, shown as Figure 10, 
which defies the principles Arnold has 
enunciated, The layout in this figure com- 
plies with Edmund Armoki's Gutenberg 
Diagram. In reading comprehension tests, 
it was contrasted with a layout, shown as 
Figure 10, which defies the principles Ar 
nold has enunciated. The text then starts 
here and continues without incerruption: 
in this fourcolumn layout Text is fully 
justified. This layout is much favored by 
readers—and much less so by magazine and 
newspaper editors, not to mention adver: 

tising people. Most layout artists frown on 
such obvious simplicity, Who's in the 
right” 
The layout in this figure complies with. 
Edmund Arnold’s Gutenberg Diagram. In 
teading comprehension tests, it was con- 
trasted with a layour, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layout in this figure com- 
plies with Edmund Arnold's Gutenberg 
Diagram, In reading comprehension tests, 
it was contrasted with a layout, shown as 
Figure 10, which defies che principles Ar- 
nold has enunciated. The text then starts 
here and continues without interruption in 
this fourcolumn layout Text is fully justi- 
fied. This layout is much favored by read- 
ers-and much less so by magazine and 
newspaper editors, not to mention adver 
tising people. Mast layout artists frown on. 
such obvious simplicity, Who's in the 
igh? righ 
The isyour in this figure complies with 
Edmund Arnold’s Gutenberg Diagram. In 
reading comprehension tests, it was con- 
trasted with a layout, shown as Figure 10, 
which defies the principles Arnold has 
enunciated. The layour in this figure com- 
plies with Edmund Arnold's Gutenberg 
Diagram. In reading comprehension tests, 
it was contrasted with a layout, shown as 
Figure 10, which defies the principles Ar- 
nold has enunciated. The text then starts 
here and continues without interruption in 
this fourcolumn layout Text is fully jusci- 
fied. This layout is much favored by read- 
ers—and much less so by magazine and 
newspaper editors, not to mention adver: 
tising people. Most layout artists frown on 
such obvious simplicity. Who's in the 
right’ The layout in this figure complies 
with Ednwnd Arnold's Gutenberg Dis 
gram. [n reading comprehension tests, it 
was contrasted with the layoutin Figure 10, 
which defies Arnold. as Figure 10he prin- 
ciples Arnold has enunciated. Most layout 
artists frown on such obvious simplicity. 
Who's in the right? The layourin this figure 
complies with Edmund Arnold’s Guten- 
berg Diaddafewscoagram. In rei- 
ples Arnold has enunciated, a 

Typographic Devices 

Typographic devices can give us hints about the kind of information to 

expect from textual items, even before reading them. Such devices help 

readers draw relationships between page elements and help them to un- 

derstand how the information is organized. Some of these devices are 

headlines, subheads, block quotations, headers, tables, captions, 

sidebars, callouts, footers, lists, pull-quotes, and folios, as shown in 

Figure 5-32. 

ea CHAPTER 5 

figure | 5-31b | 

A layout that acknowledges reading 

gravity, from Type & Layout: Are You 

Communicating or Just Making Pretty 

Shapes, by Colin Wheildon, Worsley 

Press, 2005. 

| NOTE | 

Research has shown that readers 

are more than twice as likely to 

read and comprehend a layout 

that flows according to their 

reading gravity than one that does 

not. Keep this in mind every time 

you develop a new layout. 
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Headlines 

A headline is the title of an 
article or layout. It should be 

only a few words because 

its purpose is to draw 
attention and quickly 
indicate the topic of the 
body text. Headlines are 

usually set at a larger 

point size than the body text, 

and can be set in display 

typefaces without sacrificing 

reader comprehension. 

Captions 
A caption is a line or 
short passage that 

explains or describes a 
neighboring image or 

graphic. Captions are 

often italicized or set in 

a smaller point size than 
body type. 

N 
\ 

Callouts 

A callout indicates 

information about an 

item in an illustration, 

using a line, arrow, 

or pointer. 

N 

Footers 

A footer (or running foot) 
is text that runs along the 

bottom margin of multiple 

pages of a publication. 

Like headers, footers 

are often used to provide 

navigational information 

like titles, dates, or folios. 

Footers can also contain 

footnotes. 

figure | 5-32 | 

layout design aspects | 

Subheads 

Subheads are secondary 

headlines that subdivide 

and organize body text, 

increasing readability and 
reader comprehension. 

Subheads are often 

darker and larger than 

body text, but shouldn't 

be as large as the 

headline of the layout. 

Healer (also called running head) 

Headline | 

Block quotations 

than a few lines, they are 
1 typically designed as block 

quotations, which are set 

1 apart with increased spacing 

| before and after. Block 
1 quotations are usually 

' indented, single spaced, and 

1 often set in a smaller point size 
; than the body text. 

Header (also called running head) 

Subheads are secondary headlines... 
A headline is a title of aide or layout. A headlide  yyne” 
should only be a few wards 
In length because its 
Punposel io aw atemion 
and quickly indicate the 

few lines, 

set apart wit 

body text, and can be set in 

display typefices without 
sacrificin Teader 
cor pretiony 

Subhedd 
secondar 

increasing readability and 
reader comprehension 
Subheads are often darker 
and larger than body text, 

attention of 

body text using 
dividers lke 
dingbats. 

"Pull-quotes - A pull-quote is an 

enlarged sentence, quoted from 
the body text of the layaut" 

Subhead 

but shouldn't be as arge as 
the headline of the layput. A 
caption Is a line or Short 
passage that explains 
3 neighboring image » or 
graphic. Captions are oftéy 
italicized or set in a smaller 
point size than body type\, 
When quotations are longer 
than a 

and 
bordered. 

When quotationf are longer 

typically woul be set as 
hhlock quotations, which are 

Increased 
spacing before tnd after, 

Block quotations are usually 

indented, single spaced, and 
are often set in at a smaller 
point size than the body text. 

'Y A pull-quote Is an enlarged 

sentence, quoted from the 

body text of the layout. Its 
Purpose is to draw the 

readers, 
promating interest in 
body text. Pull-quotes are 
usually set apart from the 

bars or 

AA sidebar is information set 
apart from the main 
text. Often enclosed in a 
box, sidebars contain text 
Independent of the main 
though It may be indirectly 
related. Sidebars are often 
indicated by a chani 
background value or color, 

are sometimes 

A aallout is the name of an 
‘tem in illustration, Indicated 
by alline or arrow. Folios are indented and have extra 
simply page numbers. spacing added above and 
Readers will usually look for below. 
the folio at the top or 
bottom outside comer of  Subhead 
the page, or centered in the A header, or a running head, 
footer. However, less Is text that runs along the 
traditional folio placements 
are acceptable as long as 
they are consistent. Keep in 
mind though, that readers 
will become frustrated if 
they can't quickly ascertain 
their locale within a 
publication. A table is an 
arrangement of data, 
organized into a grid of rows 
and columns. Tables may be 
bordered or shaded. Lists 
Indicate a series of related 
items. Numbering 
bulleting lists with dingbats, 
can help readers determine 

when a new item on the list 
they has begun. Often lists are 

top margin of multiple 
pages of a publication. 
Headers often are used to 
provide 
Information like titles, dates, 
or folios. A footer, or a 
running foot, is text that 
runs along the bottom 
margin of multiple pages of 
‘a publication. 

navigational 

the Uke headers, footers, are 
often used to provide 

‘or navigational information like 
titles, dates, or folios. Footers 
‘can also contain footnotes. » 

visual 

Headlines 
Subheads 
Captions 
Block quotations 

¥ Pull-quotes 
Sidebars 
Gallouts 

body 

ge In 

few lines, they \y callout is the name of an 
ligm in ilustration, Indicated 

PAGE 100 Footer (also called running foot) 

ii \ 

A pull-quote is a sentence, 
quoted from the body text of 
the layout. Its purpose is to 

draw the attention of readers, 

promoting interest in the body 

text. Pull-quotes are usually 

set in a larger point size 

and apart from the body 

text using visual dividers 

like bars or dingbats. 

Typographic devices. 

ceptions 
caption bs foe or 
short pautope that 
explans destes 
2 neighboring 
mage oF prechic 

Table a 

Headers 

A Readerto! running head) is text 

that runs along the top margin of 

i multiple pages of a publication, and 
is often used to provide navigational 

1 information like titles, dates, or folios. 

Tables 

A table is an 

" arrangement of data, 

1 organized into a grid 
of rows and columns; 

it may be bordered 
or shaded. 

Sidebars 

A sidebar is 

: information set apart 
from the main body 

text. Often enclosed in 

a box, sidebars contain 

text independent of the 

main passage, though 

it may be indirectly 
related. Sidebars are 

often indicated by a 
change in background 
value or color, and are 

sometimes bordered. 
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Footer (also called running foot) PAGE Es 

Lists indicate a series of 

related items. 

Numbering or bulleting 

lists with dingbats can 

help readers determine 

when a new item in the 

list has begun. They are 
often indented and have 

extra spacing added 
above and below. 

Folios are simply page numbers. 

Readers usually look for the folio at 
the top or bottom outside corner of 
the page, or centered in the footer; 

however, less traditional folio 

placements are acceptable as long 

as they are consistent, and not 

difficult to find. 
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New Vocabulary 

block quotation: a quotation that is longer than a few lines, and so is set apart with increased 

spacing before and after and usually indented 

callout: the name of an item in illustrations, indicated by a line or arrow 

caption: a line or short passage that explains or describes a neighboring image or graphic 

contrast: 1. a difference among compared elements; 2. to exhibit dissimilar qualities when com- 

pared; 3. to compare differences; and 4. in type, the variation between a character's thickest and 

thinnest stroke weights 

emphasis: a principle of design in which selected elements in a layout are made more prominent 

than others to attract attention and to indicate relative importance 

folio: page number 

footer (or running foot): text that runs along the bottom margin of multiple pages of a publication, 

used to provide navigational information like titles, dates, or folios; can also contain footnotes 

header (or running head): text that runs along the top margin of multiple pages of a publication, 

used to provide navigational information like titles, dates, or folios 

headline: the title of an article or layout used to draw attention 

pull-quote: a sentence, quoted from the body text and set apart and in larger point size 

sidebar: information that is independent from the body text and is set apart, sometimes enclosed 

in a box 

subhead: secondary headline that subdivides and organizes body text 

visual hierarchy: the order of importance of elements within a layout, as indicated by the use of 

emphasis and typographic elements such as bars, rules, and bullets 

227 



228 | layout design aspects | 

NAVIGATION 
You always want to keep the viewer’s experience in mind when designing layouts. Text and 

objects must be easy to read and placed in a way that guides the viewer’s experience. The 

visual layout of items must communicate: 

The order in which information should be read 

What objects and text should be grouped together 

The order of importance of this information 

Reading and navigating your design must be easy for viewers in order to retain your 

audience. It should be obvious to readers how to find the information they seek. If a design 

doesn’t effectively lead its audience from the most important piece of information to the 

least, they are likely to become confused, frustrated, or even irritated. 

Usability becomes particularly crucial for layouts that will be interactive. Designers must 

anticipate the movements of readers through the design, and guide them toward intended 

messages and necessary information. A few simple rules of thumb can help you to make your 

interactive designs user-friendly. Although these guidelines are most applicable to digital 

interactive designs, they can be applied to any interactive experience. 

Keep it simple. Navigating a design should be fairly intuitive. The interface should not be 

so involved that it detracts attention from the content. 

Make it effortless to use. Anticipate the needs of your users so you can make elements con- 

venient for them. 

Let interactions direct future experiences. Personalizing an environment so that new offerings 

are based on past selections can be an effective way to create a positive experience for users. 

Offer choices. Audiences generally appreciate being able to make decisions about how to 

allocate their time, pacing, and explorations. In a digital environment, in particular, always 

provide alternatives for users who wish to end experiences earlier than yowd planned. 

Be clear. Users shouldn't have to figure out the components of your design. In a digital envi- 

ronment, this means they shouldn't have to guess which objects are clickable, for instance. 

Give feedback. Users will want to know whether they have responded appropriately and 
whether their participation has been registered. An answer key, the lighting of a flipped 
switch, or the sound of a clicking button can let the user know whether their action was 
registered and/or correct. 
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Layouts designed for a digital environment are likely to be viewed in a nonlinear way, and so 

they may require some added structures to help the audience find their way around. 

Incorporating some of the following tools into your designs can help facilitate your audi- 

ence’s experience. 

* Scrolling will often be necessary for your audience to view your whole layout. Frequently, 

the opening glimpse of your design will be only a partial view, so make it count. Upon 

opening a document or web page, the viewers should be able to get their bearings without 

having to scroll excessively; otherwise, they are likely to become annoyed. 

* Hyperlinks are text and/or images that access remote locations at the click of a mouse. 

(Hypertext is a textual hyperlink.) Hyperlinks allow users to navigate a digital environ- 

ment in a nonlinear fashion. This lets them personalize their experience to best suit their 

own needs and interests, while helping to preserve their reading flow. 

* Rollovers trigger visual effects, movements, or variations when the user moves the cursor 

over the object with the mouse. 

* Spatial zooms are hyperlinks that allow viewers to increase or decrease the scale of their 

view or an object by clicking on it. 

* Networks, or interconnected systems of links within a web site, let users navigate along a 

nonlinear self-selected path. 

* Linear series are useful when you want to dictate the order in which information will be 

viewed, as in a slideshow. 

SUMMARY 
The term layout refers to the way that a designer places objects and text on a page to create a 

design. It is important for designers to make conscious decisions about each element of every 

layout because these decisions will greatly influence whether the audience is able to receive the 

entire intended message or not. The placement of your text and images will play a major role 

in whether the audience finds, pays attention to, enjoys, understands, and can navigate 

through your design. 

In creating a layout that visually communicates effectively, the designer must consider the re- 

lationship between the form and the content of the layout. Both form and content convey 

meaning, so the designer must make choices about this relationship. Prioritizing content into 

a visual hierarchy can also help designers to make good decisions about which elements to 

emphasize through effective use of contrast. The Laws of Gestalt are theories that explain and 

predict how our brains will perceive, group, and interpret visual information; understanding 

them can help designers to apply contrast and emphasis in ways that will effectively manipu- 

late viewers’ perceptions. In addition, designers can more than double the chances of their 

messages being effectively conveyed by applying the concept of reading gravity to designs. 
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in veview 

ol 

What is a layout? 

How should the audience’s expected interest level affect the form of your designs? 

Name and explain each Law of Gestalt. 

What is a visual hierarchy? How should the visual hierarchy of design elements influence 

your layout? 

Explain the concept of reading gravity. 

Describe a variety of ways you could emphasize an object or text in a layout. 

eXeEVCISES 

1. Look through a newspaper or magazine. Find examples that show different relationships be- 

tween form and content. 

Look through some magazines to find examples of text and/or images that illustrate each of 

the Laws of Gestalt. 

Select a brochure, business card, advertisement, or magazine layout whose design defies 

reading gravity. Then select another design that complies with reading gravity. Overlay a 

piece of tracing paper on top of each design, and chart out a map of arrows, indicating the 

route a reader would most likely navigate through each design as a result of emphasis and 

placement of elements. 

Look through some magazines to find five different examples of ways that designers have 

emphasized elements of their layouts. 
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eXeVCISES 

5. Some clients have asked you to create an advertising flyer to be distributed and hung 

around the neighborhood. The flyer is to include the following text: 

“The Association of Bluegrass Music Lovers invites you to attend the Bluegrass Festival 

and Dance Contest on Friday, August 26, 7pm — 9pm at Grant Park, 2000 York Road, 

Springfield, California. Tickets are $10 each. All proceeds will be donated to the Young 

Musicians Scholarship Fund.” 

The clients include three local organizations which are co-sponsoring this event. Each 

client, however, has their own objectives, and wants you to design a customized flyer espe- 

cially for them to distribute. The three client organizations are: 

e The Association of Bluegrass Music Lovers—their objective is to promote local interest 

in Bluegrass music and to gain membership for their organization. They will distribute 

flyers among their citywide membership. 

e The Young Musicians Scholarship Fund—their objective is to promote youth interest in 

music and to raise money so they can sponsor more young musicians’ studies. They will 

distribute flyers through parent groups and at school-related concerts, dances, and 

band practices. 

e The Grant Park District—their objective is to encourage public use of park facilities and 

to encourage a sense of neighborhood pride and community. They will distribute flyers 

among local businesses and community facilities and institutions. 

For each sponsoring organization, divide the provided text into a customized list, prioritizing 

the information from most important to least. Then use each list to create a customized flyer 

for the corresponding organization. The three flyers must contain exactly the same textual 

content, but each must typographically reflect its customized visual hierarchy. Consider the 

relationship between the objectives of each organization, the visual hierarchies you estab- 

lished, and your design choices. 

6. Select an advertisement froma magazine. Make a list of each component in the magazine in 

the order you believe to be the designer's visual hierarchy. Then, make a new list of the 

same elements, prioritizing them into a different hierarchy. Create a new advertisement that 

is based on the new visual hierarchy you developed. 

7. Create a small book in which each spread includes only text (no images) describing each 

Law of Gestalt in both its content and its form—this means you'll need to explain each law, 

and illustrate it using only letterforms. 
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The designer and the grid 
tatroduction 

The principle of the grid 
Grids are everywhere 

ase acre 
Making the grid 
Breaking the grid 
Ribliography/Contarta/Cracite/indax 

th graphic design, the grid is visibie to those 
who look fort. Often, @ layout that to 
unintormed eyes 1s a random arrangement 
of photographs, type and space ie coon quite 
Gitlerently once its grid Structure Nas Deen 
Rointed out. The perceptual shift can be quite 
‘ramatic: what had seemed arbitrary sucidenty 
looks immutable, 

As the twentieth century progressed, grids 
became equally prevalent in other areas of 
Cuttune, aithougn often just as invisible to the 
uninitiated. As Damian Wayling reveais in 
his essay on page 56, the structure of fim 
‘scripts, and the way that the finished ft 
is ecited, is more often than not responsive 
toa time-based ond. 
‘Music, too. is structured accorcting to a grid, 

With electronic composition, however, the 
sounds you hear can be precisely aligned to 
the grid, with each note siarting and ending 
exactly On Cue. 

Grids have bean a feature of town pisnning 
for thousands of years - throughout the 

Centunes, peopie creating New Cities trom 

scratch have seen a grid layout as an ideal of 
Givitsation. According lo Professor Bil Hillier, 

owaver, evan the mast random-seeming 
city layout is, to a surprising extent, @ grid 
(see page 68). 

using grids 

Of course. many of the buildings that form a 
city’s layout are themseives often structured 
by gnds. From the modular facades of many 
tower-blocks, to the three-dimonsional Rubik's 
‘cubs approach to Dusding design, the ang 
has been an important influgnce among post- 
war architects. 
However, the most important grid of ait fs, 
pechaps, one that is complately invisible, 
that of latitude and fongitude. Ths artist Tacita 
Dean, much ot whose work has been about 
the sea, explains what happened to Donaid 
‘Crownurst, 8 satior who 10st his position on 
this huge, conceptual grid. 
As the estays and interviews in this chapter 



objectives 
e Understand why and how to use a grid to add consistency 

to a document or web site / 

e Learn the vocabulary associated with grids 

e Learn how to align regular and irregular objects to a grid 

e Explore a variety of possible grid layouts 

introduction 

Creating layouts can be made easier by using a grid, which is a 

framework of guidelines that form an underlying structure for the 

layout of a document or web site. Grids are used by designers to aid 

in the logical placement of design elements, to maintain consistency 

among related layouts, and to establish a sense of rhythm throughout 

a design. Using a grid streamlines the design process because it 

allows designers to reapply their design decisions to multiple layouts, 

rather than beginning a new one each time. Grids are especially 

helpful in saving time on large projects. 
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THE GRID AS A TOOL 
If you’ve ever typed a document using a word processing program on a computer, you have used a grid. You 

made decisions about the margins and the spacing of your text, and those decisions were then applied to the 

whole document. For example, if you set the margins at one inch and centered the page numbers in the 

bottom margin, your page probably looks something like Figure 6-1a. The grid for that page looked like the 

one shown in Figure 6-1b. 

figure 6-la 
A grid is a set of guidelines that form the underlying structure of a layout by subdividing 

it into spatial units that can hold text and images. A grid is a tool. It can help a designer bring . ; 

consistency to a multi-page document or series, or create unity within an individual layout A page froma typical 

A grid represents a set of decisions the designer makes about the format of a design. By 
using a grid, the designer establishes a system to make the whole project easier and faster to term paper. 

complete. This means using a grid to create a document can save you both time and money 

Using a grid to construct document layouts can also make your designs more accessible 

to your readers. A uniform visual system helps the readers to predict where to find the 

information they seek, so they can navigate around the page faster and easier. This increases 

both the efficiency and the enjoyment of their reading experience. If you've ever typed a paper 

using a word processing program on a computer, you have used a grid before. You made 

decisions about the margins and the spacing of your text, and applied those decisions 

consistently to the whole paper. 

More complex grids offer a wider variety of design options to designers. The complexity 

of a grid should be appropriate to the variety of graphics and typographic devices to be included 

in the publication. Establishing rules about how type and images should consistently relate to the 

grid will help you to accommodate and organize multiple types of information, easing reader 

navigation and comprehension. The first step in creating a complex grid. is to understand the 

components that are used to build one. A grid’s format is the overall area of the layout: it is 

defined by the outside edges of the page. The format is likely to be influenced by production 

standards of materials (like paper) and equipment (like printers). This is because variation from 

standardized sizes tends to add cost. The grid area, (sometimes called the text page), which is 

shown in figure 64a, is the active area within the format in which type and images may be fi g u r e | 6 es 1 b 

placed. The negative spaces between the outside edges of the grid area and the format, are the 

margins. The combination of the inside margins of a book or magazine layout closest to the 

binding is called the gutter, shown in 6-4b. A gutter jump happens when typographic or 

The grid used to create a 

typical term paper. 

Sometimes you filled the printable area with text, as seen in Figure 6-1c—and sometimes you didn’t, as seen 

in Figure 6-1d. The grid acts as a guide to help you decide where to put your text on the page. 

figure | 6-1c | 

ibdividing it into spatial units that can hold text and images. A grid is a tool. It can help a > 2 

ee oa ee ae The grid overlaying a 
ndividual layout. 
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‘The grid arva cam be divided verncallly toto calsenas separated by narrow areas of 

: page full of text. pogasive space called alleys, Of course, the gre cam also be sebdivaded bortzoetally, croating & 

A grid represents a set of decisions the designer makes about the format of a design. oS cies of feds. or movies in which tent and images cam Ne placed: Whee meltinle fieks are 

By using a grid, the designer establishes a system to make the whole project easier and faster to roupe and rescrved foe specific typograpic devices oe graphic Gomes, spatial anaes are 

omplete. This means using a grid to create a document can save you both time and money reared. Markers are sometinnes acted to indicate the kocation of repenttive clomenss ke ranmiiy 

Using a grid to construct document layouts can also make your designs more oe folios. 

pocessible to your readers. A uniform visual system helps the readers to predict where to find 

formation they seck, so they can navigate around the page faster and easier. This increases 

both the efficiency and the enjoyment of their reading expericnee. If you've ever typed a paper 

jing a word processing program on a computer, you have used a grid before. You made 

Hecisions about the margins and the spacing of your text, and applied those decisions 

consistently to the whole paper. 

More complex grids offer a wider variety of design options to designers. The 

omplexity of a grid should be appropriate to the variety of graphics and typographic devices to 

be included in the publication. Establishing rules about how type and images should consistently 

ate to the grid will help you to accommodate and organize multiple types of information, 

pasing reader navigation and comprehension. The first step in creating a complex grid is to 

mderstand the components that are used to build one. A grid's format is the overall area of the 

layout; itis defined by the outside edges of the page. The format is likely to be influenced by 

production standards of materials (like paper) and equipment (like printers). This is because 

Sariation from standardized sizes tends to add cost. The grid area, (sometimes called the text . 

page), which is shown in figure 64a, is the active area within the format in which type and f | g u r e 6 z 1 d 

images may be placed. The negative spaces between the outside edges of the grid area and the 

The grid overlaying a 

page half full of text. 
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Suppose your document was to include several block quotations. In this case, your grid 

would be a bit more complex, as shown in Figure 6-le. Grids offer a wide variety of design 

options to designers. The complexity of any grid can be tailored to the kinds of graphics and 

typographic devices that will be applied to it. 

figure | 6-le 
RATE T SAT utaeTnes hak fren MO UaderAVing NRA FS Tayo by Subentding’ 

4t into spatial units that can hold text and images, A grid is a tool. It can help a designer bFi 

Posey to ml pans coeumen eros oc cone ay ora merce | The slightly more complex grid 
a\ grid represents a set of decisions the designer makes about the format of a design. By . 

: ae ee accommodates an indented block quote. ‘using a'grid, the designer establishes a system to make the whole project easier and fasterto 

‘complete. This means using a grid to create a document can save you both time and money. 

‘More complex grids offer a wider variety of design options to designers. The complexity 

‘pf a gn should be appropriate to the variety of graphics and typographic devices to be included 

in the pablication. Establishing rules about how type and images should consistently relat¢ to the 

‘grid wif! help you to accommodate and organize multiple types of information, easing reader 

‘compoffents that are used to build one. A grid’s format is the overall area of the layout; it fs 

defined'by the outside edges of the page. The format is likely to be influenced by production 

standards of materials (like paper) and equipment (like printers). This is because variatiog from 

‘standardized sizes tends to add cost. The grid area, (sometimes called the text page), SE NH : 

shown in figure 6-4a, is the active area within the format in which type and images may be 

‘placed. ‘The negative spaces between the outside edges of the gr area and the format, ar the 

‘marging. The combination of the inside margins of a book or magazine layout closest to the 

binding is called the gutter, shown in 6:4b, A gutter jump happens when typographic or gfaphic / 

‘elements stretch across the gutter {o inhabit both pages of a spread - that is, two facing pages of 

In oped{ book or magazine that make up one continuous layout. The grid area can be divided 

Aertically. into. columns separated, by. narrow. areas. of negative space called alleys... OLcautss, the... 

“3 

It is important to always remember, though, that a grid is only a tool. Its purpose is to bring 

order, unity, and a sense of identity to the layout of a document or digital environment, while 

making the designer’s job easier and faster. In most cases, the grid will not even show in the 

final publication; it is used only while placing the design elements on the page. The audience 

will not see the designer’s grid—only the unified and well-organized layouts produced by 

using it. Layouts constructed using grids tend to be more accessible to readers because the 

uniform visual system helps them predict where to find the information they seek; this in- 

creases both the efficiency and the enjoyment of their reading experience. 

New Vocabulary 

grid: a framework of guidelines that form the under- 

lying structure of a layout by dividing it into spatial 

units that can hold text, images, or negative space 
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adventures 

“DESIGN THE GOLDEN SECTION 

hroughout history, people have been fascinated }+___—_—_ 

with the concept of proportion. In ancient Egypt and 

Greece, philosophers, artists, architects, and math- 

ematicians studied nature to find the spatial rela- 

tionship that represented the most efficient and 

harmonious use of space. What was discovered was 

called “The Golden Section” or “The Divine Proportion.” 

Examine the rectangle in Figure A. 
Figure C: The width of the inner rectangle. 

Figure A: A rectangle with a 5:8 proportion. 

Figure D: The length of the inner rectangle. 

A rectangle (or grid) of this proportion (1 to 1.618, or 5:8) is 

considered by many to be the most harmonious proportion 

in nature because when it is divided into a square and a 

rectangle, as in Figure B, the ratio of the rectangular sec- 

tion's width (the shorter side of the tinted area in Figure C) 

to its length (the longer side of the tinted area in Figure D) 

is the same as the ratio of the original rectangle’s width 

(the shorter side of the tinted area in Figure E) to its length 
(the longer side of the tinted area in Figure F). Figure E: The width of the original rectangle. 

Figure B: A rectangle with a 5:8 proportion can be divided into a 
ae : Toure bs Dhelensthontheoncnalrec ‘ 

square and a rectangle that also has a 5:8 proportion. Figure F: The length of the original rectangle. 
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So, this means that each time a rectangle of this propor- 

tion is divided into a square and a rectangle, no space is 

wasted, and these modules can be efficiently packed to- 

gether, as can be seen in Figure G. Because this pattern 

provides an efficient way for cells to grow, it's found again 

and again in nature, from the shape of this nautilus shell 

(Figure H) to the double helix that makes up our own DNA 

(Figure 1). 

Figure I: The double helix that makes up our DNA. © Ethan 

Myerson / iStockphoto. 

Research has shown that human beings tend to have a 

preference for shapes and compositions of this propor- 

tion; that is why the architects of ancient Greece, painters 

of Renaissance Europe, and many contemporary design- 

ers have used the Golden Section to create harmonious 

layouts and designs. We can even see how the ancient 

Greek Parthenon's design is guided by the proportions of 

the Golden Section (Figure J). 

Figure G: The Golden Section. 

Figure H: A nautilus seashell, from Symmetry: A Unifying 

Concept, published by Shelter Publications, Inc., Bolinas, CA. 

Copyright © 1994 Istvan Hargittai and Magdolna Hargittai. 
Figure J: The Parthenon was built according to the proportions of 

the Golden Section. 
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| NOTE | 

Negative space is an important 

part of any layout. Open spaces in 

a layout can create an air of 

elegance and simplicity, and can 

increase readability for viewers. 

Just as a grid can be used to help 

organize typographic and graphic 

elements, it can also be used to 

help organize and allocate areas 

to remain empty. 

DESIGNING CONSIDERATIONS 
To decide what a grid should look like, the designer must consider the 

needs of the design problem at hand. These considerations can include 

many things. 

Size Requirements 

* The amount of information that must be included on each page 

The size of type and objects that will be applied to the grid 

* The final size, shape, and orientation of the document 

Content Possibilities 

+ ‘Text and images 

* Typographic devices 

- Negative spaces 

The Design Concept 

The style, mood, and tone of the document or web site 

The specific needs of the target audience 

Consistency with the image of the client 

To construct a grid, a designer uses a combination of vertical, horizontal, 

diagonal, and/or shaped guidelines to divide a layout into spatial units 

that can hold text and images, or can remain empty. The intended look 

of the design will dictate the relationships between design elements and 

the grid. 

Production Requirements 

A grid’s format is the overall area of the layout; it is defined by the out- 

side edges of the page. Whether a grid is used to create designs for print 

or on-screen viewing, its construction should be affected by the stan- 

dard production sizes applicable to the end medium. For instance, a 

grid for a web site must accommodate the average computer screen size 

and proportions, while a grid for a direct mail brochure must accom- 
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modate standard printing and postal sizes. Variation from standardized sizes tends to add 

cost, and may risk creating incompatibility with users’ needs. For instance, a business card 

shaped like a star may be a good attention-grabber, but it may also be expensive to produce 

because it will require a special die-cut, and it won’t maximize usage of a standard sheet of 

cardstock. The fact that the uncommon shape won't fit nicely into clients’ wallets (which are 

designed to hold standard-sized business cards and credit cards) may make the concept 

counterproductive. The default format for most grid designs will need to conform to pro- 

duction conventions; often this will mean working with a rectangular or square grid. 

Although deviation from production conventions can certainly be done, this should only be 

attempted with a specific purpose in mind, and with awareness of possible extra costs and 

complications. 

Establishing a Visual Program 

Establishing a visual program, or a set of parameters directing how type and images should 

consistently relate to the grid, can help you accommodate and organize multiple types of in- 

formation, improving reader navigation and comprehension. For instance, as part of your vi- 

sual program, you would decide which fields could and could not accommodate text and/or 

images. You would also decide how various objects should be aligned; text and images can be 

left-aligned, right-aligned, justified, or centered along one guideline or between two. 

Deciding how various objects should consistently align to the grid will contribute to the 

unity of the overall layout. 

Grids can be used by designers in different ways. Sometimes grids are used quite strictly ac- 

cording to a rigid visual program. Strict adherence to the grid is particularly useful when 

working with a series of items; this strategy can establish a strong sense of unity and a com- 

pelling impression of brand identity. For instance, if you are designing a set of collectible 

trading cards, packaging designs for a line of products, or cover designs for a series of books, 

a rigid visual program can be very useful. 

Grids are not always used in a strict manner. Sometimes a grid is established before starting a 

design, but often the grid emerges and evolves throughout the design process. When using a 

flexible grid, designers may establish and adapt guidelines to align design elements as needed. 

Later, they might reuse and continue to adapt the resulting grid to create related designs. 
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New Vocabulary 

bleed: a typographic or graphic element that ex- 

tends beyond the trim line of a layout 

format: the overall area of the layout, as defined by 

the outside edges of the page 

gutter jump: a typographic or graphic element that 

stretches across the gutter to inhabit fields on both 

pages of a spread 

trim line or trim mark: line or mark that indicates 

where the guillotine cut will be made after printing 

visual program: a set of parameters directing how 

type and images should consistently relate to the grid 

markers 
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GRID LAYOUTS 
Grids lend consistency to multipage documents 

like books, magazines, newspapers, and brochures. 

Depending on the needs of the specific project, 

either a strict or a flexible visual program may be 

employed in constructing a multipage 

publication. Although any collection of guidelines 

can constitute a grid, there are several specific 

ways that grids have traditionally been applied to 

multipage documents to establish order, which is 

maintained through the consistent use of grid 

components, shown in Figure 6-3. 

figure | 6-3 | 

Grid components. 
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slight nip in the to flatten the sli 
Orly a Saparntecalgik pressure should 
be given, or the lining up of the head- 
SA or back will become cockled and 
detached. 

PARING LEATHER 

While the slips are being set in the press 
the cover can be got out. Judgment is 
necessary in cutting out covers. One 
workman will be able, by careful cutting, 
to get six covers out of a skin where 
another will only get four. The firm 
part of the skin is the back and sides, and 
this only should be used for the best 
books. The fleshy parts on the flanks 
and belly will not wear sufficiently well to 
be suitable for good bookbinding. 

The skin should be cut out leaving 
about an inch all round for turning in 
when the book is covered, and when cut 
out it must be pared, If the leather is 
of European manufacture most of the 
paring will have been done before it is 
sold, and the leather manufacturer will 
have shaved it to any thickness required. 
This is 2 convenience that is partly respon- 
sible for the unduly thin leather thar is 
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PARING LEATHER 

While the slips are being set in the presy 
he cover can be got out. Judgment i: 

y in cutting out covers, One 
orkman will be able, by careful cutting 

six covers out of a ski 

commonly used. The better plan is to i 
fe the leather rather thick, and for the 

inder to pare it down where necessary. 
For small books it is essential, in order 
that the covers may open freely, and the 
boards not Jook clumsy, that che leather 
should be very thin at the joint and round 
the edges of the boards. For such books 
it is very important that a small, naturally 
thin skin should be used that will not 
have to be unduly pared down, and thar 
the large and thicker skins should be kept 
for large books, 

Binders like using skins because 
there is much less waste, but if these skins 
are used for small books, so much of the 
Jeather substance has to be pared away, that 
only the comparatively brittle grained sur- 
face remains. By the modern process of 
dycing this surface is often to some extent 
injured, and its strength sometimes totally 
destroyed. 
When the cover has been cut to size the 

book is laid on it with the boards open, 
and a pencil line drawn round them, a 
mark being made to show where the back 
comes. The skin is then pared, maki 
it thin where the edge of the boards will 
come. Great care must be taken that the 
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Manuscript Grid 

For a multipage publication that includes long 

spans of continuous text, like a book for in- 

stance, you may want to create a manuscript 

grid—that is, a grid which contains a large area 

for content, enclosed by margins. This large 

content area is called the grid area (also called 

the text page or text area). The grid area is the 

active area within the format where type and 

images may be placed; the margins are the neg- 

ative spaces between the outside edges of the 

grid area and the format. The space formed by 

the two inside margins of a book or magazine 

layout closest to the binding is called the 

gutter. When the publication is a book, the 

manuscript grid will usually be laid out so that 

the two facing pages that make up one contin- 

uous layout, or spread, mirror each other. You 

would also designate specific locations for reg- 

ularly applied elements (like folios or running 

heads) to appear by adding markers to the 

grid. Figure 6-4 shows an example of a manu- 

script grid overlaying a spread from a book. 

figure | 6-4 | 

——— Eee 
A manuscript grid overlaying mirrored facing pages of a 
book spread from No. I. Bookbinding by W. R. Lethaby. 



Column Grid 

When a layout is to contain a large amount 

of discontinuous text, like several short ar- 

ticles in a newspaper or magazine, the grid 

area of a manuscript grid can be divided 

vertically into columns to create a column 

grid. A column grid is like a manuscript 

grid only instead of one large area for con- 

tent, the grid area is divided into two or 

more columns, usually separated by narrow 

areas of negative space called alleys, which 

were shown in Figure 6-3. Figure 6-5 

shows an example of a column grid over- 

laying a spread from a magazine. 

figure 6-5 | 

A column grid overlaying facing pages of a magazine 

spread from The Comics Journal magazine #245, 

August 2002, designed by Peppy White of 

Fantagraphics Books. 
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figure | 6-6 | 

A modular grid overlaying facing pages 

of a book spread from The Designer and 

the Grid by Lucienne Roberts and Julia 

Thrift, designed by Lucienne Roberts 

and Bob Wilkinson of sans+baum. 

ee 

Modular Grid 

Of course, a grid can also be subdivided 

horizontally to create a modular grid, as 

seen in Figure 6-3. The horizontal 

subdivisions create a series of fields, or 

modules, where text and images can be 

placed. For layouts that must accommodate 

many images or graphics, modular grids 

are extremely useful. A modular grid is 

usually divided both horizontally and 

vertically into a series of equally sized 

fields, sometimes separated by alleys. If you 

have ever used a piece of graph paper, you 

have used a modular grid. Often the fields 

of modular grids are drawn as self- 

contained boxes instead of a grid of 

overlapping guidelines, but either approach 

is acceptable. Figure 6-6 shows an example 

of a modular grid overlaying a spread from 

a book. 



Baseline Grid 

When a design will accommodate a consid- 

erable amount of text at a single point size 

(like in a newspaper), it is useful to establish 

a baseline grid to make sure the lines of text 

in neighboring columns line up, and to 

maximize the use of space in the layout. To 

create a baseline grid, simply add horizontal 

guidelines at regularly spaced intervals equal 

to the point size of your type (including its 

leading). This will create fields that perfectly 

accommodate text at the size you have 

planned for. Unfortunately, changes in point 

size can look very strange on a baseline grid, 

because the leading cannot be scaled with 

the type without violating the grid. 

You have used a baseline grid before if 

you ve ever written in a ruled notebook. 

Just as those light blue lines indicate the 

baselines for each measure of your hand- 

writing, the guidelines of a baseline grid do 

the same for type. If you plan to use a stan- 

dard point size for the body type, a base- 

line grid can help to ensure that the type 

will fit easily and that the spacing between 

paragraphs and around headings will be 

easy to control. A baseline grid can be 

combined with the other traditional grid 

styles to create a very versatile, complex 

grid, as seen in Figure 6-3. Figure 6-7 

shows an example of a baseline grid over- 

laying a spread from a book. 
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A baseline grid overlaying the modular 

grid shown in Figure 6-6. 
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A hierarchical grid is useful when a document page nmst accommodate 

several types of information that are intended to be viewed separately. 

Guidelines separate the page into sections that each can accommodate 

different types of information and objects. This type of grid is often used 

to create web pages, because the grouping of related items aids speedy 

navigation through the digital environment. 

You are probably already familiar with hierarchical grids because most 

email programs use them to organize content. Because specific kinds of 

information can consisteutly be found in designated areas of the grid. 

users can easily navigate through large amounts of data to quickly locate 

A hierarchical grid is useful when a document page nmust accommodate 

several types of information that are intended to be viewed separately. 

Guidelines separate the page into sections that each can accommodate 

different types of information and objects. This type of grid is often used 

to create web pages. because the rouping of related items aids speedy 

navigation through the digital emvironment 

You are probably already fanuliar with hierarchical grids because most 

email programs use them to organize content. Because specific kinds of 

information can consistently be found in designated areas of the grid. 

users can easily navigate through large amounts of data to quickly locate 

Hierarchical Grid 

A hierarchical grid is useful when a 

document page must accommodate several 

types of information that are intended to 

be viewed separately. Guidelines separate 

the page into sections that can each accom- 

modate different types of information and 

objects. This type of grid is often used to 

create web pages, because the grouping of 

related items aids speedy navigation 

through the digital environment. You are 

probably already familiar with hierarchical 

grids since most e-mail programs use them 

to organize content. Because specific kinds 

of information can consistently be found in 

designated areas of the grid, users can easily 

navigate through large amounts of data to 

quickly locate specific content. Figure 6-8 

shows an example of a hierarchical grid 

overlaying a popular e-mail program. 

figure | 6-8 | 
————————— 
A hierarchical grid overlaying the popular e-mail 

program Microsoft Outlook. 



Alternative Nontraditional Grids 

CHAPTER 6 

Although grids are most commonly built of vertical and horizontal lines, diagonal or shaped 

guides can certainly be incorporated into a grid. For example, Figure 6-9 shows a design 

based on a grid of concentric circles. 
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figure 6-9 

Pages from a visual essay by Julie 

Saunders Carlini, “A Broken 

Promise,” built using a grid of 

concentric circles. 
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SHAPE AND SIZE CONSIDERATIONS 
Sometimes you will need to fit an irregularly shaped object like the one 

in Figure 6-10a into a grid that looks like the one in Figure 6-10b. The 

best way to do it is to imagine an invisible bounding box around the ob- 

ject that touches each outermost edge, as shown in Figure 6-10c. Use the 

straight edges and corners of the bounding box to align the image to the 

grid, as shown in Figure 6-10d. 

figure 6-10a | figure 6-10c 

An irregularly shaped object. A bounding box surrounding the 

irregular image. 

figure | 6-10b | figure | 6-10d 

A grid with vertical and horizontal The bounding box containing the 

guidelines. irregular image is aligned to the grid. 



New Vocabulary 

alley: narrow area of negative space that separates 

columns 

bounding box: an invisible box that surrounds an 

irregularly shaped object so that the object can 

be aligned to a grid 

field: module of a grid where text and images can 

be placed 

grid area (also called the text page or text area): 

the active area within the format where type and 

images may be placed 

gutter: the space formed by the two inside margins 

of a book or magazine layout closest to the binding 

margins: the negative spaces between the out- 

side edges of the grid area and the format 

marker: a mark indicating the location of a repetitive 

element in a layout, like a running head or a folio 

spread: two facing pages of an open book or maga- 

zine that make up one continuous layout 
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CHAPTER SUMMARY 
Most multipage documents like magazines, books, 

annual reports, brochures, and newspapers are de- 

signed using grids. Grids bring unity and structure 

to documents and web pages. Using a grid can save 

designers both time and money because layout deci- 

sions can be made one time and then applied to 

each page of a document, rather than making new 

decisions for every new page. Using a grid can also 

make the contents of a document more accessible to 

readers, since navigation can be enhanced by the 

grid’s consistency. 

The layout of a grid must be determined by its func- 

tion. It should be developed based on the design 

concept, the content, and the size requirements of 

the design and its elements. However, it is important 

to remember that the grid is to be used only as a 

tool, strictly or flexibly. When harmony or balance 

can be improved, designers should make exceptions 

to the grid design. 
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in veview 

iP Why would a designer use a grid? 

RO Name four types of grids, and describe what kinds of information are best suited 

to their use. 

How does a designer use a grid to create a layout? 

How can an irregularly shaped object be aligned to a grid? What is a bounding box? 

Is the grid ever seen in the final published design? 

Must every element of every design always align to the grid? 
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EXEVCISES 

Look at books, magazines, newspapers, brochures, posters, and web pages to find an ex- 

ample of a manuscript grid, a column grid, a modular grid, and a hierarchical grid. 

Determine what the designer's grid looked like for each of the examples you found for 

Exercise 1. You can do this by tracing the evident guidelines of each design onto a piece of 

tracing paper. Next, examine a multipage document like a book or a magazine to see how a 

single grid was used to create a number of spreads. Lay a piece of tracing paper over the 

spread of your choice, and draw guidelines where you think the designer's were. Repeat 

this process with several spreads from the same publication, using new pieces of tracing 

paper each time. Finally, try to redraw the designer's original grid by stacking all the trac- 

ings, and combining the guidelines from each tracing. 

Use the information you learned about type families in Chapter 3 to make a small book using 

a grid. Each spread should name a type family, list its common characteristics, and show at 

least one example. Be sure to leave enough room in your inner margins to accommodate 

your binding method of choice. 

Draw vertical, horizontal, and diagonal guidelines to create a grid that includes at least 

eight fields. Trace your grid four times onto Bristol paper, to create four separate layouts. 

Cut pieces of paper from magazines and glue them into the fields of your grid, to create four 

different compositions, each adhering strictly to the grid you established, each combining 

fields in different ways. 
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objectives 
e Understand legibility and readability issues as they pertain to screen typography 

e Explain how screen resolution should affect font selection, use, and design 

e Become familiar with a variety of font formats 

e Find and install fonts on a computer 

e Prepare designs containing fonts to be printed 

e Create a storyboard for a kinetic type sequence 

introduction 

Traditionally, typography has been a highly detail-oriented craft in which designers, moti- 

vated by a love of letterforms, have labored over each nuance of every stroke and serif of 

characters. Patience and dedication were key ingredients for designing new typefaces, 

since a new typeface could take months or even years of intensive work to complete. 

Computer technologies have changed all that. Access to the right hardware and soft- 

ware lets any designer or amateur become a type founder quickly and easily. The result 

has been an overwhelming groundswell of new typefaces, in a full range of both quality 

and innovativeness. 

Many people find computers to be more glamorous and fun than the original graphic de- 

sign production tools. However, professional designers overwhelmingly agree that the 

most important key to creating good designs with computer technology is to always re- 

member that the computer is nothing more than a tool. Just like any other tool, a com- 

puter is a medium through which designers can make their visions concrete. Although 

the capabilities of any medium may influence a designer's expressions, it is important 

that choices be made based on a solid knowledge of design theory, as opposed to being 

led by the easiest route that a tool might provide. A medium should never command a de- 

sign nor control a product—only the designer should. 

Over hundreds of years, typographic conventions have evolved regarding the proper use 

of type. These standards have been based mostly on evolving theories about how legibil- 

ity and readability of printed type could be optimized. These principles have been chal- 

lenged and tested, both scientifically and over time through use and disuse. Many 

designers, upon applying these conventions to screen typography, have found them inad- 

equate or inappropriate for the digital environment. 
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figure 7-1 

A bitmap of 16 x 16 pixels. Courtesy 

of Mike Kohnke of We Associated. 

From A Sense of Type screen art, 

www.weassociated.com/A_Sense_of_ 

Type/2/pixel.html. 

figure | 7-2 | 

Close-up of a character rendered 

in pixels. 

SCREEN TYPOGRAPHY 
Readers experience typography on a computer screen very differently 

than in a printed format. For one thing, with printed material, readers 

focus their eyes on paper with markings on it. In a digital environment, 

readers focus their eyes on a screen that is emitting light waves. This is 

inherently much more tiring to the eyes. 

In addition, the low resolution of computer screens cannot reproduce 

the level of detail that the computer is able to generate. This means that 

even though a computer can understand highly detailed letterforms, only 

a simplified version of them can be displayed on the computer’s monitor. 

Display Resolution 

A computer monitor displays type and images by lighting up various 

combinations of pixels—tiny squares made up of red, blue, and green 

dots to form a grid across the screen, as shown in Figure 7-1. The num- 

ber of dots lit up give a pixel its level of brightness. 

Although pixels are small, they are large enough to be noticed by the 

human eye, so curved and diagonal lines and edges look jagged, as in 

Figure 7-2. Computer monitors have a resolution of 72 to 96 pixels per 

square inch (ppi), depending on the size and make of the monitor— 

much lower than the resolution that computers and printers are capable 

of producing. Since computer monitors are technologically still very far 

behind their counterparts, making type look good on-screen becomes a 

secondary concern to just making it legible at all. 

Embedded Fonts 

One problem that designers have dealt with for years is that in order to 

be viewed or printed, a font had to be installed on the hard drive of the 

viewer's computer. If a specified font was not present on the hard drive, 

the computer simply made a substitution. This meant that a layout or 

document designed in a particular font could look completely different 

when viewed on other computers. 

This has been a limiting factor for designers working digitally. Since font 
files are protected by copyright law, it would be illegal to give a font to 
the viewers, and it would be impractical to expect viewers to purchase 
special fonts just to properly view a design—especially if the design is for 

a web site that is available for public viewing. 



So, in order to truly control how their screen designs look to viewers, de- 

signers have had to limit themselves to using only the fonts most com- 

monly found on computers, like Times New Roman, Arial, and Courier, 

for example. For smaller passages of text, another option has been to cre- 

ate a bitmapped image of the text and save it as a GIF file. However, this 

strategy can be impractical because image files are much larger in size 

than textual data, which translates into longer download times for web 

pages. To make matters worse, if a viewer’s computer can’t display the 

image, the text won't be seen at all. Plus, if the size of the bitmapped text 

is increased, the text will look pixelated. 

Recently, new software capabilities have been developed that allow font 

data to be embedded into documents and web pages, allowing viewers 

temporary or limited access to fonts that have not been installed on their 

computers. Embedded fonts let designers preserve the visual integrity of 

their designs—and viewers can see and print layouts from any computer, 

just as they were designed with the original fonts. Embedded fonts also 

have the benefit of being selectable as type, as you can see from the 

screenshot in Figure 7-3. 

| Fle Edit View Favorites Tools Help 

[yposrachy weblembecdng/demos/2/demozhtn 

oe © Blas on ths CopBook 
contents 

by S oxaldine names 

Rept a see and. Tare Seuy Bo ree weile don 

anything U that. came | tor mind. Shat ie. how he ¢ he came le 

However, there are several problematic issues that diminish the practical- 

ity of embedding fonts. For one thing, the Internet Explorer and 

Netscape browsers have adopted different embedding software stan- 

dards, so compatibility among web browsers becomes an issue for dis- 

playing HTML documents. If the viewer’s browser is not compatible, the 

computer will make default font substitutions. This means that designers 
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| NOTE | 

The word “pixel” comes from the 

combination of the two words 

“picture” and “element.” 

| NOTE | 

Type that is converted into a 

bitmapped image will retain the 

most clarity when saved as a GIF 

file. In contrast, photographs will 

retain their best clarity when 

saved as JPEGs. 

figure | 7-3 

A web page displaying an embedded 

font; some of the embedded text 

has been selected. Copyright © 2004 

Microsoft Corporation. All rights reserved. 
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New Vocabulary 
must create designs for HTML pages that will be 

functional, whether the viewers can see the original 

fonts or not. The practice of embedding fonts also 

pixels: the smallest grid units of graphical informa- raises many controversial proprietary issues that 

tion that can be manipulated to display a specific have yet to be worked out, though some foundries 

color or value on a CRT computer monitor have answered this issue by offering addendum li- 

figure | 7-4 | 

At different point sizes, pixel 

configurations of a single 

character vary. Courtesy of and adapted 

from Mike Kohnke of We Associated, 

A Sense of Type screen art from 

www.weassociated.com/ 

A_Sense_of_Type/2/bitmap.html. 

censes for embedding fonts. 

LEGIBILITY AND READABILITY ON-SCREEN 
Screen typography has been evolving for only a few decades, so there’s 

little precedent to help designers make decisions about how to optimize 

legibility and readability on the screen. However, some design strategies 

are starting to emerge that may be helpful to designers as they use and 

develop type that will be read on-screen. 

Size 

Size is an enormously important factor for on-screen type legibility. For 

print typography, size is important because reader’s eyes have trouble de- 

ciphering letters that are too small. In a digital environment, this is exac- 

erbated by the fact that letters degrade at smaller sizes because they are 

constructed of fewer pixels, and so have cruder shapes, as you can see in 

Figure 7-4. As a general rule, most digital fonts become difficult to read 

on-screen at sizes smaller than 10 points. 

- SERBEEEES 
Sesh aR | Tae 

aT] 3 i 
Opt. 12pt. 18 pt. 24 pt. 36 pt. 

Also, keep in mind that when using various sizes of type in the same lay- 
out, the smaller and thinner characters may appear less intense than 
larger and thicker characters. If this optical variance is problematic to 
your design, you can correct it by adjusting the saturation of the differ- 
ently sized letters so that they appear to match, as shown in Figure 7-5. 
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Smaller thinner letters Smaller thinner letters Smaller thinner letters Smaller thinner letters 

Larger thicker letters Larger thicker letters 

sYaatelitclandalialaralm(aiaes)acmetaate) | (cledallalatela (aacelas 

Larger thicker letters 
Smaller thinner letters Smaller thinner letters 

Larger thicker letters 

Typeface figure 7-5 

When type needs to be smaller than 10 points, fonts that have been de- 
‘ of . Left: Both small and large texts are 
igned specifically for screen : sig Pp y for s use will perform best. These fonts have Feet arcana ani 

Right: The larger texts have been 

screen, rather than being designed and then adapted to display on- desaturated to make the letters 
appear to be the same value as 

their smaller counterparts. 

been designed based on the grid of pixels that make up the computer 

screen. Some of the first pixel fonts to be designed were Chicago, New 

York, Monaco, Geneva, Charcoal, and Lucida. Some newer pixel fonts 

display well at very small sizes, such as Mini 7 and Atom, which are 

shown in Figure 7-6. 

ernet Explorer 

7 ABCDEABCDE12>4$7AGEGpee™ ATOM NARROW ABCDHIKabcdSTUHXF2RCEMNZ3467stuvwrpBeo@e 

7 ABCDEABCDEIZ=4$7AcEcuce™” i) ATOM TIGHT ABCDHIJKabedSTUVWXF 7AGEN23467?stuvwrpAlcOe 

| ABCDEABCDE1234$7AGEsUCce™ Wl ATOM TIGHT BOLD ABCDabcdS TUUX7AGEGNZ34sturwAc Ome 

ABCDERECDE1224$7AcEcLee™ i ATOM REGULAR ABCDabcdSTUUX7AGE@IZ34stuvwAsO@e 

co ABCDEARBCDE1234$7AGEGLCe™ ! ATOM BOLD ABCDabcdSTUUX7AGE N23 4stuvwhlc (> 

ABCDERECOE1Z=447AGEeUcCe™ ATOM EXTENDED ABCDHIJKabcdSTUUN7ACE@1234stuvwx 

D ABCDERBCDE1234¢7AGERUC®e ff ATOM EXTENCED BOLD ABCDHIJKabcdS TUVUN?7AGER1234s5t 

Type Style figure | 7-6 | 

If you wish to apply a type style to a font, it’s always best to use one Screenshots of pixel fonts—Mini 7 
designed by Joe Gillespie (left), and 

Atom designed by Paul Wootton (right). 

software apply a computer-generated type style. This is because even — Courtesy of MiniFonts.com. 

that has been created by the font’s designer, as opposed to letting your 

though the computer can embolden or italicize most fonts, the results 
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fialics tend to be particularly difficult 

to read on screen because the diagonals 
tend to look like steps of pixels. Far 

optimal legibility on screen, limit use 

afitalics to single words; 

figure | 7-7 

Screenshot of text set in italics. 

fay Document! - Microsoft Word 

Bold typesityles on screen may be diffic ult to 

read unless extra letierspacing is added by 

using the software’s tracking feature. 

You may also need to increase the leading 

to provide adequate negative space for 

character recognition. 

figure | 7-8 | 

Screenshot of text set in a bold type style. 

wn 

| Gl Document! - Microsoft Word 

Condensed and extended typefaces should also be used minimally because 

they tend to be difficult to read on-screen, especially at smaller sizes. 

Condensed and extended typefaces 

should also be used minimally 
because they tend to be difficult 
to read on-screen, especially 
at smaller sizes. 

figure | 7-9 | 

Screenshot of condensed and extended type. 

will look distorted. Some special considerations apply 

to type styles for the screen: 

* Italics can be particularly difficult to read on-screen 

because the diagonal pixels tend to look like steps 

(Figure 7-7). For optimal legibility on-screen, limit the 

use of italics to single words. 

* Bold type styles on-screen may be difficult to read un- 

less extra letterspacing is added by using the software’s 

tracking feature. You may also need to increase the 

leading to provide adequate negative space for charac- 

ter recognition, as shown in Figure 7-8. 

* Condensed and extended typefaces should also be used 

minimally because they tend to be difficult to read on- 

screen, especially at smaller sizes (Figure 7-9). An alter- 

native to using condensed or extended typefaces would 

be to alter the tracking to reduce or expand the width 

of the measure without distorting the actual letter- 

forms. However, keep in mind that reducing the track- 

ing between letters will also diminish legibility. 

Spacing 

Because experienced readers recognize words by their 

shapes, the negative space inside and around letterforms 

is very important to legibility. The low resolution of the 

computer monitor only adds to legibility and readability 

problems, so providing extra negative space can be an 

important strategy to promote letter and word recogni- 

tion for your readers. Since a lit screen is much more tir- 

ing for the eyes, providing adequate negative space 

around text becomes even more vital to both legibility 

and readability. Designers must consider the combina- 

tion of several factors to create a balanced relationship 

between positive and negative spaces in a composition. 

* Tracking—For optimal on-screen legibility, set the track- 
ing value of your type anywhere from +5 to +10 units, as 
shown in Figure 7-10. Larger type sizes may require less 
tracking, while smaller type sizes may need more. 



* Leading—Leading needs to be more generously ap- 

plied to type on-screen than it would be for print in 

order to optimize legibility. Adding an extra 50 percent 

to your leading is a good rule of thumb, as you can see 

in Figure 7-11. So, for example, a line spacing setting 

of 1.5 generally provides very good legibility. 

* Measure—The optimal line length on-screen is shorter 

than it is for print—about 40 characters per line, as 

compared to an optimal print measure of about 60 

characters per line (this is partly to compensate for the 

added tracking recommended above, as shown in 

Figure 7-12). 

* Paragraph size—For optimal readability, paragraphs 

on-screen should be kept short. Paragraphs should not 

exceed 10 to 25 lines of text for best on-screen view- 

ing. When type is large, paragraphs may be slightly 

longer, but when type is small, keep paragraphs as 

short as possible. 

* Texture—The overall texture of body copy is particu- 

larly relevant for text that will be viewed on-screen be- 

cause the default spacing of a font may look 

inconsistent, especially if the designer has not applied 

hinting techniques to the font file (more about this 

later in the chapter). When the texture of a passage of 

text looks inconsistent, you may need to manually 

kern, or adjust the letterspacing, to manage this issue. 

Color 

As with print typography, color can be used on-screen to 

create emphasis, evoke emotions, or set a mood. Colors 

trigger both physiological reactions and culturally learned 

psychological associations. Colors that are more intense— 

and those that are warmer like red, yellow, and orange— 

tend to trigger a faster heart rate and arouse the senses, 

figure | 7-12 | 

Screenshot of text in 60-character 

measures and 40-character measures. 

CHAPTER 7 259 

Tracking - For optimal on-screen legibility set 

the tracking value of your type anywhere from +5 

to +10 units. Larger type sizes may require less 

tracking, while smaller type sizes may need more, 

Tracking - For optimal on-screen 

legibility set the tracking value of your 

type anywhere from +5 to +10 units. 

Larger type sizes may require less 

tracking, while smaller type sizes may 
need more,, 

figure | 7-10 

Screenshot of text without tracking and with added tracking. 

iy Document! 

Leading - Leading needs to be more generously 

applied to type on screen than it would be for 

print in order to optimize legibility. Adding an 

extta 50% to your leading is a good rule of thumb, 

Leading - Leading needs to be more generously 

applied to type on screen than it would be for 

print in order to optimize legibility. Adding an 

extra 50% to your leading is a good rule of thumb] 

figure | 7-11 | 

Screenshot of text without leading and with extra leading. 

Measure - The optimal line length on screen is shorter than | 

it is for print — about 40 characters per line, as compared to = 
an optimal print measure of about 60 characters per line. 
(This is partly to compensate for the added tracking 

recommended above); 
Measure - The optimal line length on screen 
is shorter than it is for print — about 40 

characters per line, as compared to an 
optimal print measure of about 60 characters 
per line. (This is partly to compensate for 

the added tracking recommended above); 

4 
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| NOTE | 

The way a computer monitor 

generates color can be explained 

by additive color theory, which 

describes how light waves of 

different frequencies combine to 

make colors. A computer monitor 

generates color by projecting 

mixtures of the additive primary 

colors: red, green, and blue (RGB). 

Subtractive color theory, on the 

other hand, describes how colors 

are generated when pigments 

absorb and reflect light waves. 

The subtractive primaries—cyan, 

magenta, and yellow, plus black 

(CMYK)—are used for commer- 

cial printing, while the traditional 

subtractive primary colors—red, 

yellow, and blue—are used by 

artists to mix paints. 

type in a digital environment | 

while less intense and cooler colors tend to have a more calming effect. 

However, the learned meanings that are associated with colors are just as 

important to the audience’s reaction. These meanings can vary widely 

from culture to culture. For example, in the United States, red is often as- 

sociated with anger, while in some Asian countries the same color is asso- 

ciated with celebration. 

Color can be used freely in screen designs since cost is not a factor, as it 

would be with printed colors. However, there is a major pitfall surround- 

ing the use of color in digital environments: a specific color won't look 

the same when viewed on monitors that are calibrated differently. This 

severely limits the designer’s control over how designs will look to view- 

ers. Colors will also look different when printed than they appeared on- 

screen. This is because printers mix cyan, magenta, yellow, and black 

pigments (CMYK) to produce colors, while computer monitors create 

colors by using combinations of red, blue, and green light waves. 

Screen Contrast 

Since a lit monitor is much brighter than the reflective light of paper, the 

contrast between black and white on a monitor is much greater than it is 

on printed materials. To promote readability, screen typography should 

have enough contrast to be legible, but not so much contrast as to un- 

necessarily irritate the viewers’ eyes. 

When the additive primary colors—red, green, and blue—are all pro- 

jected at full saturation, the viewer will perceive white; when no light 

waves are projected, the viewer will see black. The consequence is that a 

white screen is quite bright and tiring to the eyes, while a black screen, 

on the other hand, is the least tiring to stare at. Consequently, type set in 

a light gray value and set against a black background will be the most 

readable combination for viewers, especially for longer passages. When 

white type is essential, setting it against a dark gray value can help reduce 

the contrast and the associated eyestrain. 

Also keep in mind that each color has an intrinsic value and brightness, 
which must be taken into consideration. For instance, a fully saturated 

yellow will be lighter and brighter than a fully saturated violet. To maxi- 
mize legibility and readability when setting text against a background, 
make sure that the contrast between light and dark—and the contrast 
between bright and dull elements—is sufficient, yet moderate. 
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High levels of contrast can cause an optical dazzle 

effect. High contrast can also cause type glow, which type type 
occurs when the brightness of a background permeates 

theccdges-o1 darker or duller lettertorms, makine them |) “See Papemias clean siiatp eda s abacon- 2 reenisim red 

appear thinner. Type glow can also happen when the 

brightness of letterforms seems to overflow into a 

darker or duller background, creating an optical aura 

that makes the letters seem to glow, as seen in 

Figure 7-13. Combinations of colors that are opposites 

(complementary colors) and combinations of colors 

with similar hues (analogous colors) can also create a 

dazzle effect, diminishing readability. 

Color Temperature 

As you make color selections, remember that warm colors (reds, yellows, 

oranges) appear to advance, and cool colors (blues, greens, violets) ap- 

pear to recede. Although this means that warmer colors are less appro- 

priate for background colors than cooler colors, keep in mind that color 

temperature is relative. A background color only needs to be a cooler 

temperature than the text and objects in order to recede. A warm back- 

ground will still appear to recede if it is juxtaposed with even warmer 

text and objects. 

FONT FORMATS 
When printing was done primarily by letterpress, fonts (collections of all 

the characters of specific typefaces necessary for typesetting) were tangi- 

ble; generally they were made of metal or wood. When typography en- 

tered the digital realm, fonts needed to exist in a new format—as 

electronic files, programmed so that they could be understood and ap- 

plied by computers to display and print text. Over the years, several digi- 

tal font formats have been developed, each with its own advantages and 

limitations. Understanding the differences between these formats can 

help designers to make good use of fonts in a variety of formats, taking 

advantage of the benefits and capabilities each has to offer. 

figure 7-13 

Type glow. Courtesy 

of Mike Kohnke of We Associated. 

Adapted from A Sense of Type screen art, 

www.weassociated.com/A_Sense_of_ 

Type/2/pixel.html. 
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figure | 7-14 | 

Bitmap font enlarged to show 

jagged edges. 

figure 7-15 | 

Vector font showing points and outline. 

Bitmap (or Raster) Fonts 

The first fonts developed for computers during the early 1980s were 

bitmap (or raster) fonts. That is, letterforms were constructed by encod- 

ing maps that instructed the computers which screen pixels to turn on in 

order to form a specific glyph, or representation of a character. For any 

font, bitmaps had to be designed in a variety of point sizes, though the 

computer could use those to generate clumsy versions of characters at 

intermediary sizes. Because pixels are square, on curves and diagonals 

their contours appeared jagged. A bitmapped character was understood 

by the computer just like it would understand an image. Scaling 

bitmapped fonts was problematic because when a bitmapped character 

was enlarged, the jagged edges would also be enlarged, as shown in 

Figure 7-14. This detracted from legibility. 

Outline (or Vector) Fonts 

The problem of scaling type was addressed with the invention of vector 

technology. Outline (or vector) fonts are understood by the computer as 
a series of points that form an outline of the letterform, as shown in 
Figure 7-15. The outline can be scaled to any size without losing integrity 

of shape, and can then be rasterized, or converted to a bitmapped image, 
at the selected size. However, if the outlines don’t line up properly with 
the pixels of the screen, the computer makes its best guess of which pixels 
to turn on. This tends to result in distortion of the letterforms’ shapes. 



Hinting 

The distorted look of vector font characters can be 
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minimized during the design stage through hinting, a G | ant hens ten fe et tall 

process in which extra information is encoded into a 

font file instructing the computer how to modify a Giant hens fen feet tall 

character’s outlines at different sizes to better align 

with the screen’s grid of pixels. This helps the com- 

puter make better choices about which pixels to turn 

on to best fill a character’s outlines at each size. 

Hinting can greatly improve the look of letterforms 

on-screen, as you can see in Figure 7-16. 

Anti-aliasing 

Some software includes a feature called anti-aliasing (also called font 

smoothing), which when enabled by the viewer, can help vector type ap- 

pear more legible to the human eye. It does this by analyzing the outlines 

of the glyph and then turning on strategically placed pixels in various 

shades of gray. This fools the viewer’s eyes into perceiving smoother con- 

tours, as can be seen in Figure 7-17. Anti-aliasing works very well for 

larger letterforms, but poorly for small type sizes; because the smoothed 

letters tend to look blurry, legibility will decrease in smaller letterforms. 

Also, since anti-aliasing is a preference selected by the viewer, designers 

cannot count on this feature to be enabled when their designs are viewed. 

PostScript Type 1 Fonts 

The PostScript Type 1 font format developed by Adobe was the first vec- 

tor font format to dominate the market. Type 1 fonts contain two files: 

one that gives outlining instructions to the computer for screen display, 

and a second that contains bitmap information for printing. PostScript 

fonts contain hints, are scalable, and can work cross-platform (on most 

computers). Type | fonts can include up to 256 individual glyphs, but no 

more. This quantity must include all uppercase and lowercase letters, 

numbers, fractions, punctuation, symbols, ligatures, small capitals, and 

accented letters the designer wishes to include in the character set. When 

a font is designed with more than 256 glyphs, the designer usually creates 

an expert character set—a separate font file containing the extra glyphs. 

Because most service bureaus and printers originally invested in Type 1 

fonts and expert character sets, this font format remains dominant in the 

design industry. 

figure 7-16 | 

The font in the top sentence contains 

hints; the bottom sentence does not. 

figure | 7-17 | 

The letter on the right shows the effect 

of anti-aliasing when applied to the 

letter on the left. 
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TrueType Fonts 

A newer font format called TrueType was developed by Apple and pro- 

moted by Microsoft as a rival to Type 1 fonts. Also a cross-platform out- 

line font format, TrueType has the added value of superior hinting 

capabilities. TrueType fonts are stored as a single file, making font man- 

agement simpler for users, and this format works automatically with the 

computer’s operating system without additional font management soft- 

ware. Apple made the TrueType font specifications publicly available, 

and so TrueType fonts grew quickly in number and popularity, becoming 

an industry standard rivaling Type 1 fonts. 

Opentype Fonts 

OpenType represents a more recent collaboration between Adobe and 

Microsoft to create a new and superior cross-platform font format that is 

compatible with various operating systems. Stored as a single font file, 

the OpenType font format includes the best and most advanced features 

of both Type 1 and TrueType fonts. It offers greater hinting and kerning 

capabilities, multilingual typesetting, and it can accommodate extra 

characters previously only available in expert character sets. Because 

OpenType coding is based on a standardized international character en- 

coding system called Unicode, this format allows for a simple exchange 

of texts between a variety of languages by including character sets from 

multiple languages within a single font. 

Unicode 

Unicode is the standard international character encoding system for texts 

written in most of the world’s languages. It is not a font format or a soft- 

ware program; it is simply a universal system for encoding the character 

sets and usage conventions of many languages so they can be stored, 
processed, displayed, and interchanged. Most newer computer operating 
systems include Unicode support for about three dozen different lan- 
guages. Unicode does not have anything to do with the way glyphs are rep- 
resented in terms of style or size, etc. It only provides information about 
how the computer should interpret glyphs, not how it should render them. 
Stylistic information is determined by font files, but fonts must be 
Unicode-compliant (include Unicode mapping) in order to work with 
Unicode. The Unicode standard is very useful for programmers who want 
to create multilingual software applications, and for linguists, business 



people, and scientists, who deal with multilingual text, mathematical sym- 

bols, and other technical characters regularly used in today’s global market. 

Multiple Master Fonts 

There is a Type 1 font extension called the Multiple Master (MM) format, 

launched by Adobe in 1991. This format allows two variations of a glyph 

(like large/small or wide/narrow) to be encoded at opposite ends of an 

axis. Users can specify any point along the axis, and the computer will 

generate a corresponding glyph. Each variation of the specific glyph is 

called an instance. A Multiple Master font can include multiple axes, each 

controlling different design aspects like size, width, weight, and style. 

There have, however, been some problems surrounding MM fonts. Many 

software applications don’t support them, and many service bureaus 

have reported difficulties with their output. Also, although many design- 

ers appreciated the added control of MM fonts, most common users just 

found them confusing and difficult to use. By 1999, Adobe discontinued 

further development of the technology due to a lack of consumer inter- 

est. Figure 7-18 shows several possible variations of a single character 

created using a Multiple Master font. 

Clearlype Fonts 

ClearType is a new cross-platform outline font format that allows un- 

precedented precision for screen type on LCD (liquid crystal display) 

monitors like those included in laptop computers, flat panel monitors, 

and cellular phones, as well as limited smoothing of type on CRT (cath- 

ode-ray tube) monitors. This font format achieves a higher degree of de- 

tail by allowing subpixels to be turned on to create a smoother, more 

refined contour. You see, the pixels that construct LCD screens are differ- 

ent from those that form CRT screens. LCD pixels are subdivided into 

three stripes of the additive primary colors: red, green, and blue. When 

all three subpixels are on, the three primary colors are mixed, and white 

light is emitted from the screen. Different combinations of the subpixels 

can produce a range of colors and values. The ClearType font format ac- 
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figure | 7-18 | 

Several instances of a single character set 

using a Multiple Master font. 
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figure 7-19 | 

Left: Whole pixel rendering. 

Right: Subpixel rendering. 

cesses these subpixels to display glyphs at higher resolutions. The pixels 

of CRT monitors are not subdivided in the same way, and so the full ef- 

fects of this font format cannot be displayed on them. However, the 

ClearType format can improve the legibility of CRT screen fonts to some 

extent because subpixel rendering includes anti-aliasing encoding, which 

does tend to improve legibility. Figure 7-19 shows close-ups of whole 

pixel and subpixel renderings of the same glyph. 

Building Your Font Library 

Fonts to add to your font library are abundantly available for both Mac 

and PC computers. Some are included when you install specific software 

programs, others must be installed independently. Many fonts must be 

purchased, while others are offered at no cost as shareware or freeware. 

Font files may be purchased on CDs or downloaded online. A quick on- 

line search using your favorite search engine will reveal a plethora of web 

sites offering downloads for a fee or for free. Some are font foundries 

(which produce their own fonts) and others are font distributors (which 

offer fonts designed by a variety of foundries). Some sites even allow 

users to inspect detailed character maps and “test drive” the fonts in a va- 

riety of sizes before purchasing. 
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Downloading from the Internet 

Once you find a font you wish to download from the Internet, most web sites will ask you to 

select between a Mac and a PC version of the font. Usually you can download the font easily 

with the click of a button. Font files that don’t require decompression can be installed by drag- 

ging them into the Fonts folder, or by using the Install New Fonts command in the File drop- 

down menu of the Fonts folder. However, most font files downloaded from the Internet will 

be compressed, so you'll have to decompress them before installing them. Your computer’s 

software won't be able to access the new fonts until they are decompressed and installed in the 

Fonts folder. In order to extract the compressed font file(s) to your Fonts folder, you will need 

decompression software—WinZip or Stuffit Expander, depending on how the file was 

archived. Both of these utilities are free and can be easily obtained online. If you already have 

these utilities installed on your computer, double-clicking on the compressed font file will 

open up the appropriate decompression utility. 

New Vocabulary 
Installing New Fonts 

In order to use a new font on your computer, you anti-aliasing (or font smoothing): the optical 
must first install its file(s) onto your hard drive. For smoothing of the jagged edges of a character on a 

some operating systems, it is wise and convenient to 

install and manage PostScript fonts with type man- 

agement software, such as Fontbook, Suitcase, Font 

Reserve, or Adobe Type Manager (ATM). A type util- 

ity interprets the information stored in the font files 

for the computer. 

TrueType and OpenType fonts are stored as single files, 

ending in the extensions .ttf or .otf. PostScript fonts, 

on the other hand, require installation of two separate 

files containing instructions for the computer about 

how to display the font on-screen and how to print it. 

These files end with the extensions .pfb and .pfm. Both 

are necessary for proper viewing and printing of a 

PostScript font. Once a font of any format has been in- 

stalled, you may need to restart applications that were 

open during the installation, in order to activate the 

new font’s availability to the software. 

computer screen accomplished by analyzing the 

outlines of the glyph and then turning on strategi- 

cally placed pixels in various shades of gray along 

its edges 

bitmap (or raster) fonts: letterforms that are con- 

structed by encoding maps that instruct computers 

on which screen pixels to turn on in order to form a 

specific glyph 

glyph: a representation of a character 

hinting: a process in which extra information is en- 

coded into a font file instructing the computer how 

to modify a character's outlines at different sizes to 

better align with the screen’s grid of pixels 

outline (or vector) fonts: letterforms that are under- 

stood by the computer as a series of points forming 

an outline of the letterform; the outline can be 

scaled to any size without losing integrity of shape 

rasterize: to convert an outline font to a bitmapped 

image, at a selected size 
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nick curtis 

How did you get started as a designer? Tell us about your 

first job in design and the evolution of your career. 

The die was cast at a very early age for me. One evening 

when | was three, after seeing an episode of the 1930s 

Flash Gordon serial on TV, | picked up a red crayon and 

drew a mural of my impressions of that episode on the wall 

next to my bed. Needless to say, my parents were not 

thrilled and debated a suitable punishment. Fortunately for 

me, they hadn't finished their debate by the next day, when 

my mother’s father dropped by for a visit. He was an artist 

by training and ran a professional scenery shop in Chicago. 

He had always been rather disappointed that none of his 

five children, nor any of their children, had followed in his 

footsteps. When Grandpa saw the “mess” | had made of 

the wall, he sent forth shouts of joy, proclaiming “The boy 

has talent!” When our family moved from that house the 

next year, my father carefully cut out that section of wall- 

board, and it has remained in the family ever since. 

| received some formal training in drawing, with art les- 

sons at a local weekend academy during my grade school 

years. The summer between grade school and high 

school, | worked for a neighbor who was an architect, and 

learned how to work a T-square and ruling pen. In high 

school, | worked on the school newspaper and yearbook, 

and saw my first work in print. In college, | did the news- 

paper and yearbook thing again, and got my first taste of 

freelancing, designing and lettering concert and event 

posters. So, the transition from part-time designer to full- 

time designer was a fairly seamless process. 

Once | turned pro, my career path followed an interesting 

trajectory: | began working as a designer in a print shop, 

then moved into an ad agency, then a multimedia agency, 

then a couple of television stations, then into a prepress 

shop, and finally back into a print shop. Over the course of 

those years, virtually every skill set that | had learned pre- 

viously became obsolete; the T-squares and ruling pens 

disappeared, desktop publishing was born, and the com- 

puter took over the design world. I’m really curious to see 

what's next. 

What do you do to get your creative juices flowing when 

you start a new project? What can you share with us 

about your design process? What role does technology 

play in that process? 

It really depends on the project. My favorite projects are 

the revival fonts that | develop. Since typefaces of a par- 

ticular time are, in a sense, reflections of the times in 

which they were originally created, | find it helpful to ac- 

quaint myself with those times by looking at ads, posters, 

and other pop cultural items of the day. Then | usually for- 

get about the project for a time and do some work on an- 

other task, or do something entirely unrelated (read a 

book, listen to music, etc.). | read some time ago that, if 

you bundle up all the elements of a problem and drop 

them into your subconscious mind, your subconscious will 

do all the heavy lifting in the background and eventually 

present you with a neatly packaged solution. Whether or 

not it’s true in all cases, | can't say, but quite often it works 

for me. When | resume work on a project that I’ve allowed 

to percolate by itself for awhile, things just seem to flow 

smoothly with very little effort. So, sometimes it works. 

Then again, sometimes it doesn’t, and sometimes you 

don't have the luxury of postponing a project until it works 



Crasoline 

itself out. At those times, technology is a fantastic time- 

saver and option-expander. In the olden days—the dark 

ages of T squares and ruling pens that | referred to ear- 

lier—there were no “Undo” or “Revert to Saved” com- 

mands. Laying ink on paper is thermodynamically 

irreversible, so doing multiple versions of any project in- 

volved starting back at the beginning, repeating exactly 

what you had done before to get to your point of depar- 

ture, then doing something different to create an alternate 

version. Today, the drafting instruments | purchased along 

the way—some of them quite expensive—have become 

quaint semi-antiques gathering dust but, frankly, I'll take 

the new tools any day. 

How has the role of typography in design changed over 

the last decade? Where do you see it going in the future? 

Perhaps the most dramatic change has been an exponen- 

tial increase in the choices of typefaces available. When | 

started working professionally in the design business in 

the 1970s, it was possible to know by sight and name virtu- 

ally every typeface available. Most type was set in metal 

or by phototypesetters, and the range of available faces 

was limited. The major exception was dry-transfer letter- 

ing. Letraset, which was the leading supplier, came out 

with a new catalog every six months or so, offering a cou- 

ple dozen new typefaces. 

When type composition moved to the desktop in the early 

1980s, the early Macs had a whopping fourteen fonts, so 
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Gasoline Alley NF typeface by Nick Curtis of Nick’s Fonts, 

www.nicksfonts.com. 

the choices were still very limited. But once FontStudio 

and Fontographer came on the scene, the game changed, 

and it continues to change at an ever-increasing pace. 

Right now as | write these words, there are not a few hun- 

dred typefaces available to designers; there are tens of 

thousands. Also, there are even “robotic fonts” available, 

which mutate their letterforms ever so slightly each time 

you use them. 

The only prediction about the future of typography that | 

can make with any confidence is that the choices will con- 

tinue to multiply; beyond that, the possibilities are limited 

only by the imagination and creativity of programmers. 

Perhaps we'll see “mood-ring fonts,” which discern your 

mood as you write, then alter the design of their letterforms 

to suit that mood. Is it likely? Who knows, but it is possible. 

What role should social responsibility play in design? 

What can designers contribute to our society? 

At its best, graphic design functions as glass: it can be a 

window through which we see someone or something 

else, or it can be a mirror, in which we see ourselves. In 

either case, we are unaware of the glass itself, so it ap- 

pears to be neutral, but it never really is. 

Design influences us on several levels; we are most 

aware of it when it stimulates us intellectually, or delights 
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designer 
us aesthetically. But it can also affect us unconsciously, at 

the “lizard-brain” level and, despite our wishing it other- 

wise, this is the level that motivates much of our behavior 

and actions. At this level, two of the most powerful moti- 

vators are empathy and antipathy. 

From a general point of view, design that inspires empathy— 

that is, an emotional connection with a wider community—is 

socially responsible, but it can be socially irresponsible if 

that particular wider community has misguided, dangerous, 

or destructive beliefs. Design which inspires antipathy is so- 

cially irresponsible if that antipathy is directed against indi- 

viduals or groups and manifests itself as hatred or bigotry. 

On the other hand, antipathy toward detestable actions or 

attitudes—for example, the very same hatred or bigotry, or 

criminal or self-destructive behavior—is socially responsi- 

ble. So, the issue is complicated. 

The best advice | could offer designers revolves around 

the glass analogy: whether the glass is a window or a mir- 

ror, make sure that it’s not distorted. 

What advice do you have for design students and new 

designers who are just entering the field today? 

First and foremost, be aware that learning is a lifelong 

process, especially in the field of design. A large—and grow- 

ing—proportion of the skills and knowledge you acquire 

today will likely be obsolete in the very near future, so be pre- 

pared and open to the changes that will inevitably come. 

Second, don't pigeonhole yourself as this or that particular 

kind of designer, or as an expert in one particular kind of soft- 

ware. Expand your horizons at every available opportunity. 

Finally, avail yourself of every opportunity to learn the 

practical side of applying your designs. If you're a print 

designer, learn as much as you can about how the ink ac- 

tually ends up on the paper. If you're a multimedia de- 

signer, learn as much as you can about the capabilities 

nick curtis, continued 

and limitations of the media you're designing for. If you're 

a web designer, learn how to optimize your work so that it 

loads fast and correctly for as many people as possible. 

Andsoon... 

Nick Curtis, Nick’s Fonts, Gaithersburg, Maryland 

www.nicksfonts.com 
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PRINTING FONTS 
If you send your digital designs to an output service for printing, you must send along the 

font files for every font that is included in your designs. This is legal, as long as the output 

service only uses the font files for your job and then returns the files to you. 

For most designs that incorporate type, it’s best to create them using page layout software, 

like Adobe InDesign, QuarkXPress, or PageMaker. These programs easily integrate outline 

fonts with bitmapped imagery to create high-quality output. If you use a photo manipula- 

tion program like Photoshop to create your design, the fonts you include will be rasterized. 

Once that happens, they will not be editable, and will give a poor result if scaled. 

If you plan to use many fonts in one design, you may want to use a drawing software program 

like Adobe Illustrator so that you can take advantage of the “create outlines” feature. This lets 

you select letters and convert them into outlined shapes. (Even though you may be using out- 

line fonts like PostScript, TrueType, or OpenType, the computer still recognizes them as glyphs, 

and unless you convert them from glyphs to outlined shapes, any output device will require the 

font file to be installed.) Once the text has been converted to outline shapes, the computer will 

read the shapes simply as vector art, and any output device will be able to print them without 

needing to access any font files. This will save you the trouble of organizing and sending along 

all those font files to the output service. 

Print Resolution 

Resolution issues can be confusing because the units of measurement that are used to de- 

scribe different kinds of resolution are often incorrectly interchanged. As we've already dis- 

cussed, display resolution is measured in ppi (pixels per inch). Printer resolution, on the 

other hand, is measured in dots per inch (dpi), or lines per inch (lpi) for halftone printing. 

Most printers can print in a range of resolutions. The higher the resolution, the smoother and 

more detailed the printed character will look, and the slower the printing time. Generally, print 

resolutions of 600 dpi or 133 lpi are considered standard professional print quality. Even though 

text and images on a computer screen can only be viewed at 72 to 96 ppi, if they are to be printed 

they will need a higher display resolution. The standard display resolution setting for type and 

images for professionally printed materials is 300 ppi. At this display resolution, a printer will be 

able to render layouts very nicely at 600 dpi. Most ink-jet and laser printers can print at a resolu- 

tion of 300 to 600 dpi, while imagesetters can print at resolutions up to 4,000 dpi. 

The quality of printed work is also dependent on the type of output device used. For in- 

stance, a single image printed at 600 dpi will look different depending on the output device. 

As you can see from Figure 7-20, laser printers have the ability to produce cleaner images 

than ink-jet printers, and imagesetters are even more precise—even if they are all printing at 

the same number of dots per inch. This is because different kinds of devices apply the ink in 

different ways. 
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ink-jet printer 

figure 7-20 

An ink-jet print, a laser print, and an 

imagesetter print of the same text. 

The quality of reproduction from ink- 

jet printers is getting better, and in many 

instances can equal that of laser printers. 

Imagesetters, which image onto 

photographic materials, or direct-to- 

plate, create the most accurate images, 

particularly of letterforms at small sizes. 

figure | 7-2) | 

Close-up of printed text without hints 

and with hints, from Pocket Guide to 

Digital Printing by Frank Cost. 

figure | 7-22 

Simulated bleeding of printed ink on a 

porous surface, adapted from Pocket 

Guide to Digital Printing by Frank Cost. 

laser printer imagesetter 

At very low print resolutions, hinting data encoded into the font files 

can help the printer to optimally render a range of type sizes. The com- 

puter uses this information to rasterize outline fonts according to the 

scale and resolution at which they will be printed. The printer then 

reads a bitmap of the glyph, and applies dots of ink or toner to the 

paper according to the bitmap. You can see the difference hinting can 

make in Figure 7-21. However, at higher print resolutions, hints will not 

make a discernable difference. 

asterize 
without hints 

Rasterize 
with hints 

If the printing surface is at all porous, there will be some bleeding of the 
ink, which may make the letters appear slightly thicker and slightly ob- 
scured. Figure 7-22 illustrates how ink bleeding can affect the shapes of 
printed type and objects. 



Trapping and Knockouts 

If your design will be printed using the four- 

color printing process, you may need to ac- 

count for misregistration (the misalignment 

of color separations and/or adjacent colors in 

printed materials). One method of dealing 

with misregistration is by using a technique 

called trapping. Trapping is done by slightly 

enlarging the lighter of two touching shapes 

so that it overlaps the darker color a little bit, 

as shown in Figure 7-23. That way, if objects 

aren't printed in their precise places, the color 

of the paper won't show through around their 

edges. When printing text, trapping is partic- 

ularly important because misregistration can 

decrease legibility. Another approach to en- 

suring legibility against misregistration in the 

four-color printing process is to avoid placing 

printed text against colored objects or back- 

grounds when creating layouts. Instead, text in those locations can be 

case epnegeae: 
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figure | 7-23 | 

Trapping. 

a 

figure 7-24 | 
created by using knockouts, as shown in Figure 7-24. A knockout is text 

that is not actually printed, but instead is cut out from a solid area of Knockout. 

printed color. The shapes of the letters are formed by the printed nega- 

tive spaces that surround the letterforms, but the text itself remains the 

color of the paper. 

KINETIC TYPE 
Kinetic type refers to type that moves; it is appropri- 

ate for use in film titles, television openers, commer- 

cials, and digital environments. Kinetic type was 

used expressively in television and film throughout 

the 1960s, when designers were frequently hired to 

create inventive title sequences. These openers were 

clever, funny, and intriguing, and they were struc- 

tured as little narratives that extended the main nar- 

ratives they introduced. They were graphically 

daring—artistic techniques of integration and dis- 

tortion were employed that would have been consid- 

ered too avant-garde for the body of the films. 

New Vocabulary 

knockout: text that is not actually printed, but in- 

stead is cut out from a solid area of printed color; 

the shapes of the letters are formed by the printed 

negative spaces that surround the letterforms, but 

the text itself remains the color of the paper 

misregistration: the misalignment of color separa- 

tions and/or adjacent colors in printed materials 

trapping: a way of dealing with misregistration, by 

slightly enlarging the lighter of two touching shapes 

so that it overlaps the darker color a little bit 
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Designers created these sequences using line art animation (cartooning), 

stop-action filming techniques like claymation, rotoscoping (drawing 

onto film to combine illustrative and photographic elements), and a 

range of other cinematographic techniques. Smaller budgets for film and 

television during the 1970s recession caused an industrywide shift to less 

expensive and less dynamic titling styles. 

Only recently, with the entrance of computers onto the scene, are we be- 

ginning to see a rebirth of thoughtfully designed kinetic type. New digi- 

tal capabilities offer widespread opportunities for kinetic typographic 

experimentation. In addition, the World Wide Web offers a low-budget 

venue for sharing these explorations. 

The territory of digital kinetic type is widely considered to be mostly un- 

charted, and its potential far from reached. Although traditional film 

theory and typography offer some basis for a kinetic type methodology, 

philosophies and structures are only beginning to emerge to guide those 

designers who are creating kinetic type in digital environments. 

Purpose 

Adding motion adapts type’s form over time, releasing new expressive 

qualities. Determining the specific purpose for putting type into motion 

is important so that all design decisions will support that purpose. 

Designers must be careful not to let the novelty of entertaining elements 

distract from or obscure their messages. Some reasons to add the ele- 

ment of motion to type might be to: 

¢ Reinforce or illustrate the text’s content 

Kinetic montage, series of screenshots * Extend the text’s meaning beyond its content 

from the short animated film Little 

Yellow Writing Hood by Ryan Pescatore  ° Negate or challenge the text’s content 
Frisk and Catelijne van Middelkoop of 

Strange Attractors Design for FSI 

FontShop International. Stru ctu re 

Kinetic type can be structured as a montage or a collage. A montage is a 
linear arrangement of type and images that together create a narrative— 
that is, they tell a story that has a beginning, a middle, and an end. Figure 
7-25 shows a sequence from an animated montage called Little Yellow 
Writing Hood, which showcases over three hundred of a foundry’s fonts 
by dynamically telling a typographic adaptation of the classic fairy tale 
Little Red Riding Hood. 



A collage, on the other hand, is a nonlinear collection of type and images 

that together suggest or explore a theme. While a montage must be 

viewed in sequence to be fully understood, a collage can convey meaning 

when viewed in any order. The collage in Figure 7-26 shows a sequence 

that uses a Russian Constructivist visual theme to present up-and-com- 

ing directors and their films by drawing a tongue-in-cheek comparison 

between film directors and political dictators. 

Any kinetic montage or collage will be composed of frames, shots, 

scenes, and sequences. A frame is a single still image, the smallest com- 

ponent of a sequence. A shot is a combination of frames that contains a 

continuous action. Juxtaposition of groups of related shots composes a 

scene. Finally, scenes can be assembled in a specific order to create a se- 

quence that expresses a narrative or a theme. 

Designers of kinetic type need to make decisions about the composi- 

tional proximity of the text and objects, both in relation to each other 

and to the edges of the frame. In an open frame, actions take place both 

within the frame and outside of it—as if the viewer were looking out of a 

window, as seen in Figure 7-27. In a closed frame, all actions take place 

within the borders of the screen—much as if the frame were a room, like 

in Figure 7-28. 

figure | 7-27 | 

Open frame. 

figure | 7-28 | 
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figure | 7-26 | 

Kinetic collage, series of screenshots 

from IFC: Ten New Titans by 

TWOTHOUSANDSTRONG for the 

Independent Film Channel. 
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Storyboarding 

A storyboard is a set of sketched or 

rendered frames that demonstrates 

the layout, actions, and timing for a 

time-based or interactive design. 

Storyboarding helps designers to plan 

layouts and timing of shots and 

scenes for sequenced narratives, and 

to devise functional design aspects 

like navigational controls for interac- 

tive tutorials, games, and web sites. 

Storyboards are useful for developing 

and implementing any design that 

will unfold over time because they 

provide the chance to test out and 

evaluate ideas about how design ele- 

ments should function—before actu- 

ally going into production. 

A storyboard is also an important 

communication tool. A designer can 

use a storyboard to help explain and 

market new designs to clients. A 

storyboard can also serve as a 

blueprint for the design, com- 

municating important directions to 

everyone involved in the project’s 

production. Storyboards can start as 

a series of very simple sketches with 

notes and arrows indicating motions 

and directions, like the set pictured in 

Figure 7-29. They can be developed 

to any level of refinement, depending 

on the needs of the project, as you 

can see from the highly polished 

storyboard pictured in Figure 7-30. 
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figures | 7-29 (top) and 7-30 (bottom) 

Rough and polished storyboards for Little Yellow Writing Hood by 
Ryan Pescatore Frisk and Catelijne van Middelkoop of Strange Attractors 

Design for FSI FontShop International. 



Time 

When time is a component of a design, the added movement, rhythm, 

sequence, and transformation of form can be literal rather than implied, 

as they must be in static designs. Of course applying the dimension of 

time to typography poses some new opportunities, challenges, and con- 

siderations for designers. Conveying a message using type over time can 

mimic the sequenced delivery of the spoken word. Typographic charac- 

ters can be storytellers and/or cast members in narratives that support, 

negate, or ignore the innate content of what they spell. Type can be phys- 

ically active, and can dynamically transform its characteristics, or even 

shift its identity by morphing into other characters or objects. 

An innovative font called Beowolf is best viewed over time. Beowolf’s de- 

signers wanted to challenge the precept that a font is defined by the re- 

producibility of its specifically shaped characters. Posing the example of 

handwriting, they assert that such sameness is not only unnecessary to 

readability, but that slight variances are “quite pleasing to the eye.” So, 

they created a font by encoding the glyphs to randomize their shapes and 

colors, within specified boundaries. Within those boundaries, the glyphs 

shift freely so that they appear to wiggle and dance. The font’s glyphs 

aren't recognizable by identification of static shapes, as is the case with 

other typefaces. Instead, Beowolf is recognized by its rhythm and style of 

transformation. When printed, repeated characters of Beowolf look dif- 

ferent from each other, as you can see in Figure 7-31. 

Best Really Better? 
Motion 

The movements that take place in a kinetic design help to tell the story. 

They also help to express a tone of voice, or assign personalities to 

elements. Some variables of motion type that must be considered by 

designers are well illustrated by the web site of a design firm called 

13thFloor (www.13thfloordesign.com), pictured in Figure 7-32. 

- Proximity refers to the location of the text in relation to other 

elements and in relation to the edges of the frame; text can converge, 

retract, and overlap. In the first frame of Figure 7-32 (left), the 
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figure 7-31 | 

Beowolf typeface by Erik van Blokland 

and Just van Rossum of LettError 

Type foundry. 
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numbers are slowly stacked, each above the last from L to 12 to 

simulate the experience of riding an elevator going up. 

- Rotation of elements takes place around a center point or axis; text 

can be flat or spatial, clockwise or counterclockwise. In the same 

sequence, once we pass the 12th floor, an elevator button for the 13th 

floor appears. When clicked, or “pressed,” the button begins to rotate. 

The button’s rotation increases in speed until it emits a spiral that 

grows to fill the screen. When the spiral recedes, we see we have been 

transported through a portal into a new dimension, a strange 

landscape of giant rotating 13s. The effect is the feeling of being a 

captive audience at a carnival funhouse. 

- Direction describes the way in which the type moves; it can be hori- 

zontal, vertical, diagonal, advancing, receding, or random. Once we 

arrive in the field of 13s in Figure 7-32 (left), a creepy clown bursts 

from behind the elevator button, and rotating words describing the 

design firm’s services seem to advance and recede. The last service to 

advance doesn’t recede, but simply falls down. Then the clown begins 

to spin and advance. A zoom into the clown’s eye, which is actually a 

number 13, provides a transition to the next scene. 

- Orientation refers to the reading direction of the text, which can be 

horizontal, vertical, diagonal, or curved. When we enter the clown’s 

eye In Figure 7-32 (right), we find ourselves in what one could assume 

to be the clown’s fiery iris. Against his pupil, testimonials about the 

design firm appear and disappear in a variety of orientations. 

Voice and Personality 

Type can be personified or anthropomorphized by assigning it human or 
animal-like behaviors. A tone of voice, an emotion, or a personality can 

be instilled into type through its form and movements. A good way to 

encourage the audience's suspension of disbelief is by applying the same 
laws of physics to your animated characters that we normally live by. 

Easing in and out of movements can help simulate the physics of an en- 

vironment subject to gravity. 

In the inventive short film series “Not My Type.” which is pictured in 
Figure 7-33, every aspect of the imagery is built of animated letterforms. 
In this narrative film, no words are written or spoken. Instead, a variety 

of typefaces, symbols, and characters are animated to convey the emo- 

tions and behaviors of its characters. 
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Rhythm and Pace 

Rhythm in traditional typography is created through spatial repetition of 

characters or their traits. In kinetic typography, both regular and irregular 

rhythms can also be created by repetition of motions. A general rule of 

thumb in the filmmaking industry has been to display text for a duration 

of twice the time needed to read it. This allows the audience adequate 

time to read and assimilate the information being presented. 

The pace of a kinetic design describes how fast or slow the rhythm is. The 

pace is set by a succession of durations and intervals, separated by transi- 

tions. A duration is the amount of time an object is shown or an action 

takes place. Intervals provide resting places between actions. Transitions 

lead viewers from one shot or scene to the next. The most commonly 

used transitional techniques are cuts, dissolves, fades, and wipes. 

- Cuts are straight transitions from one image to another. In 

Figure 7-34a, you can see how a designer cut from one shot to the 

next in a commercial. 

- Dissolves are transitions in which one image dissolves into another. 

Figure 7-34b shows how the sequence in Figure 7-34a would have 

looked if the designer had used a dissolve instead of a cut to make the 

transition between the shots. 

- Fades are transitions in which one image fades away to nothing before 

the next image appears. Figure 7-34c shows the same sequence only 

with a fade transition applied. 

- Wipes are transitions in which a new image is exposed in a horizontal, 

vertical, angled, or radial sweep across the screen. Figure 7-34d shows 

how a horizontal wipe would look if applied to this sequence, 

There are additional transitions available on most editing software, but 

overuse of these novelty transitions is generally considered to be ama- 

teurish by professional designers and filmmakers. Many designers select 

only one or two transitional styles to apply consistently throughout a 

film, in order to minimize confusion for the viewer. 

When editing a kinetic design, be careful to monitor the pace of the 

piece; if durations, intervals, or transitions are too long, viewers may be- 

come impatient and lose interest. 
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SUMMARY 
Computers have changed the very nature of type. 

The highly detail-oriented nature of traditional 

typographic design is wasted on computer screens 

because the poor resolution cannot reproduce the 

New Vocabulary 

storyboard: a set of sketched or rendered frames 

that demonstrates the layout, actions, and timing for 

a time-based or interactive design 
intricate nuances of type designs. Instead, legibility 

and readability have become paramount to screen 

typography, always keeping the reader’s comfort, comprehension, and ease of viewing in 

mind. The result is that traditional typographic conventions don’t always work well in a 

digital environment. A whole different set of “rules” for maximizing screen legibility and 

readability is only now beginning to emerge. 

The form that written content takes goes a long way in communicating the design’s meaning 

and voice to the audience. Of course, as with traditional typography, meanings can be 

portrayed through selection of typeface, type style, size, character width, stroke weight, color, 

etc. Emphasis can highlight content through contrast, repetition, and distortion of 

recognizable letterforms. With the added elements of time and motion, viewers can witness 

or even participate in the process of transformation. The events they encounter and choose 

along the way give added dimension to the themes and narratives. 

Digital typography also offers many new capabilities that let designers create dramatic and 

dynamic designs. No longer held to the rigid grid of the printing press, designers can easily 

incorporate experimental compositional techniques and strategies that push the boundaries 

of how viewers read, assimilate, navigate, and interact with text. No longer does type have to 

be static or unchanging. Designers are only just beginning to pioneer explorations into dy- 

namic use of type in the digital realm and redefine the boundaries of what type can be and 

how it can be used as a vehicle for communication. 

: It’s all an illusion! 

The illusion of movement in film, video, and digital environments results 

from the sequencing of still images at a rate that is faster than the eye 

can register each one individually. The human brain continues to 

perceive what the eye sees for an instant longer than the eye actually 

sees it. This physiological phenomenon is called Persistence of Vision. 

Paired with Gestalt’s psychological Law of Closure, Persistence of Vision 

allows the brain to fill in the missing positions to create the perception of 

a continuous flowing movement. A rate of 24 frames per second Is 

sufficient to trick the human eye into perceiving a sequence of still 

images as one single moving image. 
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What are some differences between screen and traditional typography? How do these dif- 

ferences impact legibility and readability issues? 

What are pixel fonts? 

What are the pros and cons of using embedded fonts in your designs? 

Explain how legibility and readability can be improved in digital environments by adjusting the 

following variables: size, type style, tracking, leading, paragraph size, measure, and texture. 

What is type glow, and how can you avoid it in your designs? 

Explain the difference between bitmap (or raster) fonts and outline (or vector) fonts. 

What is hinting? 

What Is anti-aliasing? 

When a design will be printed using the four-color printing process, what are two ways to 

prevent misregistration from eroding legibility? 
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EXE CISES 

Search the Web for sites that use type in innovative ways. Consider the typographic strate- 

gies the designers used, and why they were effective. 

Search the Web for sites that use type poorly. Determine what isn’t working, and how the 

designer could make typographic improvements. 

Find, download, and install any free font of your choice onto your computer. 

Design a web page that explains how to use type in a digital environment for optimal legibil- 

ity and readability. Divide the layout vertically, and repeat the same text on both sides. Apply 

what you know about color, contrast, size, type style, tracking, leading, paragraph size, 

measure, and texture to make one side highly legible, and the other side hard to read. 

Create a storyboard for an expressive interactive e-card that uses only type to convey its 

message. The e-card can explore any common greeting card theme or honor any holiday. 

Your client is making a spin-off television show based on a character from your favorite pro- 

gram. Create a text-dominant storyboard for the show's 30-second opener, which must in- 

clude the name of the program, the title of the episode, and the names of the director, 

actors, and screenplay writer. 

Create a design for a web page or PowerPoint presentation that teaches the audience how 

to play your favorite card game, using only typographic characters and symbols—no Im- 

ages. As you design your layout, consider how you will help your viewer navigate through 

the digital environment and how you will emphasize important elements for on-screen view- 

ing. Consider how elements like line length, leading, word spacing, typeface, font size, and 

font color will affect the legibility and readability of your design in a digital environment. 

Consider how your decisions might have differed for a printed presentation. 
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objectives 
e Explain the purpose of a proposed font design 

e Establish guidelines for the design of a new font 

e Make informed decisions about contrast, angle of stress, 

and terminals to ensure consistency within a character set 

e Create an original typeface 

e Understand copyright law as it applies to type design 

e Develop a full character set 

e Add adequate spacing to characters 

e Create a specimen to display and market an original font 

introduction 

If you're going to design an original typeface, the first question that 

comes to mind is, why? After all, there is a plethora of available type- 

faces out there—more than ever before. The digital revolution’s en- 

suing boom in new typeface designs has surpassed the typeface 

explosion of the industrial revolution considerably. Yet, just as there is 

always room in the world for one more painting, so it is with type- 

faces. People create new typefaces for many of the same reasons 

they create new paintings—to express themselves, to make personal 

statements about the world they live in, to fulfill a specific design or 

illustrative need, or to create a distinctive corporate image. 

So, if you are interested in designing a typeface, you'll need to decide 

what your reasons are, and what purpose the end-product will serve. 

Ask yourself who will use this typeface, and how and where will they 

use it. Will it be primarily viewed on-screen or in print—at large sizes 

or small? Will it be viewed at close range or from a distance? For 

what sorts of messages and documents will people want to use your 

font? What mood or spirit or kind of meaning should it convey; what 

will its personality be like? 
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GETTING STARTED 
A good way to begin your typeface design is to write a short description of the project. 

Describe your intended meanings, moods, and feel of the typeface, how it will be used, who 

will use it, etc. This will take some research, especially if you are creating a design for a client. 

Ask the questions who, what, where, when, why, and how. 

* Who will use this font, and who will read it? 

* What characters will be included in this font? Uppercase? Lowercase? Will you include nu- 

merals, punctuation, ligatures? What symbols will be included? Will you create any accom- 

panying type styles? Is this to be a single font or an entire font family? All this should be 

decided up front, based on the planned usage of the font. If you intend to license your font 

through a foundry, they may require a specific range of characters to be included. 

* Where will this font be viewed? On-screen? In print? On a large billboard? In a cramped 

telephone book? In long passages, or will it only be used for display? 

When (what time period) should this font evoke or reflect? 

- Why create this new font; what purpose will it serve? What meanings and/or emotions 

should this font express? What associations should it elicit? 

* How will this font be rendered? Will it be printed on high-quality paper using an image- 

setter that can catch every detail? Will it be printed on low-quality paper with low-quality 

inks that will blob and run? Will it be viewed at very small or large sizes? 

Your answers to these questions will help you make specific decisions along the way about 

which design elements and strategies to choose and use. Referring back to your initial de- 
scription throughout your process will keep you on track during the time it takes to complete 

the design of a whole font. 

Keep a Log 

As you proceed through the font design process, you should keep very good records. There 
will be a lot of details—probably too many to keep track of by memory alone. Keep a note- 
book handy, and log all the specifics of what you designed, what worked, and what didn’t 
work. Keep a record for every step of the process and for every character you work on, so that 
you will be able to easily access the information later. 
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Finding Inspiration 

Before starting your design, you should view and study as many typefaces 
as possible, so that you can know what is already out there and what is 
being used to serve similar purposes to yours. This knowledge will help 
you to differentiate your typeface from the others, while learning from 
other designers’ mistakes and successes. Specimen books (type sample cat- 

alogs), published by foundries (font manufacturers) old and new, are a 

great source of inspiration. Many foundries will send you free or inexpen- 

sive type specimens upon request. Also, libraries that feature collections 

on printing are likely to have many old specimen books from a range of 

historical periods. Of course, you can view hundreds of fonts online, and 

this can be very helpful. However, because of the computer’s poor screen 

resolution, you'd do better to view the typefaces in print so you can appre- 

ciate the detailed nuances that make each typeface unique. 

Scrapbooking can be another good source of ideas. When you see exam- 

ples of type that interest you, collect and/or record them in your scrap- 

book, and write notes to yourself about what interested you in particular 

about each design. This will help with your brainstorming later. 

Designing for Legibility 

As you are designing glyphs, keep in mind that the upper halves and the 

right sides of the English alphabet are most crucial to character recogni- figure 8-1 | 

tion. That’s because most of the variations that provide distinctive vi- 
; 2 Upper and | d right and left 

sual cues are found in those areas, as you can see from Figure 8-1. pee aac mmc bameen = 
portions of glyphs. 
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PREPARATIONS 
A good typeface is consistent enough that it doesn’t interrupt the reading of the content. This 

means that when you look at a page of body text, no one letter should stand out from the 

others, allowing a smooth reading flow. Because of the varying shapes of letters, several opti- 

cal illusions can take effect, which make consistent letterforms appear to be inconsistent. In 

these situations, it is necessary to make adjustments to create optical consistency, even at the 

expense of actual consistency. Many of these illusions and their solutions are discussed in this 

chapter, but the most important thing to remember is to trust your eyes. 

There are several key decisions that you must make at the onset of designing your font to en- 

sure consistency. These selections will steer the course for the entire design and form the 

essence of your font’s style. These essential elements can be divided into four categories: 

guidelines, contrast, angle of stress, and terminals. 

Guidelines 

You are already familiar with the terms baseline, x-height, cap height, ascender line, and de- 

scender line from Chapter 2. These guidelines don’t just help designers lay out type, they are 
also essential to designing type. They compose a grid that lets the designer make sure that all 
the characters of a font are proportioned consistently; you will need to establish those guide- 
lines to create a new font. 

To do this, you will start with an em square; that is, an imaginary bounding box that is used 
to size and align glyphs. The size of the em square is always the same as the typeface’s point 
size. It must accommodate each character in full—everything has to fit inside, even diacriti- 
cal (accent) marks that might be applied to letters later. It must also contain some extra 
space on the sides and top of the glyph so adjacent characters don’t bump into each other. 
The em square is generally divided by the baseline into two areas—the ascent, which is the 
area above the baseline, and the descent, which is the area below (Figure 8-2). 

figure 8-2 | 

Ascent and descent of an 

em square. 

baseline 



Most PostScript fonts are designed with an em square that has been di- 
vided into 1000 units, and TrueType fonts are designed with an em 
square of 1024 units, shown in Figure 8-3. However, it is up to the de- 
signer to decide how many em square units to work with. The more 
finely the em square is divided, the higher the resolution. The maximum 
em square that most font editing software can accommodate is 4000 

units; however, since the average printer cannot reproduce much more 

detail than the average 1000 to 1024 units, this level of detail is generally 

excessive. Even fonts developed for output on high-quality imagesetters 

are adequate when based on a doubled em square divided into 2000 

units for PostScript or 2048 units for TrueType. 

em square divided into 1024 units em square divided into 2048 units 

The proportions at which you divide the em square, and thus set your 

guideline measurements to, are up to you. However, it will help to be 

aware of standard guideline proportions, so that you can make educated 

decisions about deviating from tradition. 

* The baseline traditionally divides the em square at about 20 percent 

up from the bottom (Figure 8-4). For an em square of 1000 units, 

this would mean an ascent of about 800 units and a descent of about 

200 units. 

figure | 8-4 

The baseline of this em square 

80% is 20 percent up from the bottom. 

baseline 
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figure | 8-3 

An em square divided into 1024 units 

and 2048 units. 
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- The cap height is generally about 75 percent to 85 percent of the height of the ascent, start- 

ing at the baseline (Figure 8-5). This means that for an em square of 1000 units with an 800 

unit ascent, the cap height would be around 600 to 700 em units above the baseline. 

figure | 8-5 | | cap height 
average range 

The cap height of this em square is 

about 75 percent to 85 percent of 

the height of the ascent. 

baseline 

The x-height is traditionally sized at around 50 percent to 80 percent of the cap height. So, 

for our em square of 1000 units with an 800 unit ascent and a 600-700 unit cap height, a 

traditional x-height would be somewhere between 300 and 560 em units above the base- 

line, as seen in Figure 8-6. There is a lot of flexibility here, so remember as you select an x- 

height that a low x-height will make your type appear smaller than a tall x-height at the 

same point size. If the x-height is too short, the letters may become too small to read at 

smaller point sizes. On the other hand, if the x-height of the font is too tall, legibility will 

be decreased because short ascenders can become difficult to recognize. For instance, an h 

with a very short ascender might be hard to distinguish from an n. 

figure | 8-6 | 
cap height 

The x-height of an em square is usually 80% 

about 50 percent to 80 percent of the : 

cap height. 50% | |. 

x-height 

average range 

baseline 
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* The ascender line should be either the same height or slightly taller 

than the cap height. 

* The descender line can be the full descent size (in this case, 200 em 

units), as shown in Figure 8-7, or it can be slightly shorter. 

figure | 8-7 | 
ascender line 

cap height 

Ascender and descender lines of an 

em square. 

descender line 

* You may also need to establish letter connector guidelines, as shown 

by the gray bar in Figure 8-8. This is only necessary if your font will 

be a cursive script in which letters will connect to each other. In this 

case, you'll need to select a height where all the connecting strokes will 

make contact with adjacent letters. 

Before deciding upon the proportions of your font, you should examine figure | 8-9 | 

many typeface examples with a variety of proportions to get a sense of 

what will work best for your design. Letter connector guidelines. 

Unfortunately, the guidelines we’ve discussed so far won't satisfy the 

needs of every character. Rounded and pointed letters look slightly 

smaller than other letters of the same size because they have so much 

extra negative space surrounding them in the areas where they meet the 

guidelines. To compensate for this, you will need to create the optical il- 

lusion that they are the same size as the other letters by making them 

slightly bigger. The way to do this is to let them slightly overshoot the 



292 designing type | 

figure 8-9 

Overshoot guidelines. 

ascender line overshoot 

x-height 

standard guidelines. You will need to establish a set of overshoot guide- 

lines so that your round and pointed letters maintain optical consistency 

with the other characters, as shown in Figure 8-9. The overshoot guide- 

lines include the baseline overshoot, the x-height overshoot, the cap 

height overshoot, the ascender line overshoot, and the descender line 

overshoot (optional). 

Standard overshoot amounts range between 10 to 20 em units for a 

1000 unit em square. That’s an extra 1 to 2 percent above (or below) 

each guideline. 

Determining the width of characters within 

the em square tends to be a bit more subjec- 

tive, unless you are creating a monospaced 

font in which all characters have the same 

width. A good traditional strategy is to start 

out by establishing three basic widths: a 

narrow width (for letters like i, j, |, and t), a 

wide width (for letters like M and w), and a 

medium width for all other characters. 

Then vary the width when needed, as you 

design each letter; those with strong hori- 

zontals may need narrowing, since horizon- 

tals create an optical illusion of added 

character width, as illustrated by Figure 8- 

10. Trust your eyes as you make adjust- 

ments for optical consistency. 

figure | 8-10 | 
—$—————————————— 

Characters with strong 

horizontals may need 

narrowing, since horizontals 

create an optical illusion of 

added character width. 
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Contrast 

As you remember from previous chapters, contrast in typography refers to the variance be- 

tween the thick and thin letter parts; that is, the difference between the widths of the stem and 

hairline strokes and between the thick and thin parts of curved strokes. Extremely low-con- 

trast fonts may look dull and detract from the legibility of body texts by robbing letterforms of 

their distinctive uniqueness. Extremely high-contrast fonts may detract from the legibility of 

body texts by dazzling the eyes and by distorting letterforms past easy recognition. Again, you 

should study real examples to get a sense of what sort of contrast you want to establish. 

For a traditional-looking font, you can base your stroke weights on the cap height you've al- 

ready established by using the following percentages: 

* Vertical capital stem stroke: 13 to 18 percent of the cap height 

* Vertical capital hairline stroke: 5 to 8 percent of the cap height 

You can then select your vertical lowercase stroke measurements based on your vertical capi- 

tal stroke weights. 

- Vertical lowercase stem stroke: 80 to 90 percent of the vertical capital stem stroke 

* Vertical lowercase hairline stroke: 70 to 80 percent of the capital hairline stroke (note: 

crossbars are often thicker) 

You can then determine the curved and diagonal stem widths based on your vertical stroke 

measurements. Curved and diagonal stems will need to be slightly wider to optically match 

their straight counterparts; this is because curved and diagonal lines look narrower than 

straight lines of the same width, as you can see in Figure 8-11. 

figure | 8-11 | 

Optical illusion—curved lines look narrower than straight 

lines of the same width. 

HIN 

- Curved stem widths: approximately 10 percent wider than their corresponding vertical 

counterparts 
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It’s a good idea to make templates of each stroke weight, like the ones 

shown in Figure 8-12, so that you can easily and consistently apply them 

to appropriate strokes. 

| 
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1 
1 1 ! 
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0 capital | Al] capital lowercase lowercase lowercase lowercase 

vertical curved diagonal hairline curved vertical diagonal hairline 

stem stroke stem stroke stroke stem stem stroke 
width width width width width width width width 

figure 8-12 | 
Angle of Stress 

The angle of stress is another factor that should be optically consistent in 

a font. Although fonts have become somewhat removed from their calli- 

Sample stroke templates. 

graphic heritage, the consistent distribution of thick and thin letter parts 

still adds grace and distinctiveness to many fonts. A typical font has an 

angle of stress anywhere between 60 to 90 degrees, relative to the base- 

line, as shown by Figure 8-13. 

figure 8-13 | 

The average angle of stress is 60 to 90 

degrees, relative to the baseline. 

60 degrees 90 degrees 
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Terminals 

Finally, you must consider the nature of your font’s terminals; that is, the 
ends of the characters’ strokes. Sometimes terminals have serifs; some- 
times they don’t. If a font does have serifs, they might be bracketed or 
they may not be. Whether you are designing a serif or sans-serif font, it is 
likely that there will be some variation in terminal shape and size de- 
pending on position, and you will need to make some decisions about 

these variations up front, to ensure overall consistency for the font. 

For fonts that have serifs, you will need to determine the shapes and sizes 

of both uppercase and lowercase serifs, barbs, and beaks. You will also 

need to decide on the slope and height of the brackets that connect the 

serifs to the stems. Brackets, which ease the transition from the stem to 

the serif, can be short or tall, wide or narrow, and lightly or heavily 

sloped, as shown in Figure 8-14. 

figure | 8-14 | 

Bracketed serifs. 

For all fonts, you will need to apply consistent shapes and sizes for termi- 

nals including tails, ears, apexes, vertexes, and swashes, as applicable. 

New Vocabulary 

ascent: the area of the em square that is above the baseline 

descent: the area of the em square that is below the baseline 

diacritical (accent) mark: a mark, point, or sign—such as a 

cedilla, tilde, circumflex, or macron—added or attached to a letter 

to indicate pronunciation 

overshoot guidelines: a set of guidelines that overshoot the stan- 

dard guidelines, for the design of letterforms that require optical ad- 

justments to compensate for the optical illusion that rounded and 

pointed letters appear smaller than other letters of the same size 
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CHOOSING A RENDERING METHOD 
How you begin creating your designs will depend upon your intended look and feel for the 

font, and also upon how you plan for it to be viewed. 

If your font’s style will be based on a hand-rendered technique like calligraphy, handwriting, 

rubber stamping, stenciling, or block printing, you'll want to start out by making originals in 

your selected medium to scan and use as digitized drawing templates. When rendering origi- 

nal characters manually, don’t just write or produce each character once; produce each one a 

number of times, so that you can select the best example of each to use to create your tem- 

plate, as shown in Figure 8-15. You should also render a full character set of originals at once, 

because if you have to backtrack later to create originals for missing characters, you may 

compromise the consistency of your font’s look and feel. 

figure 8-15 HAMBURGE FONTS \V 

HAMBURGE FONT SIV 
HAMBURG EFONTSIV 

Produce each character multiple times. 

HAM gURGEFON iV 
: f 
i t 

Y ‘ \ # ¥ ¥ ’ ¥ A a 

Construction of Components 

The Latin alphabet is comprised of a limited number of shapes including vertical, horizontal, 
and diagonal lines, and circles. One method of font design is to first design the components, 
and then assemble them in different ways to construct each glyph. Your parts inventory 
should include each character element that was discussed in Chapter 2. If you choose to use 
this method, you will need to create some or all of the following components, according to 
your established guidelines, contrast, angle of stress, and terminals. 

* Stems: the width and the angle of vertical stem strokes 

* Hairlines: the width and the angle of vertical hairline strokes 

Crossbars: thickness, angle, and height of horizontal and diagonal hairline strokes that con- 
nect on both ends; keep in mind that to look centered, a crossbar will need to be placed 
slightly above center, and that horizontal lines create the illusion of added width, so charac- 
ters with strong horizontals may need to be slightly shortened for optical consistency 

* Cross strokes: thickness, angle, and height of horizontal and diagonal hairline strokes that 
cross a stem 



* Arms: thickness, angle, and lengths of strokes that extend horizontally 

or upwards diagonally from the stem of a letter and end freely 

* Legs: width and angle of diagonal strokes that extend downward from 

the stem to the baseline and end freely 

* Bowls: width and thickness of large and small bowls 

* Counters: shapes and widths for counters of both large and small bowls 

- Eyes: shapes and width of the closed counter in the lowercase e 

* Shoulders: thickness and slope of the areas where curved strokes meet 

straight strokes 

* Terminals: shapes of terminals that do not have serifs 

* Serifs: shapes and sizes of serifs (if applicable) 

* Dots: shapes and sizes of dots for i and j 

Once you create these components, you can assemble them according to 

your guidelines, using your judgment and trusting your eyes. 

Drawing Outline Glyphs 

Most designers start by sketching their ideas, and then redrawing them as 

outline glyphs on the computer. Some people scan and trace their sketches, 

while others just look at their sketches while redrawing them on the com- 

puter. Some designers even begin drawing outline fonts right on the com- 

puter, though this approach isn’t widely advocated because that method 

can lead to a design governed by the computer’s easiest capabilities. 

It is possible to draw glyphs directly into most font editing programs, but 

most designers find it easier to draw their designs in a drawing program 

like Adobe Illustrator or CorelDRAW, and then import their glyphs into 

a font editor for fine-tuning. This is because vector-based drawing pro- 

grams provide a bit more flexibility and control than most font editors. 

It’s a good idea to check your curves after you import each glyph into the 

font editor, because translation between programs isn’t always perfect. 

There are two good strategies that work well when drawing vector-based 

glyphs on the computer. The first is to start out by creating shapes using 

the shape tool, and then add, subtract, and manipulate points and curves 

to mold the shape into a glyph. The second strategy is to use the pen, 

pencil, or brush tool to draw the glyph as a combination of strokes, and 

then assign the desired stroke weights and convert the strokes into 

shapes, as shown in Figure 8-16. The shapes can then be united into a 
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| NOTE | 

Here's a useful tip! To convert 

strokes into shapes, use the 

Outline Stroke function if you used 

the pen or pencil tools to draw the 

glyph; use the Expand Appearance 

function if you drew it using a 

brush tool. 
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single glyph, if necessary, and areas that exceed your guidelines can be 

trimmed away or adjusted. This technique will give you a basic shape 

that you can then refine to suit your design goals. 

Drawing with Bezier Curves 

There’s a good possibility that your character shapes will require you to 

work with Bézier curves, which are mathematically defined rounded 

figure | 8-16 shapes created by setting endpoints (or anchor points) and then re- 

shaped by moving control points (or handles). When using Bézier curves 

to create glyphs, there are a few important tips that will help you to cre- 

ate glyphs with smooth curves and small file sizes. 

A glyph, drawn as a combination of 

strokes, then converted into shapes. 

* Use as few points as possible to draw your glyph, as shown in 

Figure 8-17. 

figure 8-17 | 

Use as few points as possible to draw 

your glyphs. 

yes no 

* Handles should not cross each other, as shown in Figure 8-18. 

figure | 8-18 | 

Handles should not cross each other. ei O 

yes no 
) 

* Points should be placed 
figure | 8-19 | orthogonally (parallel to 

3 
the axes) to create curves; 

Points should be placed orthogonally. ; 
that is, they should be at 

the outermost point on 

the curve so that the han- 

yes no 
dles extend vertically or 

horizontally, as shown in 

Figure 8-19. 
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* The handles of a point along a smooth curve should be straight across 

from each other at a 180-degree angle, as illustrated in Figure 8-20. 

figure | 8-20 

The handles of a point along 

a smooth curve should be 

straight across from each 

other at a 180-degree angle. 

yes no 

* Ata point where a curve becomes straight, the handles should project 

straight out in the same direction as the straight line. Don’t let the 

handle overshoot the beginning of the curve, or it will look bloated, as 

seen in Figure 8-21. 

~ New Vocabulary 

Bézier curves: mathematically defined rounded 

shapes created by setting endpoints (or anchor 

points) and then reshaped by moving control points 

(or handles) 
yes 

figure 8-21 | 

Where curves become straight, the handles should 

project straight out in the same direction as the 

straight line without overshooting the curve. 

Building Pixel Fonts 

If you will be creating a font to be viewed on a CRT or LCD screen, it’s a 

good idea to create your character designs based on a pixel grid because 

the grid represents the most detail that you'll be able to achieve on-screen. 

Letterforms that are designed based on the pixel grid will show less dis- 

tortion on-screen, and will adapt to a variety of point sizes more easily 

on-screen, too. Some pixel font designers begin on graph paper and then 

translate their designs to the screen. Others begin right on the computer, 

selecting individual pixels one at a time. This can be done in most photo 
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and painting programs, or you can use software developed specifically for designing pixel 

fonts. The pencil tool in most painting programs will color a single pixel, and with a zoom 

level of around 800 percent, you should be able to view it well enough. 

Reviving or Modifying Existing Fonts 

Sometimes designers simply revive an old existing typeface, or modify an existing digitized 

font. On one hand, this approach can be easier because the decisions regarding proportions 

and shapes have already been made. However, this approach can also be a bit sticky because 

there are legal and ethical issues involved. 

Reviving an Existing Font 

If you wish your font to be true to the original design, you'll first need to find clean printed 

samples to work from—the larger the samples, the better. Scan these at a high resolution, at 

least 300 dpi, so you can capture as much detail as possible. Once scanned, you can trace the 

glyphs. As you trace, you may want to compensate for the bleeding of the ink in your sample 

by tightening the forms. 

You may decide to use your software’s autotrace feature, but keep in mind that this function 

is likely to assign too many points to the shape, and may not trace the glyph perfectly. If you 

do use autotrace, you'll definitely need to go back and clean up the results by hand, removing 

extra points and repairing incorrectly traced areas. 

Once the original glyphs have been traced, you can eliminate your templates and perfect the 

glyphs. You may want to reproduce a true revival of the font, or create a derivative work by 

adding your own modifications. If you do this, make sure that your changes represent consis- 

tent and purposeful improvements. Also, if the typeface designer of the original font is 

known, credit should most certainly be given. 

Modifying Digitized Fonts 

It is possible to import a font into your font editing software that has already been digitized, 
and then trace the glyphs. However, unless you plan to modify the glyphs enough that they 
could be reasonably considered an original work, you should be wary of this technique for 
legal, if not ethical, reasons. 
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Copyright and Patent Issues 

Designing a typeface is quite a time-consuming and detail-oriented creative process. 

European legislatures have recognized this by granting copyrights for original font designs. 

Because President Clinton signed the World Intellectual Property Organization (WIPO) 

Copyright Treaty of 1998, Americans must also legally obtain licenses to work with fonts 

owned by European foundries. However, the United States legislature takes a different posi- 

tion on copyright of domestic font designs. 

United States copyright law protects the authors of “original works of authorship,” granting 

them exclusive rights to reproduce, distribute copies, publicize, publicly display, and prepare 

derivative works from the copyrighted work. Although this includes protection for “pictorial, 

graphic, and sculptural works,” font designs (the actual shapes of the glyphs) are not currently 

copyrightable in the United States. Congress and the courts have upheld the United States 

Copyright Office’s policy that “familiar symbols or designs; mere variations of typographic or- 

namentation, [and] lettering...” are not eligible for copyright. The courts have ruled that since 

alphanumerical glyphs must recognizably adhere to preexisting basic forms in order to be 

functional, they cannot contain the required level of originality to qualify for a copyright. 

However, font programs are eligible for copyright. The name and coding of a computer pro- 

gram or file that creates glyphs is copyrightable because it constitutes a “literary work,” an ex- 

pressive form that is protected by copyright law. 

Furthermore, copyrighting of an original work is automatic. Whether the author has regis- 

tered the work with the United States Copyright Office or not, it is still protected by law. 

Registration of such is simply a formality, whose purpose is to create a public record of the 

details of a specific copyright, like the author’s name and the copyright date. 

So, it is legally considered unlawful piracy to trace existing digitized glyphs, and, with only 

minimal modifications to the coding, to rename the font and sell it as original work. 

Fonts may also be protected by patents. Patents grant inventors the right to exclude others 

from making, using, or selling their inventions. Design patents are issued by the United 

States Patent and Trademark Office for a term of fourteen years. The law states that design 

patents may only be issued to “whoever invents any new, original, and ornamental design for 

an article of manufacture.” This means that in order to qualify for a design patent, a font 

must be sufficiently novel and original. 

301 
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It’s pretty hard to obtain a patent for a font; one must provide draw- 

ings which clearly show the originality of the artwork, disclose any 

prior art that could have influenced the design, and pay a fee. Also, the 

application for the patent must be submitted within one year of first 

public use. Once issued, however, the patent protects the aesthetic ap- 

pearance of the font, as opposed to the digital encoding that is pro- 

tected by copyright law. 

DESIGN STRATEGY 
Having made all the preparations, you are ready to actually begin design- 

ing your glyphs. This is a big project! Each individual character is an art- 

work unto itself, and there will be a minimum of twenty-six. Where to 

begin? 

It’s good to start with the uppercase letters, and then create the punctua- 

tion marks and numbers. That way, you'll have an incomplete, but usable, 

character set by the time you're ready to start your lowercase letterforms. 

A common strategy for font design is to begin with a few letters whose 

structures are repeated throughout the alphabet. Letters can be catego- 

rized into groups that share similarly shaped strokes and approximate 

character widths. Designing one from each category will make it faster 

and easier to develop the other letters in each group. When letterforms 

figure | 8.99 | are derived from each other, that doesn’t mean their features will be ex- 

actly the same, only that they will be similar. Making a chart like the one 

Chart categorizing glyphs by intended in Figure 8-22 can help you to determine relationships between letters. 

shapes and widths. 

Curvilinear strokes S C,G,0,0 

Rectilinear strokes i BR H,T 

Angular strokes Nae A, K, N, V, X M, W 

Rectangular / Rounded combination J B,P U D,R 

Curvilinear strokes s a, C,@, g,0 

Rectilinear strokes i, | 

Angular strokes k, Vv, X,Y, Z w 

Rectangular / Rounded combination — f,j, r,t h,n, u b, d, p, q m 



The way the letters have been categorized in this example is not ab- 

solute—you should distribute the letters to best suit your particular de- 

sign. Also keep in mind that once you have constructed any letterform 

based on another, you'll need to adapt it for optical balance. Pay special 

care to the letterform’s distinctive features—these elements are most es- 

sential to quick and easy recognition. First designing |, H, O, and V will 

speed up the process of designing almost all the other letters. 

Testing is Important! 

It is wise to start with I, and then derive H from it, and then immediately 

begin testing how the letters look in relation to one another. You may 

find you need to make some adjustments to one or all of them before 

proceeding. Once you are satisfied with the H, next create O using the 

same testing process, and then the V. 

Building up to a string of letters is common practice. A standard 

test string of characters to start with is HAMBURGEFONTSIV (and 

hamburgefontsiv). This string of characters includes letters representing 

a range of shapes and widths. The advantage of working with a represen- 

tative string of letters is that you begin to see how they function in rela- 

tion to one another. That way you can identify problems or mistakes, and 

correct them early on. You should also try squinting at your test string, 

and viewing it as reversed type (white on black). As you can see from 

Figure 8-23, these techniques will help you to identify problematic areas. 

hamburgefontsiv ‘°!*?! 
1V test string as reversed 

type (white on black) 

to identify mistakes. 

hamburgefontsiv 

CHAPTER 8 303 

| NOTE | 

You should test each new letter in 

combination with the other letters, 

and make necessary adjustments 

EVERY time you add a new glyph to 

your character set! 
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Capital Glyphs with Vertical Stems 

All letters with vertical stems are based on the letter I, so this is a good place to start. The cap- 

ital | can be slightly thicker than the stems of other characters, to compensate for its innate 

narrowness. The practice of adding cross strokes to the top and bottom of the letter | is based 

on an attempt to adapt the alphabet to a monospace format. However, technically it is incor- 

rect—those are serifs, not cross strokes. 

From I, you can derive J, T, and H. 

To make J, start with | and add a tail. 

* ‘To make T, add a cross stroke to l. 

* To make H, use two slightly narrowed Is and a crossbar. To make the crossbar appear cen- 

tered optically, you'll need to place it slightly above center, as shown in Figure 8-24, or you 

may want to simply place it at your x-height. The placement of the crossbar will be ap- 

plied to many other letters later. Also, remember that the horizontal thrust of the H will 

make it look a bit wider than it really is, so the character may need to be slightly narrowed. 

This phenomenon applies to all the letters with strong horizontal strokes including B, E, 

Bent, Pe, OyandZ. 

figure | 8-24 

Optical illusion—to make the crossbar 

appear centered optically, place it -- - center - - - 
slightly above center. 

From H, you can derive U, K, and E. 

* To make U from H, remove the crossbar and connect the bottoms of the vertical strokes 
with a rounded stroke. U is sometimes slightly narrower than H. 

* To make K from H, eliminate the crossbar and right vertical stem. Then project an arm 
and a leg from where the crossbar would have been. The arm and the leg of the K gener- 
ally form an approximate 90-degree angle, usually meeting slightly above center, as with 
the crossbar of the H. The leg is sometimes longer than the arm, and is often thicker. 

To make E, remove the right stem from the H. Then add arms to the top and bottom of 
stem. Adapt the crossbar as needed to form the middle arm of the E, which is usually the 
shortest of the three. The bottom arm is usually the longest of the three. Horizontal 
strokes appear thicker than vertical strokes of the same width. To counteract this optical 
illusion, slightly narrow the thicker horizontal strokes until they look optically consistent 
with their vertical counterparts, as shown in Figure 8-25. 
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7: figure | 8-25 

Optical illusion—horizontal strokes look thicker than vertical 

strokes of equal width. 

From E, you can derive F, L, and B. 

* To make F, remove the bottom arm from E. You may need to lower the middle arm 

slightly to decrease the large lower open counter. 

* To make L, remove the two upper arms from E. 

> To make B, connect the arms with curved strokes. You may need to shorten the top arm, 

since the upper bowl is usually smaller than the lower bowl. 

From B, you can derive R and P. 

* To make R, remove the lower bowl from the B, and extend a leg from the bottom of the 

remaining bowl. The leg can extend past the bowl or align with its outermost edge. The 

leg can be straight or slightly curved. Also, sometimes the bowl of the R is larger than the 

upper bowl of the B. 

* To make P, remove the lower bowl from the B. The bowl of the P is often larger than the 

corresponding bowls of the R and B, so you'll probably want to increase its size. 

Capital Glyphs with Curved Strokes 

When you are ready to begin designing curved letterforms, it is best to start with the letter O. 

That’s because the other curved letters are all based on the form of the O. 

Several optical illusions affect our perceptions of the letter O, so to attain optical consistency 

you will need to make some adjustments. 

* Circles look smaller than squares of the same size, so it is necessary to slightly enlarge the 

O, causing the letterform to overshoot the baseline and the cap height slightly. This is also 

true for triangles, as you can see from Figure 8-26. 

figure | 8-26 | 

Optical illusion—circles 

and triangles look smaller 

than squares of the same 

size. 
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- Perfectly round circles also appear to be wider than they are tall—another optical illusion, 

as pictured in Figure 8-27. If you want the O to look optically round, you'll need to nar- 

row it slightly, as you did with the H. 

figure 8-27 

Optical illusion—perfectly round 

circles appear to be wider than 

they are tall, so compensate by 

narrowing them slightly. 

* Since curved lines appear to be thinner than straight lines, so you'll need to compensate 

by making the thick strokes of the O slightly thicker than their vertical counterparts, as 

shown in Figure 8-28. 

figure | 8-28 | 

Make curved strokes slightly thicker 

than straight lines to compensate 

for the optical illusion that curves 

appear to be thinner than straight 

strokes of equal width. 

* To combat a fourth optical illusion affecting the O, round strokes should always be slightly 

thinner at the top and bottom, as shown in Figure 8-29. This is to compensate for the op- 

tical illusion that causes horizontals to appear thicker than verticals of the same width. 

This compensation should be administered, even for a font that otherwise has no contrast. 

figure 8-29 | 

oe eee al illusion—horizontals 

appear thicker than verticals of th 

same width. 

From O, you can derive D, Q, C, and G. 

* To make D, use land half of an O. 

* To make Q, add a tail to O. 

* To make C, adapt O. 

* Gcan actually be adapted from C by adding a crossbar and a spur, as needed. 
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Capital Glyphs with Diagonal Strokes 

Triangular shaped letters may need to overshoot their guidelines slightly, just as the round 

letters did. Diagonal strokes should be slightly wider than their vertical counterparts, and 

taper down toward the crotch of the vertex, in order to achieve optical consistency, as shown 

in Figure 8-30. The strokes can even be slightly notched at their inner junction, to prevent 

ink clog. This concept applies to all junctures that create tight counters. Figure 8-31 shows an 

extreme example of a typeface designed for the publication of cheap phone books, so that 

text printed at small sizes onto porous paper would be legible. 

figure | 8-30 

Optical illusion—diagonal strokes 

look narrower than vertical strokes 

of equal width, but they look wider 

at junctions. 

| figure 8-31 | 

Matthew Carter designed Bell 

Centennial Bold to prevent ink clog 

at small sizes on cheap paper. 

Courtesy of Linotype type foundry, 

Linotype Library GmbH, 

' www.linotype.com. 

The V is generally comparable in character width to the H. To make V, join a downward slop- 

ing diagonal stem with an upward sloping diagonal hairline stroke, so that the angle between 

them is approximately 38 to 55 degrees. 

From V, you can derive A, N, M, W, Y, and Z. 

- To make A, turn V upside down and add a crossbar. Take care that the crossbar is low 

enough that the counter is not obscured, and will not fill with ink upon printing. The 

crossbar of the A is often lower than that of the H. 

- To make N, rotate V slightly counter clockwise, add an extra hairline stroke to the left side, 

and make adjustments as needed. Note that the diagonal stroke is the stem of the letter N, 

and the vertical strokes are hairlines. 
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- To make M, start by inverting two Vs, and place them next to each other so that they 

touch. Adjust the angle of the outer strokes, making them vertical or only slightly splayed. 

The center point usually, but not always, meets the baseline. M is usually the second 

widest letter of the alphabet. 

- To construct the W, you can align two Vs. The inside strokes of the W can cross or they 

can join at the cap height. W is usually the widest letter of the alphabet. 

* The Y can be constructed by combining the bottom of I with a scaled down V. 

* To make Z, rotate the stem of V clockwise, and combine it with the top and bottom arms of E. 

From Z, you can derive X. 

* To make X, flip the stem of Z, and add a cross stroke. Often, the top of the X is slightly nar- 

rower than the bottom, and the stem and hairline strokes usually meet slightly above center, 

as with the H, for optical balance. Also bear in mind that when two diagonal lines cross, an 

optical illusion can cause one or both to look slightly misaligned. If this is the case with your 

X, make the necessary adjustments to achieve optical balance, as shown in Figure 8-32. 

figure | 8-32 

Optical illusion—diagonals that 

cross sometimes look misaligned. 

cross stroke cross stroke 

looks broken looks straight 

even though even though 

itis not itis broken 

This leaves only S, an anomaly. The spine of the $ is not only unique among the letters, but 
it is considered by many to be the most difficult shape to perfect. One useful approach is to 
make a guide by stacking two circles at the desired proportion and tracing the curves to cre- 
ate the spine. As you are determining the proportions of the S, remember that the optical 
center of the S is slightly above center, just as it was with previous letterforms. 

Special Characters and Extended Character Sets 
You will want to consider including special characters in your character set. These commonly 
include numerals, punctuation marks, and ligatures (letter pairs that have been joined into a 
single character), but can also include monetary symbols, math characters, fractions, ac- 
cented characters, initial capitals, small capitals, and swash characters. Sometimes designers 
create an extended character set to accommodate the seldom used characters of a typeface. 

Numerals 

If your font is to include numerals, youll need to decide whether to create lining numerals, 
old-style numerals, or both. Lining numerals optically sit on the baseline and extend up to 
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the cap height; old-style numerals, on the other hand, include several characters (3, 4, 5, 7, 

and 9) that drop below the baseline to the descender line and extend only up to the x-height. 

Both lining and old-style numerals are pictured in Figure 8-33. 

figure 8-33 

lining numerals 

Lining numerals and old-style numerals. 

old-style numerals 

You will also need to decide whether to apply capital or lowercase stroke weights to your nu- 

merals. Although use of a lowercase stroke weight is most common to numerals, there are 

many examples that follow the capital stroke weights instead. 

When you are creating numerals or mathematical and monetary symbols, it is important 

that they all have the same advance width. This is so that they will line up properly on a 

spreadsheet or in an equation. Of course, the number 1 will be naturally narrower than the 

other numerals, but you'll be able to add extra spacing to its sides. In general, numerical 

character widths are based upon the lowercase rather than the uppercase dimension of the 

font. This strategy eases the disparity between the widths of the 1 and the other figures. 

Punctuation Marks 

The period and the comma are probably the most frequently used punctuation marks, and 

many other marks are based on their shapes. Punctuation marks that tend to be used mid- 

sentence are particularly important to the reader’s flow, in that they must be especially unob- 

trusive so as not to interrupt reading. The following tips regarding punctuation marks 

should get you started and help you to avoid some common errors. 

- A period can be the same size as the dot that & 

tops the i and j, or slightly larger, as shown in 

Figure 8-34. 

figure | 8-34 

Comparison of sizes of a period and the 

dot of the letter i. 

* The comma should look like a period with a tail 

that extends below the baseline (Figure 8-35). 

figure | 8-35 

Period and comma. 
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figure | 8-36 | 

Apostrophe, comma, and foot mark. 

figure | 8-37 

Apostrophe, quotation marks, and 

inch mark. 

cap height 

an wie oo x-height 

-- --- 1/2 x-height 

hyphen | 
= baseline 

figure 8-38 

Vertical placement of hyphen. 

figure | 8-39 

Placement and length of the em dash in 

relation to the letter M. 

apostrophe 

foot mark 

comma 

The apostrophe should look like a comma that aligns with the cap 

height. Sometimes the tail of the apostrophe is shorter than a comma’s 

tail, as seen in Figure 8-36. Don’t confuse a foot mark for an apostro- 

phe—this is a common error. 

Quotation marks can be made using two inverted apostrophes to open, 

and two regular apostrophes to close, as shown in Figure 8-37. Don't 

confuse an inch mark for quotation marks. 

apostrophe inch mark 

Hyphens are generally about half as high as the x-height (Figure 8-38). 

Dashes are usually the same height as hyphens, or they are slightly 

higher. There are two kinds of dashes: the em dash, which is generally 

the full length of the advance width of the letter M (Figure 8-39); and 

the en dash, which is generally the full length of the advance width of 

the letter n, or one half the length of the em dash (Figure 8-40). 

cap height 

x-height 

1/2 x-height 

baseline 

ap beigitt figure | 8-40 | 
x-height ———— 

Placement and length of the 

en dash in relation to the 

baseline letter n. 

1/2 x-height 

Ah Less. SEER 

en dash 



Ligatures 

Ligatures are letter pairs that have been 

joined to form a single character, as shown 

in Figure 8-41. Originally, ligatures were 

useful space-saving devices for scribes. 

Later, printers used them to replace letter 

pairs that couldn’t be kerned closely 

enough together. There are a few instances 

when ligatures can improve the look of 

modern-day type, but unless two adjacent 

letters are colliding, they are nonessential 

to the English language. (However, they 

are not obsolete—other languages, like 

German, do still rely on them.) The most 

commonly used ligatures are combina- 

tions of fi and fl, which are the pairs most 

likely to collide with one another. 

Ligatures come with their own problems, 

though. Connected letters are not standard 

to the English language, and tend to be less 

legible than freestanding letters. Also, liga- 

tures can cause spacing difficulties since 

their components cannot be kerned or 

tracked in relation to one another. 

Nonetheless, ligatures are often included 

in character sets, and many designers con- 

tinue to combine letter pairs in new and 

dynamic ways, as seen in Figure 8-42. 

figure | 8-42 | 

Dynamic ligature combinations set in the typeface 

Classica Prestige C, designed by Thierry 

Puyfoulhoux of Présence Type in 2003. 

Courtesy of Présence Type, www.presencetypo.com. 
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figure 8-41 

Common ligatures, fi and fl, set in the typeface 

Classica Normal Expert, designed by Thierry 

Puyfoulhoux of Présence Type in 1998/2001. 

Courtesy of Présence Type, www.presencetypo.com. 

classica normal expert 

fbfffhffflft ffbffhfiffl 
first flight 

classica prestige C normal 

AAAANCCEGCECCECRCREE 
CPADPDDPPMPPEEBET UITGGG 
GRCBCGH AEFIAIKEKAILIMISN 
KOKIUIRESKU IVI 4 EEE LAL LEM 
IMINKIMMN @©CEOPOOOOOR _ 
@QRARBRCRDRERERGRHRIRKRERM 
RNRO 
RPRRRSRTRURVRWRYRZAEEHIR 
TUWUIMVVWWAZ 
ADADEREEEUYDIALNE 
FTICNELAMN MVEM_RM_NNNENARNG 
SBSDSLYMSNSRA SAW SVUSMASVWA 
SWAFN FE FR FU TUN 
TLRUNDUNEMKS WS 
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Lowercase Glyphs 

As with the uppercase letters, lowercase letters also can be derived from one another. 

* From 0, you can create c and e. 

* From h, you can create | and n. 

- From |, you can create i, j, f, and t. 

- From n, you can create u, m, and r. 

- From p, you can create b, q, and d. 

* From q, you can create g. 

* From d, you can create a. 

* From v, you can create y, W, Z, and x. 

* From x, you can create kK. 

- Again, s is an anomaly; scale and adapt the capital S, if possible. 

As with the uppercase letters, each glyph should be tested next to the other characters before 

you progress to the design of a new glyph. 

The Space 

When the spacebar is tapped on a keyboard, most average roman fonts advance a distance ap- 

proximately the same as the advance width of a lowercase i. San-serif fonts sometimes have a 

slightly larger space that is closer in width to a lowercase r shown in Figure 8-43. When creat- 

ing a font, the default width of the space must be specified, just as with any actual character. 

figure | 8-43 

— = 

= oe ze 
Ss eu i] 

a i] 

Advance width of a space. ial 
eee 1 

ITY rr OFT Fer 
Once the characters of your font have been designed, it will be necessary to add hints to your 
font, to optimize display of your font at a range of point sizes. As you remember from the 
previous chapter, hints are instructions that the designer encodes into a font to tell the com- 
puter how to best interpret glyphs at different sizes. For an outline font to look good on- 
screen at a variety of sizes, it will need to be hinted. Most font editing programs have 

Hinting 
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autohinting functions, which can make the process much easier. However, you may not be 
satisfied with the results of autohinting, and may need to make some adjustments manually. 

Fonts that don’t contain hints tend to suffer in two ways when resized: their stroke widths 

tend to become distorted and inconsistent, and their components tend to become mis- 

aligned. To tackle these problems, you can set up two kinds of parameters in your font editor. 

- Alignment zones define acceptable spatial ranges for the locations of letter parts; these can 

prevent glyph components from becoming misaligned, as seen in Figure 8-44. 

Atl inppired calligrapher can create pages of beauty uging etick ink, buzz paw, or even ptrrawberry jam. 
Am imepired calligrapher can create pager of beauty usimg etck ink, buzz caw, or even strawberry jam. 

An inspired calligrapher can create pages of beauty using stick ink, buzz saw 
An inepired calligrapher can create pages of beauty using stick ink, buzz saw 

- Stem values define acceptable values for the thickness of strokes and figure 8-44 | 

serifs; these can prevent stroke widths from distorting and becoming 
Top: a font with incorrectly set inconsistent. 
alignment zones. 

Since you want your parameters to be consistent throughout the whole Bottom: a font with corrected zones. 

character set, it is advisable to delay hinting until you are completely fin- 

ished designing your glyphs, and then do them all at once. 

apache 
New Vocabulary 

Many font designers will tell you that the most im- 
ligature: a letter pair that has been joined to form a portant factor in the quality of a font is its spacing. 

Though not difficult, high-quality spacing of a font single character 

is quite time consuming. This is because proper lining numerals: numeral characters that optically 

spacing can only be done by eye. The autospacing sit on the baseline and extend up to the cap height 

ion is about as reliable as the autotrace func- 
EEE OES old-style numerals: numeral characters that include 

several characters (3, 4, 5, 7, and 9) that drop below 

the baseline to the descender line and extend only 

up to the x-height 

tion—it can be used to get you started, but it will not 

be able to make the superior visual judgments that 

you can. Decisions about the letterspacing should 

not be rushed. The legibility of your font is depend- 

ent on its letterspacing, and so this step should be 

handled with great care and patience. As you space 

your font, keep in mind the rhythm of the negative 

spaces. The relative sizes of letterspaces and counters 

should create a consistent flowing visual rhythm, as 

shown in Figure 8-45. 
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figure | 8-45 | 

Negative spaces inside and between 

letters should be relatively consistent. 

is sidebearings 1 

figure | 8-46 

Sidebearings. Photograph courtesy of 

Elizabeth Nevin of the Briar Press. 

| NOTE | 

If letters are meant to touch, as in 

some script fonts, the sidebearings 

will have a value of zero. 

numeric 
space matches counters 

numeric 
spacing too crowded 

numeric 
space matches counters 

Sidebearings 

In Figure 8-46, you see a lead letterpress sort. The sort is rectangular so it 

can be lined up with other sorts into measures. The letterform does not 

take up the whole width of the sort—some space is left on each side so that 

when used to form a word, the letter won’t touch adjacent ones. These 

spaces to the left and right of each letterform are called sidebearings. 

When two sorts are placed next to each other, the combination of their 

two adjacent sidebearings forms a letterspace, as you can see in 

Figure 8-47. Letterspaces should look consistent, but because of the vari- 

ation in glyph shapes they will need to be inconsistent to create the opti- 

cal illusion of consistency. This means that the sidebearings of each 

glyph will need to vary depending on its unique shape. 

letterspace 

figure | 8-47 | 

Letterspace. Photograph 

courtesy of Elizabeth Nevin 

of the Briar Press. 



We use a similar, though less tangible, model with digital fonts. Instead 

of existing physically on a rectangular sort, digital fonts exist virtually in 

a rectangular box like the one in the Fontographer Character Edit 

Window pictured in Figure 8-48. At this point, you have already deter- 

mined the full height of the box—that’s the height of the em square. 

Now it’s time to consider the width of the box, or the advance width. 

This is the amount of space that the cursor will advance when you tap 

the letter’s key on a keyboard. It will vary from letter to letter, since all 

glyph widths and shapes vary. The full advance width will be the widths 

of the letter and the left and right sidebearings combined. 

| CHAPTER 8 

Times-Roman : figure 8-48 | 

left 

x] Template 
JE Guides 
LJ Hints 

Sidebearings for Uppercase Letters 

Although you will need to rely on your eyes and good judgment in deter- 

mining sidebearing values, there are a few tricks that can help you to get 

started. By using a chart like the one in Figure 8-49, you can estimate the 

sidebearing values of most uppercase letters, based on only a few. The 

common approach is to begin by determining the spacing for H and O. 

Once these have been established, you'll be able to fill in much of the 

chart. Keep in mind that your sidebearing measurements begin and end 

with the outermost strokes of the glyphs, as opposed to their serifs. 

Character Edit Window from the font 

editing software Fontographer. 

315 
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KEY 

™~ same value as sidebearing of H 

half of H’s sidebearing value 

90-95% of sidebearing of H 

same value as sidebearing of 0 

minimum possible sidebearing 

iN 

i 
2 

IN must be spaced by eye 

figure | 8-49 To get a sidebearing measurement for the letter H, you'll have to experiment. 

Sample chart for estimating uppercase 1. Print five rows of Hs, varying the letterspacing from row to row, from 

letter sidebearing values. very narrow to very wide, as shown in Figure 8-50. 

HAHHH CC iiure | 8-50 | 

HHHHH ree exert 

HHHHH 

HHHHH 

HHHHH 
2. Pick the two best adjacent rows, and create three new rows with inter- 

mediary letterspace values. 

3. Repeat step 2 until you are satisfied. 

4. Divide the space between two Hs in half. The result is your prelimi- 
nary value for each sidebearing of H. 
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Next, establish a sidebearing measurement for the letter O. Again, you'll need to experiment. 
Repeat the same process you used to determine the sidebearing values for H, only this time 
use O, as shown in Figure 8-51. 

El ablogin <a @OOOO 
or. . OOOOO 

OOOO0O 
OOOO0O 
OOO0O 

Once you have chosen sidebearing values for H and O, try them out together. 

1. Print this string of letters: HOHOHHOOHH. 

2. Carefully examine the spacing. You may have to adjust the sidebearings of one or both let- 

ters so that they look natural next to each other and when repeated. Remember, the letter- 

spaces must be optically consistent. This means that mathematically, youd want a 

consistent area of negative space between letters, rather than a consistent distance between 

letters. Try to imagine if you were filling in the letterspaces with tiles, spacing the letters so 

that it would take the same number of tiles to fill each letterspace, as shown in Figure 8-52. 

figure | 8-52 | 

Maintain a consistent area of negative 

space between letters. 

3. Repeat steps 1 and 2 until you are satisfied. 

Now it is time to note the values of H and O in your chart. You can apply the H and O side- 

bearing values to letters with similar shapes. 

H’s sidebearing value can be applied to the left sidebearings of B, D, E, F, K, L, P, R, and 

U; to the right sidebearings of J and M (note that the left sidebearing of M will be differ- 

ent); and to both sidebearings of I. 

* O's sidebearing value can be applied to the left sidebearings of C and G, to the right side- 

bearings of D and P, and to both sidebearings of the letter Q. 
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- Half of H’s sidebearing value can be applied to the right sidebearings of B, C, E, and F; 

and to both sidebearings of Z. 

* 90 to 95 percent of H’s sidebearing value can be applied to the left sidebearing of M, to the 

right sidebearings of G and U, and to both sidebearings of N. 

+ The narrowest possible sidebearing value should be applied to the left sidebearing of J; to 

the right sidebearings of K, L, and R; and to both sidebearings of A, T, V, W, X, and Y. 

This leaves only S, whose spacing, like its design, is an anomaly. To determine the sidebear- 

ings for S, juxtapose it between H and O. 

1. Print the string of letters OHHSOSSHOO five times, as shown in Figure 8-53. Use your 

predetermined sidebearing values for H and O, but vary the sidebearings of the S from 

row to row, from narrow to wide. 

west OHHSOSSHOO 
ee ae ee O H HSOS SH O O 

OHHSOSSHOO 
OHHSOSSHOO 
OHHSOSSHOO 

2. Pick the two best adjacent rows, and create three new rows with intermediary letter- 
space values. 

3. Repeat step 2 until you are satisfied. 

Sidebearings for Lowercase Letters 

A similar process can be used to deduce the sidebearing values for lowercase letters. Just as 
you based the uppercase sidebearing values on H and O, you will base the lowercase sidebear- 
ing values on n and o. Please note that since n is not perfectly symmetrical, its left and right 
sidebearing values will be slightly different. A modified chart like the one in Figure 8-54 can 
help you estimate the sidebearing values of most lowercase letters. 
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bod KEY 

bo 4k: 4h same value as left sidebearing of n 

same value as right sidebearing of n 

mi 4h: 4d 4 

ha 42h: 4h A 

5-10% wider than left sidebearing of n 

same value as sidebearing of o 

VVVVWV minimum possible sidebearing 

must be spaced by eye 

- 1’s left sidebearing value can be applied to the left sidebearings of r,b, figure | 8-54 | 

and j; n’s right sidebearing value can be applied to the right sidebear- 
Sample chart for estimating lowercase ing of h; and both sidebearings of m and u will match those of n. 
letter sidebearing values. 

- n’s left sidebearing value can also be applied to the right sidebearings 

of d, i, j, |, and q. 

* The left sidebearings of h, i, k, |, and p should be about 5 to 10 percent 

wider than the left sidebearing of n. 

o’s sidebearing value can be applied to the left sidebearings of d and 

q; to the right sidebearings of b and p; and to both sidebearings of ¢c 

and e (or the right sidebearings of c and e can be slightly smaller). 

The narrowest possible sidebearing value should be applied to the right 

sidebearings of k and r, and to both sidebearings of v, w, x, and y. 

As with the uppercase S, the lowercase s must be spaced by eye. Also, the 

sidebearings of a, f, g, t, and z will have to be spaced visually. For each of 

these letters, to determine the sidebearings, juxtapose them between n 

and o. For example: 
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1. Print the string of letters nsossn five times, with variable spacing, as you did to space the 

uppercase S. Use your predetermined sidebearing values for n and 0, but vary the side- 

bearings of the s from row to row, from narrow to wide. 

2. Pick the two best adjacent rows, and create three new rows with intermediary letter- 

space values. 

3. Repeat step 2 until you are satisfied. 

4. Repeat steps 1-3 with naoaan, nfoffn, ngoggn, ntottn, and nzozzn. 

Once you have assigned preliminary values to the sidebearings of your letters, you'll have to 

go through the character set, glyph by glyph, to make any necessary adjustments to perfect 

the sidebearings values. Test each glyph in combination with H, O, and with itself. For in- 

stance, for A, you'd use a string of letters like HAAHAOAAO. Make adjustments to each let- 

ter’s sidebearings, as needed. 

Using the prior analogy of filling the letterspaces with an equal number of imaginary tiles, 

your eventual goal will be to make the same number of tiles fill the letterspaces between 

every letter combination. Unfortunately, this won't always be achievable because some letter 

pairs have open shapes that create unusually large areas of negative space between them. Just 

do your best to make the letterspacing as optically consistent as possible. Problem pairs can 

be individually kerned later, but first you must optimize the letterspacing of the font by 

choosing appropriate sidebearing values for each glyph. After all, the better the quality of a 

font’s letterspacing, the fewer kerning pairs it will need in the long run. 

Kerning 

Once you are completely satisfied with your letterspacing, it’s time to start kerning. Kerning 

is necessary because even with optimal sidebearing values, some letter pairs will still look 

awkward. Remember, the goal of kerning is to make letter pairs look natural, not necessarily 
to minimize letterspaces. 

When you kern a letter pair using a font editing program, you are telling the computer to pre- 
tend that a specific pair of letters has alternate sidebearing values when they appear next to each 
other in the order specified. This information is coded into the font, so that when users apply 
your font to their body text, the overall texture will appear smooth. For instance, the letters T 
and o have specific sidebearing values, but when a user types To, the right sidebearing of the T 
and the left sidebearing of the 0 would be automatically reduced for improved optical balance 
according to the letter pair’s encoded kerning information. You can apply the autokerning func- 
tion in your font editing program, but as with other automated functions, it is not completely 
reliable. Again, you will need to trust your eyes. 



Font editing programs allow designers to create thousands of kerning 
pairs, and it is common for fonts to have anywhere from 100 to 1,500 
kerning pairs; 100 is usually a bit low, and 1,500 is bordering on exces- 

sive. Some designers choose to kern all the letter pairs of their fonts, but 
most find that between 300 and 800 letter pairs must be kerned to make 

the letterspacing of a font look optically consistent. 

On the charts in Figures 8-55a, b, and c, the most frequently kerned let- 
ter pairs are highlighted. These charts can serve as a guide to help you 

decide how to prioritize your kerning process. However, the final deci- 

sion about which pairs need to be kerned will be yours to make, based on 

how the pairs actually look when set in your font. 

Uppercase kerning pairs 

AY i Al | AP|AK|A? A RIA 
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ke 13 Se iD I eG el KON OP OR SS Tf UW WY We Y @ . 4 8 : 

NK MS SCH MOAOVOAZZHMPAGH TDAAMIAOWD 

Some font editing programs also allow designers to create kerning 

classes, in which the kerning value of a selected letter pair can be as- 

signed to a group of similarly shaped letter pairs. For example, using this 

function, a designer could automatically assign the value for the kerning 

pair yo to other kerning pairs yc, yd, and ye. Kerning classes can save a 

lot of time, but as with autokerning, this function should be used with 

caution and much overseeing and testing. 

figure | 8-55a | 

The most frequently kerned uppercase 

character pairs. 
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Uppercase/lowercase kerning pairs 

ae De Cee ieee ce eee 0 j x 

Aj | 

nfeofc 

FO | M3 : S 

BG] Hp [Ha] Hr [Hs 

NK MEZ<CH4URPOVOZECAHKA-TODMOIWDS 

figure 8-55b | 

The most frequently kerned 

uppercase/lowercase character pairs. 

Throughout the kerning process, you'll need to test your letter pairs. 
Since letters are usually read as word shapes in passages of text, this is the 
best place to test your letterspacing. Generate a preliminary version of 
your font, and set blocks of real (or nonsensical) text in a variety of sizes. 

Make sure to include words with typically problematic letter pairs. Print 
the blocks of text, and examine them closely for any spaces that disrupt 
your reading rhythm. Mark all problematic combinations. Some helpful 
tricks for finding trouble areas include looking at the text upside down, 



Lowercase kerning pairs 
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Mes otc Gent OVO B RB — Kor Doro ao TP 

squinting at the page so it turns to a gray blur, and reversing the text so 

that the letters are white and the background is printed black. These 

techniques can help you to spot inconsistencies in the texture and overall 

color of the passages. Once you have identified necessary changes, make 

repairs and retest. Repeat this process several times until you are com- 

pletely satisfied with all letter combinations. 

New Vocabulary 

sidebearings: the empty spaces to the left and right 

of the letterform on a sort or its digital equivalent 

figure | 8-55c | 

The most frequently kerned lowercase 

character pairs. 
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SPECIMENS 
Soon after the invention of movable type in Europe, printers and type founders began to 

produce type specimen sheets to show off their typeface selections and printing qualities. In 

the 1920s, it became a common practice to produce specimen books, which at first were usu- 

ally catalogs displaying single lines of each available typeface, accompanied by their names. 

Over the years, specimen books became more decorative and more informative. Fonts were 

sometimes displayed as full alphabets including any combination of measurements, magni- 

fied details, additional type styles, and even samples for suggested uses. Eventually, whole 

books were even produced that were dedicated to individual font families. 

Today, designers and foundries continue the tradition of making type specimens to market 

their font designs. The format of these specimens varies widely, ranging from a short line of 

text in a catalog to a whole book dedicated to the variations of a single font, and from an 

artistic poster or brochure to an online interactive catalog. 

Now that you have created your own font, you'll want to select a design strategy for showing 

it off. If you plan to submit your font to an existing foundry, they will have their own specific 

guidelines regarding what sort of sample they need to see to consider it for adoption. 

However, if you plan to market the font yourself, or present it in your portfolio, you will need 

to produce a font specimen in a format that suits your purposes. 

As with any design, the best way to begin is by doing research. Visit the web sites of existing 

foundries to view their online catalogs and to order their printed catalogs. Go to a library with 

a good printing collection, and view historical examples. Also, do some brainstorming about 
what you want your font’s presentation to tell people about it. What sorts of associations and 
uses might your presentation suggest? Who will see the specimen once produced? What sorts 
of information about the font will be relevant to them? Are you presenting a single font or a 
whole type family? How will you distribute your specimen? Does your distribution method 
lead to any size or weight requirements? What are your cost and time limitations? 

Historical Models 

People have been creating type specimens for over 400 years, so historical models can be a 
rich and diverse source of ideas about ways to display your font. 

Line Specimens 

Figure 8-56 shows a line specimen from 1822, which was printed by James Ronaldson of 
Philadelphia. He and his partner Archibald Binny started the first enduring type foundry in 
America, and they were the first to publish a specimen book in America, too. 
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figure 8-56 

Line specimen printed in 1822 by 

James Ronaldson of Binny & 

Ronaldson, the first enduring 

American type foundry. Typeface 

design by Richard Ronaldson, 

courtesy of University of Delaware 

Library, Newark, DE. 

Line specimens can be composed of any number of measures of type. They can display type 

style or size variations, or both. Sometimes the letters appear alphabetically. Other times they 

are arranged to spell words in English, Latin, or other languages. Content of text might 

change from line to line, or the same text might be repeated a number of times, as shown in 

Figure 8-57. Sometimes text is displayed as a series of headlines, as shown in Figure 8-58. 

AMPLITUDE conned 

PLASTIC CHAIRS effortless to stack but not uni 
PLASTIC CHAIRS effortless to stack but not an 
PLASTIC CHAIRS effortless to stack but not it 
PLASTIC CHAIRS effortless to stack but not i 
PLASTIC CHAIRS effortless to stack but not 
PLASTIC CHAIRS effortless to stack but no 
PLASTIC CHAIRS effortless to stack but n 
ANISETTE sstveos 

PLEASANT WEATHER MAKES FOR HIGH SPIRITS 

FB CENTURY AVA ARES FROM POS 

MUNICIPAL GOVERNMENT 
Sewer lines and telephone cables supporting urban life 

HEADLINES 
DRAMATIC EVENTS RECOUNTED IN WRITTEN TEXT 

PLEASANT WEATHER MAKES FOR HIGH SPI 
PLEASANT WEATHER MAKES FOR HIGH 
PLEASANT WEATHER MAKES FOR H 

Journalists scour the world for news 

TELEVISED LIVE AT 12:30 
Events are now reduced to catchy sound bites and fancy video clips 

PLEASANT WEATHER MAKES FO 
WEI BAK 

ANTIQUE CONDENSED : si 

i im ae ise ce is Confirmation 
SPEAKING OFF THE RECORD 
Elected representatives with evasive answers 
NEW INVESTIGATION REVEALS MANY SORDID DETAILS 

ATE in 6996, Cencury Bole Condensed packs plenty of text 
ne typefaces for Ame papers and 
Copnary eee Comte header 

ARMADA é styies 

aes itt — a ure pce on ra 
aurea > 

by the young Mor 
peoreny PES 

ARIAS RLIER PES 

OUTER SPACE Sarita fo au iane nie in sea 

OUTER SPACE beckons to astronauts ins ae 

OUTER SPACE beckons to astronauts it , 

CUTER SPACE beckons ta astronauts 

a *t 
aaa sittin AAAAAAA mnsoooo00crt cut ty 

characters Ra 

figure | 8-5/7 | figure | 8-58 | 

Line specimens, page from specimen book by Font 

Bureau, Font Bureau Type Specimens, 3rd ed., 2004. 

Typeface FB Century created by Greg Thompson and 

Line specimens, page from specimen booklet by Font Bureau, 

1-Line Specimens, 2nd ed., 2004. Typefaces Amplitude (Christian 

Schwartz, 2002), Anisette (Adolphe Mouron Cassandre, Jean 

Francois Porchez, 1997), Antique Condensed (Jim Parkinson, 

1995), and Armada (Tobias Frere-Jones, 1994). 

Courtesy of Font Bureau. 

Font Bureau in 1992, based on original designs by 

Morris Fuller Benton, 1906. 
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Text Block Specimens 

Another way that your font can be displayed is in text blocks. In this format, whole blocks of 

text are set in a variety of sizes and type styles, to give a better sense of how they would com- 

pare with each other as body text. Some of the earliest specimen sheets were printed using 

the text block specimen format. For example, Figure 8-59 is a specimen sheet from 1592 dis- 

playing blocks of text set in two type styles at various sizes. Figure 8-60 shows an example of 

a more recent text block style specimen. 
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strong but lazy. For only about $65, jolly house 

wives made an ‘inexpensive’ meal using quick 
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boxes, Back at my quaint garden: jaunty zin 

nias vie with flaunting phlox. Hark! 4,872 toxic 

jungle water vipers quietly drop on zebras for 
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ly housewives made ‘inexpensive’ meals out 

of 9 quick-frozen vegetables. Jaded zombies 
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mostly fro junk. When we go back to Juarez, 
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quit hard packing of the papier-maché jew 

elty boxes. Back at my quaint garden: jaun 

ty zinnias vie with flaunting phlox. Hark! 

4,872 toxic jungle water vipers quietly drop 

on zebras for meals! New farm hand (pick 

ing just six quinces) praves strong but lazy. 

For only about $65, jolly housewives made 

‘inexpensive’ meals using quick-frozen vege 

tables. Jaded zombies acted quaintly but ke 
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quit hard packing of these papier-maché jewelry 

boxes. Back at my quaint garden: jaunty zinnias 

vie with flaunting phlox. Hark! 4,872 toxic jungle 

water vipers quietly drop on zebros for meals! 

New farm hand (picking just six quinces) proves 

strong but lazy. For only about $65, the jolly 

housewives made ‘inexpensive’ meals using 

quick-frozen vegetables, Jaded zombies acted 

quaintly but kept driving their 31 oxen forward, 

At my grand prix, Dr. Blatz was equally vilified 

for his funky ways. My grandfather spent his 

day quickly carving wax buzzards, mostly from 
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GRUMPY WIZARDS MAKE TOXIC BREW FOR 

THE EVIL QUEENS & JACKS, LAZY MOVER QU 

quit hard packing of this papier-maché jewel 

ty box. Back at my quaint garden: the jaunty 

zinnias vie with flaunting phlox. Hark! 4,872 

toxic jungle water vipers don’t quietly drop on 

zebras for meals! New farm hand (picking just 

just sixty quinces) proves strong but lazy. For 

only about $65, jolly housewives made us ‘in 

expensive’ meal using quick-frozen vegetables. 

Jaded zombies acted so quaintly but kept 

driving their 31 oxen forward, At my grand 
prix, J, Blatz was equally vilified for his funky 

ways. My grandfather spent his day quickly 

carving wax buzzards, mostly from junk. When 

WOFRA WITH ITALIC 12 paiat 

GRUMPY WIZARDS MAKE A TOXIC BREW 

FOR THE EVIL QUEEN & JACK. LAZY MOVE 

quit hard packing of the papier-maché 

jewelry boxes. Back at my quaint garden: 

jaunty zinnias vie with flaunting phiox. 

Harkd 4,872 toxic jangle water vipers qui 

etly drop on zebras for meals! New farm 

hand (picking just six quinces) proves 

strong but lazy. For only about $65, jolly 

housewives made ‘inexpensive’ meats us 

ing quick-frozen vegetables. Jaded zombi 
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figure 8-59 | figure | 8-60 | 
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Text block specimens, page from specimen book by Font Bureau, 
Font Bureau Type Specimens, 3rd ed., 2004. Typeface Griffith 
Gothic created by Tobias Frere-Jones in 1997, based on original 
designs by G. H. Griffith, 1937. 

Text block specimen from 1592, from Printing Types by 

Alexander Lawson. Copyright ©1971 by Alexander Lawson, and 
reprinted by permission of Beacon Press, Boston. 
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An analytical specimen is one that conveys multiple kinds of information in a single layout. 

When William Caslon produced his first specimen sheet in 1734 (see Figure 1-27), his goal 

was to include as much information as possible about the font. He presented it in alphabet 

form, as lines of text, and text blocks at a variety of sizes and type styles. Figure 8-61 shows a 

more recently created analytical specimen, in which the designer has referenced Caslon’s his- 

torically significant one. 

A SPECIMEN 
Produced by The Studio of Providence, Rhode Island 

Livingston typeface designed & digitized by Richard Beatty 

ABCD 
ABCDE 
ABCDEFG 
ABCDEFGHI 
ABCDEFGHIJK 
ABCDEFGHIJKLMN 
ABCDEFGHIJKLMNOPQ 
ABCDEFGHIJKLMNOPQRST 

Quosque 
tandem 
Quosque 
tandem 
CTUO SiC uiLe 
Tragnauesn 
Quosque 

ndem 
a Aue 
Nn 

O S = Use 

fhdeined pesm 
Quosque tandem 
Quosque fapgge 
Quosque tandem 
Quosque tandem 
QUOSQUE TANDEM 

Roman 

14/16 

Italick 

14/16 Bold 

Quousque tandem abu- Quousque tandem abu- Quousque tandem 
tere, Catilina, patientia 

nostra? Quamdiu nos 

etiam furor iste tuus 

12/14 

Quousque tandem abutere, 
Catilina, patientia nostra? 
Quamdiu nos etiam furor 

iste tuus eludet? quem ad 

10/12 

Quousque tandem abutere, Catil- 

ina, patientia nostra? Quamdiu 

nos etiam furor iste tuus eludet? 

quem ad finem sese effrenata 

jactibit audicia? nihilne te noctur- 

9/10 

Quousque tandem abutere, Catilina, 
patientia nostra? Quamdiu nos 

etiam furor iste tuus eluder? quem 
ad finem sese effrenata jactibit audi- 

cia? nihilne te nocturnum presidi- 
um palatii, nihil urbis vigilz. nihil 

Quousque tandem abutere, 
Catilina, 

tere, Catilina, patientia 

nostra? Quamdiu nos 

etiam furor iste tuus 

12/14 

Quousque tandem abutere, 

Catilina, patientia nostra? 

Quamdiu nos etiam furor 
iste tuus eludet? quem ad 

10/12 

Quousque tandem abutere, Catil- 

ina, patientia nostra? Quamdiu 

nos etiam furor iste tuus eluder? 

quem ad finem sese effrenata 

jactibit audicia? nihilne te noc- 

9/10 
Quousque tandem abutere, Catilina, 

patientia nostra? Quamdiu nos 

etiam furor iste tuus eludet? quem 

ad finem sese effrenata jactibit audi- 

cia? nihilne te nocturaum presidi- 

um palatii, nihil urbis vigile. nihil 

patientia 

abutere, Catilina, pa- 

tientia nostra? Quam- 

diu nos etiam furor 

iste tuus eludet? 

quem ad finem sese 

effrenata jactibit au- 

dicia? nihilne te noc- 

turnum presidium 

Bold-Italick 

Quousque tandem 

abutere, Catilina, pa- 

tientia nostra? Quam- 

diu nos etiam furor 

iste tuus eludet? 

quem ad finem sese 

effrenata jactibit au- 

dicia? nihilne te noc- 

turnum presidium 

nostra? 

*Quamdiu nos etiam furor 
iste tuus eludet? quem ad 
finem sese effrenata jactibit 

figure | 8-61 | 

Analytical specimen for 

typeface Phillips, 

designed and digitized 

by Richard W. Beatty 

(reduced in size). 

Richard W. Beatty fonts 

are available from 

www.will-harris.com or 

www.fontshop.com. 
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Figure 8-62 shows a more modernistic approach to creating an analytical specimen. This 

poster is both graceful and concise, while conveying several different kinds of information 

about this font. The unusually large letterform commands attention and invites the kind of 

inspection not typical of a viewer’s experience with body text. Magnifying just a few letter- 

forms to a grand scale can reveal the graceful nuances of the glyphs’ forms, while making a 

bold stylistic statement. The specimen pictured in Figure 8-63 takes this approach one step 

further, focusing on just sections of a few selected characters in order to highlight stylistic 

characteristics typical to the font. 

-— 
Présence 

Thierry Puyfoulhoux (2000) 
figure 8-62 

Analytical specimen poster of the 

typeface Présence, designed by Thierry 

Puyfoulhoux of Présence Typo in 2000. 

Présence est un caractére de texte sans empattement 
Les styles “baton” se sont répandus au court du xx *™ siécle 

Leur utilisation est maintenant géneéralisée: presse, publicité, signalétique. 

RATS SSS jes 
ABCDEFGHJKLMNOPOQRSTUVWXYZ ABCDEFGH/KLMNOPQRSTUVWXYZ 
abcdefghijklmnopqrstuvwxyz abcdefghijklmnopqrstuvwxyz 
1234567890%€& 1234567890%€& 

At vero eas et accusamus et iusto odio dignissimos ducinus qui blanditiis prae 
sentium yoluptatum deleniti atque corrupti quos dolores et quas molestias excep- ae n n Nn i | 
tun sint occaecati cupiditate non provident, similique sunt in culpa qui officia des 
erunt mollitia animi, id est laborum et dolorum fuga. Et harum quidem rerum 
facilis est et expedita distinctio. Nam fibero tempore, cum soluta nobis est eligen: 
di optio cumque nihil impedit quo minus id quo us, 

is, Temporibus autem quibus 
sitatibus saepe eveniet ut et voluptates 

Simwenmnnmer H/11234567890 
N 1234567890 

Les chiffres suspendus 
eur ur langeur 

Cavoserwe Raat “www presencetypo.com + Thierry Puyfoulhoux » Pontfrache 05200 Embrun/France + tel: 04 924333 59 *Copynght © 2002 Présence Typo. All Rights Reserved. 
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Type in Use 

Since fonts are usually purchased for their utilitarian value, displaying 

specimens of your font in use can be a good marketing technique. Not 

only can it give potential customers ideas about how to use your font, it 

can also reinforce any cultural or emotional associations you are hoping 

will be assigned to your font by viewers. 

figure 8-63 | 

Artistic specimen of the typeface FF 

Dax, designed by Hans Reichel in 

1995/1997, layout by Wim Westerveld of 

NEON, for FontFont, FSI FontShop 

International, 2004. 
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The font specimens in Figure 8-64 were originally issued in the 1940s as 

part of a specimen book of typefaces by Lucien Bernhard. Each speci- 

men displays a collage of fictional signage, each with a distinctive per- 

sonality. When the fonts were digitally revived in the 1990s, these 

specimens were also. 

A more recent example showing a similar strategy is pictured in Figure 

8-65. In each of these specimens, a distinctive personality has been affili- 

ated with a font by incorporating it into a cleverly familiar vernacular 

format. In this way, the designer engages each viewer who feels nostalgia 

for the cultural reference, providing a sense of inclusion to those who 

recognize them. 

@|.. TYPE 
Poe Senvice cate: FOR SERVICE Catt: Ok SERVICE CAL 

CApitol 7 CApitol 7 

L277) 
ia 5) CORNHILL 

This ia @ Specimen of MESSAGE BOSTON:MASS This ja specimen of BUCKEYE 

figure | 8-64 | 

Magnet type specimens simulating possible uses of the revived typefaces Tradition, 

Buckeye, and Touraine, created by Joe Freedman of Sarabande in 1993, based on original 

designs by Lucien Bernhard for American Type Foundry, circa 1940. Courtesy of Sarabande. 

Sas : 

“Certificate of Excellence 

This is. to certify that you will achieve 
cllence in the exciting field of advertising ¢ 
graphic desiyn by wsing these script fonts \ 
to creute award certificates, invitations, 
and cigar boxes. Gou will soon 

define yourself ameng your peers @ 
L : : th cur elegance ¢ charm! 4 

VANCOUVER, B.C. (Canada) ' 

KEYSTONED™ Family ® 0123456789@$&!? TOTAL JISORDER™ CAMILY 2 123456789321? Prints Charming sia Family © CS 25GH7SV See! ? 
ABCDEFGHJKLMRSTUabedetghilmnoprst ABCUEGHILMUFKSTUVABCDESGHLMNOPRST c¥ PD RGWVAMACPA Yabedefiklnogrst 

c/o TYPEART® Toundry Ihc. 

POINT SIZE™ Magazine 
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Rental] Centre 

figure | 8-65 | 

Type specimens simulating possible uses of the typefaces Keystoned, Total Disorder, and 
Prints Charming, by Lloyd Springer of The TypeArt Foundry Inc. 



Artistic Specimens 

Sometimes designers incorporate 

type into a more artistic format to 

emphasize the font’s expressive qual- 

ities, and to associate a marketable 

image with the typeface. Figure 8-66 

shows an artistic type specimen de- 

sign from 1933, in which the Art 

Deco layout enhances the elegant 

upbeat persona of the typeface. 

Today, designers continue to create 

specimens that demonstrate the 

emotive capabilities of their fonts in 

artistic formats. For instance, the de- 

signer of the font featured in Figure 

8-67 used characters as composi- 

tional elements to create this ab- 

stracted artistic specimen poster. 

Many times, designers create power- 

ful artistic type specimens by incor- 

porating imagery into their designs. 

For instance, the contrasting dainty 

and grungy qualities of the typeface 

showcased in Figure 8-68 are recon- 

ciled by imagery that suggests nostal- 

gia for glories past and a sense of 

refinement that has become shabby 

with age. 
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No. 25 

ae 

figure 8-66 figure 8-67 

Artistic type specimen for the typeface Artistic type specimen of the typeface 

Stygian Black No. 25, by Ludlow Auto Suggestion, designed by Neville 

Typograph Company, 1933. Courtesy of Brody of Research Studios in 1993. 

Steven Heller and Louise Fiji. 

figure | 8-68 

Artistic type specimens of the typefaces Memory Lapses, Diesel, Nars, and Carimbo, 

by Eduardo Recife of Misprinted Type. 
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Specimen Book 

The form of a specimen book can range from a short pamphlet to a 

bound hardcover book. Its content can focus on the details of a particu- 

lar font family, or it can catalog all the offerings of a foundry. Any com- 

bination of the specimen formats discussed here can be incorporated 

into a specimen book. 

Figure 8-69 shows some pages from the catalog of a small foundry that 

took a unique approach to showcasing their fonts. They invited designers 

to render texts of their own choosing, using the foundry’s fonts. The re- 

sulting designs were compiled into a catalog of artistic specimen posters. 
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figure | 8-69 | 

Type specimens designed by Gabriel 

Martinez Meave, Rares Malureanu, and 

Jean-Fran¢ois Porchez for the typefaces 

Rayuela, Borges, and Quimera, designed 

by Alejandro Lo Celso of PampaType 

in 2002. 



Online Specimens 

Before the digital revolution, printed specimen books were the most 

common and essential marketing tools for fonts. However, the intro- 

duction of computers to the design scene has not only influenced the 

way that fonts are generated and printed, it has also changed the way 

they are marketed and sold. Now, many foundries have web sites where 

they display their wares. 

Digital font specimens have some different limitations and capabilities, 

compared to their printed counterparts. On one hand, the low 

resolution can rarely do justice to the detailed designs of typefaces, so 

printed specimens are still considered necessary by many foundries and 

their customers. On the other hand, a digital specimen is much cheaper 

to produce than a printed one, and consumers can purchase and 

download the fonts directly from web sites without having to wait. The 

elements of time and motion can add interest to the specimen’s layout, 

and can aid user navigation. Since online formats can be interactive, 

specimens showing alternative views of a font can be linked, and 

rollovers can allow users to toggle between views. Some online 

specimen formats even allow users to “test drive” fonts using a digital 

typesetter like the one shown in Figure 8-70. 

2h sworn myfonts.com/fontsAnotype/optimafoptmartestarventm! 
"Something suitable for a French theater? Type 

french theater! 

WhatTheFont | COs | Specials | Starlets | My Account | Help 

Test Drive 
Up to family: Optima | Style Details | Character Map | Test Drive 

w=) View pricing ancl 

4 availability Optima 
Add to Album 

[72 points M@l'YourTetHere = =sss———SCSCSC=«id'_ Chang Sample Text) 

Your Text Here 
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figure | 8-70 | 

Online digital typesetter lets users “test 

drive” fonts; screenshot of MyFonts.com 

Test Drive at www.myfonts.com. Courtesy 

of Bitstream, Inc. 
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Figures 8-71a and 8-71b picture screenshots from one foundry’s web site, in which all the 

foundry’s offered fonts are displayed. When the cursor is rolled over any cell, it is highlighted, 

and a larger specimen appears that includes letters from each of the font’s type styles. When 

the cell is clicked, a new screen displays sample alphabets in all the font’s available type styles. 

A printable specimen can also be downloaded from the site in a PDF format (8-71c). 

figures | 8-71a and 8-71b 

Online type specimens at www.psyops.com, featuring the typeface Oculus, 

designed by Rodrigo X. Cavazos of PSY/OPS Type SF in 1996. 
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A page from the PDF document of type specimens, PSY/OPS Lineguide, 
from www.psyops.com, featuring the typefaces Oculus by Rodrigo X. 
Cavazos, Inégalé by Matthijs van Leeuwen, Aperto by Paul Veres, and Reform 
by Anuthin Wongsunkakon. Courtesy of PSY/OPS Type SE, 2003. 
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CHAPTER 8 

Innovative Approaches 

Of course, the creativity you can apply to creating font specimens is limitless. Any format 
that suits the purpose of informing customers about the features of your font might be vi- 
able. Figure 8-72 shows a particularly innovative approach taken by one foundry in creating 
font specimens; the foundry produced a promotional pack of cards, each bearing a unique 

specimen of a particular font offering. 
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Designing a font well is a long, arduous, and painstaking task. People 

seem to either love it or hate it, depending on their preferences for detail- 

oriented work and their feelings about type. Those who wish to try their 

hand at designing a font can make their task much easier by keeping 

good records, conducting a significant amount of research, selecting an 

appropriate design strategy, and making well-planned decisions about 

the font’s design elements. The quality of a font is often judged by its op- 

tical consistency, its legibility, and its readability. Since appropriate spac- 

ing is incredibly important to the legibility and readability of a font, 

assigning sidebearing and kerning values should be done with great care 

and extensive testing and retesting. Once completed, designers and 

foundries produce type specimens to market their fonts to the public, 

using a wide variety of formats. 

Type specimens printed on playing 

cards designed by Richard Kegler of 

P-22 Type Foundry. 
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in review 

What questions should you consider when planning a new font design? 

What kind of research should you conduct before beginning to design a font? 

What preliminary decisions will help to ensure consistency in the design of your 

character set? 

Why would you choose one rendering method over another? Explain an appropriate 

use for each method discussed. 

What are overshoot guidelines, and what is their use? 

Discuss the legal and moral implications of reviving or modifying an existing font. 

Which letterforms can be derived from which other letterforms? 

Describe three optical illusions that will influence the way you design specific letters. 

How can you test the characters and spacing of your font? When should you perform 

these tests? 

. Why ts kerning important to font design? 

11. Describe three specimen formats and their most appropriate uses. 
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eX EV CLISES 

Create a type scrapbook of characters, words, or text blocks that attract you. Search 

printed materials and web sites for text to photocopy, clip, or print. Compile at least 

forty examples into your scrapbook. Write notes in the scrapbook about what interests 

you about each selection. 

Collect examples of printed type specimens. Online specimens might be available for down- 

load in PDF format, or you can take photographs or make scans of printed matter. Printed 

specimens might be found in libraries and used bookstores, or can be ordered from foundries. 

Visit the web sites of several foundries. Compare and contrast how each displays their fonts. 

Write a plan to design a font that describes “who, what, where, when, why, and how.” 

a. Describe and defend the rendering method you plan to use to create your font. 

b. Make decisions about the guideline proportions, contrast, angle of stress, and terminals 

of the font you plan to design. Draw diagrams to illustrate your choices. 

c. Organize your character set into a chart according to planned similarities of shape and 

width. Using the information in this chapter as a guide, decide which characters will be 

derived from others for your particular font. 

d. Design the letters |, H, 0, and V of your font. 

e. Design all the letters of your font that are necessary to create a type specimen reading 

HAMBURGEFONTSIV or hamburgefontsiv. 

Practice spacing letterforms by eye, manually. Cut one hundred letters from a page in an old 

magazine. Draw guidelines on a piece of white paper, and use tweezers and glue to attach 

the letters in a new order, creating five rows of twenty letters, plus wordspaces, so that the 

spacing looks natural, and the text block's texture looks smooth. 

Design a type specimen sheet, poster, or web site to market one or more fonts of your choice. 

Go to an online font archive like www.myfonts.com, or a similar web site. Select any type- 

face that interests you. Make note of the font’s title, and the foundry that owns it. Open the 

character map for the typeface you have selected. Select any three capital letters, one ata 

time, and copy the JPEG file of each to your hard drive. Next, print the images of the three 

letters you selected. Without referring back to your original source, or to other similar fonts, 

use the three letters you printed as a basis for designing ten of the remaining twenty-three 

characters of the alphabet. After you have completed your designs, go back to your original 

source, and print the font's versions of the same characters you designed, for comparison. 

Consider your design choices and compare them to the original designer's design choices. 
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objectives 
e Understand communication theory 

e Understand the responsibility of designing visual communications 

e Enhance personal creativity through active brainstorming and visual collecting 

e Create graphic resonance in a design 

e Match (and mismatch) the form to the message in purposeful ways 

e Investigate and analyze a variety of ways and reasons that designers choose 
to either follow or break typographic “rules” 

introduction 

The written word is an extension of the spoken word; however, the written word by- 

passes all the verbal and gestural cues that normally help us interpret the meanings of 

words we hear. For instance, facial expressions, tonal inflections, and hand gestures 

can help us to understand the same word or sentence as funny, affectionate, friendly, 

rude, sarcastic, or mean. Someone loudly yelling the word “stop!” with her hand ex- 

tended and her palm facing you is probably trying to communicate a different meaning 

than a person who laughs coyly and waves her hand as she says the same word. 

For this reason, it is important that designers create effective visual forms. After all, a de- 

signer’s primary concern must always be communicating the message in question. Creating 

layouts that are visually pleasing is not enough—a design's purpose is to communicate. 

That is the difference between creating a design and creating art: while art is an 

expression created by an artist to please him or herself, a designer uses the same tools 

and vocabulary, but to communicate a message to an intended audience while 

expressing the vision of a client. The message may be social, political, or economic; the 

intended outcome might be for the audience to make a purchase, support a cause, vote 

for a candidate, watch a television program, or learn about a social concern. 

The first step in communicating effectively using type is to determine exactly what you 

want to communicate. What type must accomplish in any design depends heavily on the 

audience and on the message. Designers set specific design goals, taking into consider- 

ation the specific needs and tastes of their audiences, as well as the content, meaning, 

and mood of the design's message. 
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figure | g-1 

Communication chart: sender, receiver, 

and message. 
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History has shown us that design carries the power to influence peo- 

ple’s beliefs about themselves, their communities, and their environ- 

ments. Creating designs that might influence values and economics 

is a serious responsibility. Designers must understand how to com- 

municate effectively in order to create designs that successfully con- 

vey deliberate messages to intended audiences. 

COMMUNICATION THEORY 
Understanding how to communicate effectively is based on the principle 

that all learning is active. That is, every audience actively chooses which 

messages to pay attention to, every audience actively interprets the 

meaning of messages according to their own knowledge base and set of 

experiences, and every audience actively decides how to react to received 

messages. The implication of this is that designers cannot assume that an 

intended message will reach, be understood by, or evoke the intended re- 

action from its intended audience. 

However, designers are not powerless to effect the likelihood of success- 

ful transmission of their messages. Understanding how communication 

works, and where it is most vulnerable, can help designers to visually 

communicate more effectively. 

The Sender, the Receiver, and the Message 

Any design begins when an individual or organization wants to communi- 
cate a message to an intended audience. The message might be social, po- 
litical, medical, religious, or economic in nature. We'll call the individual or 
organization that wants to send the message the sender, and we'll call the 
intended audience the receiver. Figure 9-1 illustrates this relationship. 

message 
SS ee 

—_ —_ —_ — 
—— = 

— as 

Now let's imagine three specific senders who want to send messages to 
three specific receivers, so that we can trace the path of the transmission 
of the messages. 



Example 1: An organization called the National Association of 
Librarians (NAL) wants to send a message to the schoolchildren of 
America, telling them that “Reading is cool!” In this case, NAL is the 
sender. The schoolchildren of America are the receivers, and “Reading is 

cool!” is the message. 

Example 2: Ms. Frank, the owner of the Juicyburger Diner in Baltimore, 
wants to tell the people of Baltimore to eat at her restaurant. In this case, 

Ms. Frank is the sender. The people of Baltimore are the receivers. The 

message is “Eat at the Juicyburger Diner.” 

Example 3: The Big Bad Wolf wants to lure Little Red Riding Hood to 

Grandma’s house so he can eat her for dinner. In this case, the wolf is the 

sender, Little Red Riding Hood is the receiver, and the message is “Come 

to Grandma’s house.” 

The Source 

Now, you may have noticed that some of these senders might be rather un- 

convincing spokespeople for their audiences. NAL seems a bit too stuffy to 

interest schoolchildren, Ms. Frank doesn’t look too healthy, and the Big Bad 

Wolf is not exactly Little Red Riding Hood’s trusted friend! 

Each sender, for their own reasons, decides to use a source to communi- 

cate their message. The source will be the person or organization that the 

audience will perceive to be the sender. 

NAL has decided to adopt a fun mascot—Libby the Bookworm—to send 

the message to the children of America. Ms. Frank is choosing to remain 

anonymous, and send her messages from “the folks at the Juicyburger 

Diner.” The wolf will pretend to be Grandma in order to make his mes- 

sage seem credible to Little Red Riding Hood. Libby the Bookworm, the 

folks at the Juicyburger Diner, and Grandma are all sources. The re- 

ceivers will perceive them to be the senders, whether they truly are or 

not. Figure 9-2 updates our illustration of the communication process. 
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figure | 9-2 | 

Communication chart: source. 
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figure 9-3 | 
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The Sociocultural Environment 

Each sender must somehow encode the message by selecting and combining words and sym- 

bols to create the message. However, each sender will naturally make selections according to 

his or her own understanding about the meanings of language and symbols, because each 

sender has his or her own realm of experience to draw upon. Encoding of the message will be 

filtered through the sender’s sociocultural environment—the social and cultural realities per- 

ceived by the sender in relation to the world. The receiver also exists within a sociocultural 

environment and will decode the message according to his or her own understanding of lan- 

guage and symbols. 

So you can see that the sender can increase the likelihood of successful transmission of the 

message by selecting language and symbols that will communicate effectively with the spe- 

cific intended audience. In Figure 9-3, we add the encoding and decoding steps to our com- 

munication process. 

—_—_ — 

message — —~ — 
—— =< 

Communication chart: encoding and decoding. 

The Medium 

The sender must also select a medium by which to send the message. For example, the sender 
might print the message in a brochure, flyer, magazine, or on a billboard. The sender might 
also buy a commercial on television or radio or send printed materials through the mail. 

Continuing with our example, perhaps the NAL board of directors votes to advertise in a 
children’s magazine, Ms. Frank has take-out menu flyers printed to give out to established 
and potential customers, and the Big Bad Wolf sends a dinner invitation through the mail. In 
these cases, the magazine, the flyers, and the invitation each represent the mediums that the 
senders use to carry their messages to the intended audiences, Figure 9-4 shows the addition 
of the medium to the communication process. Notice that the medium carries the message. 
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figure 9-4 

Communication chart: medium. Noise 

Unfortunately for the senders, there are a number of obstacles that might interfere with suc- 

cessful transmission of their intended messages. We call these obstacles noise, named for the 

sound of static that we hear on the radio when the signal experiences interference. Noise that 

interrupts visual communication tends to happen in three key places along the communica- 

tion route we have established. 

Semantics 

The first place where a designer must be wary of noise is in the selection of language and 

symbols for the message. The designer must be sure to understand what message the client 

(or sender) wishes to transmit, and who the intended audience is. It is the designer’s job to 

select words and symbols that will convey the appropriate meaning to the intended receivers. 

The designer must learn enough about the receivers’ sociocultural environment to select 

symbols and language that will be meaningful and appropriate to convey the message. 

For example, if NAL creates an ad using graduate-level vocabulary, the schoolchildren may 

not understand the advertisement. If Ms. Frank chooses symbols that are unappetizing or of- 

fensive to her customers, they may not want to visit her restaurant. If the wolf uses paw- 

prints instead of letters to write out his message, Little Red Riding Hood won't be able to 

read his invitation. In Figure 9-5, we have added semantic noise to the illustration of the 

nication process. : 
ye P figure | 9-5 

Communication chart: semantic noise. 
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Internal Noise 

The next place where noise can occur is in the medium that carries the 

message. Just as a radio might have static that obscures the announcer’s 

voice, a message might be overlooked because of competing messages or 

distractions within the medium, or because of poor layout or location. 

For example, NAL might choose a magazine for teens instead of one for 

children, or the ad might be buried in the back of the magazine where 

children rarely look. Ms. Frank’s menu-flyer might have a confusing 

layout that drives customers to order from a competing restaurant. The 

layout of the wolf’s dinner invitation might look more like a holiday card 

to put on the mantle, and Little Red may never realize it’s actually an 

invitation. In Figure 9-6, you can see that internal noise happens within 

the medium that carries the message. 

figure | 9-6 | 

Communication chart: internal noise. 

External Noise 

A third source of noise comes from other messages outside the medium 
that compete for the receiver’s attention. Other magazines on the newsstand 
might distract schoolchildren from buying the one with NAL’ advertise- 
ment in it. Other restaurants on the way to the Juicyburger Diner might 
look equally enticing and more convenient to potential customers. Other 
mail in the mailbox might distract Little Red Riding Hood from even open- 
ing the invitation to Grandma’s house. In addition, the receivers might get 
phone calls or e-mail or turn on television programs or have homework, 
jobs, or visitors—all of which might prevent them from ever seeing, read- 
ing, or understanding the senders’ messages. An enormous amount of in- 
formation floods our senses daily, each item competing for our attention, 
and we cannot possibly assimilate all of these messages. Every receiver se- 
lects which messages to focus on, and which ones to ignore. It is a designer’s 
job to get the receiver's attention, communicate the message effectively in a 
way the receiver can understand, and make an impression that causes the 
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receiver to remember and act on the message. In Figure 9-7, external noise 

has been introduced into the communication process. 

ISE 
Feedback figure | 9-7 | 

One last step in the communication process is feedback. Sometimes | Communication chart: external noise. 

receivers will provide feedback about messages by sending their own 

messages to the source or to the medium. For instance, a child might 

write a letter to the source Libby the Bookworm, telling her about a book 

he enjoyed. A parent might send an e-mail to the editor of a magazine, 

thanking them for printing NAL’s advertisement. Little Red Riding Hood 

might call Grandma on the phone to tell her that she can’t come to visit. 

Sometimes senders solicit feedback from receivers, since this is an 

effective way to learn about how effectively the communication process is 

working. For example, Ms. Frank might leave questionnaires on the 

tables, asking customers to rate the service and the food they received. 

Figure 9-8 demonstrates the final phase of the communication process: 

feedback. Notice that just like the sender's message, the receiver's feedback figure | 9-8 | 

must also travel through semantic, internal, and external noise to reach its 

intended audience. Communication chart: feedback. 
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Implications of Communication Theory 

Understanding communication theory gives designers useful insights about designing for an 

audience. The first is that receivers are active participants in the communication process— 

not just passive receivers of unquestioned information. Receivers will choose whether or not 

to act on the new information, according to their own sociocultural backgrounds. 

Another implication is that any message may or may not be received correctly or in full by its 

audience, due to the distortions and distractions of noise. Understanding this helps designers to 

create concise designs that navigate readers from the most important information to the least. 

This understanding also helps designers to consider their designs holistically—taking into ac- 

count that they must contend with both predictable and unpredictable competing messages. 

A third important point is that senders can increase the effectiveness of transmission of their 

messages by requesting feedback early and often. This is why as designers, we critique our 

work before it is finished—so that we can hone our messages throughout the design process 

in order to promote effective communication while maximizing our use of time. 

A last implication is one that should affect us all as consumers. Realizing that the source isn’t 
always necessarily the true sender of the messages we receive can inspire us to practice a 
healthy amount of skepticism and critical thinking as receivers of information in the com- 
munication process. 

GRAPHIC RESONANCE 
An important concept that helps designers enhance the communicative nature of their de- 
signs 1s graphic resonance. Graphic resonance refers to the underlying tone of a design. The 
designer sets the tone by utilizing connotative elements in the design; that is, elements that 
evoke emotions or suggest associations with familiar experiences and memories. The second- 
ary messages that connotations can convey can be very powerful, and so must be applied 
with great thought. 

When we speak, we set the tone of our messages by using tonal inflections, gestures, and fa- 
cial expressions. Since printed type bypasses these communicative devices, designers must 
use other techniques to create graphic resonance. As you will see in the examples that follow, 
designers can select, place, and manipulate text in ways that match type to its message to cre- 
ate emphasis, reiteration, or harmony; or they can intentionally mismatch them to create 
irony, surprise, or dissonance. Creatively used, type can physically suggest a mood, a time pe- 
riod, a familiar experience, a cultural phenomenon, or an action. 

Graphic resonance is as important as legibility to the conveyance of a message. Some design- 
ers argue that it is even more important. The layout in Figure 9-9 warns designers against re- 
lying too heavily on legibility to communicate effectively. For each design you create, you will 
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need to weigh the demands of legibility and style to create an effective balance. You will need 
to determine the most appropriate combination of graphic resonance and legibility, for each 
specific design challenge, in order to optimize communication. The correct balance for any 
design will depend on your intended audience, the demands of the medium that will carry 
your message, and the wishes of your client. 

figure | 9-9 
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Legibility vs. Communication designed 

by David Carson of David Carson 
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Defining Creativity 

A creative person is someone who can imagine an array of alternate solutions to one prob- 

lem or challenge. Simply using the most obvious “tried and true” solutions may sometimes 

be appropriate, but might not offer the most creative results. To express creativity, a designer 

must be willing to apply time and energy to inventing and considering new and different 

strategies for achieving goals. Sometimes new creative solutions are better than the com- 

monly accepted ones, other times they are not. 

Designers are constantly challenged to use creativity to bring out the most connotative and 

expressive qualities of type; that is, qualities that will evoke emotions and associations. The 

braver designers try using type in new ways, and some become trendsetters. However, as de- 

signers imagine the vast possibilities of how to communicate their client’s messages, they 

must also be bound by the vision and limitations of their clients. Finding creative ways to ex- 

press the client’s vision to the intended audience—within the boundaries of the client’s fiscal 

limitations, tastes, and preconceived ideas—gives structure to each design challenge. 

Sources of Creative Inspiration 

How can a designer evoke his or her own creativity? Particularly creative designers will tell 

you that they are able to come up with interesting creative ideas because they are willing to 

brainstorm and consider the wide range of ideas that brainstorming brings. When you 

brainstorm, it’s best not to reject or fall in love with any one idea immediately. Remember 

that there is more than one correct solution to any design problem; be open to considering 
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a variety of solutions. Think about the graphic resonance you hope to achieve in your 

design; what visual cues could you incorporate into the design that would suggest the ideas 

and moods you want to convey to your target audience? This may mean researching the 

tastes and symbols that are meaningful to your audience. It may also include researching 

and evaluating how other contemporary and historical designers have solved similar 

design problems. 

Creative designers also keep their eyes open, constantly evaluating and enjoying the things 

they see. They aren’t afraid to deconstruct visual ideas and recombine them to form new 

ones. Just noticing visual stimuli can help boost creativity. Keeping a scrapbook of the images 

and uses of type that appeal to you can help you to analyze and organize your ideas. Jotting 

down your impressions about the images you collect can help you to better understand your 

own preferences and reactions to what you see. Don’t limit yourself to established sources for 

designers, like books, magazines, and web sites about design. Look all around you at both 

fabricated and natural objects, consider arts that tempt all the senses, and relate your own ex- 

periences to visual expressions. In this way, you will heighten your awareness of your sur- 

roundings, and find more ideas at your disposal. 

Following and Breaking the “Rules” 

In previous chapters, we discussed a number of “rules” about how to use type. Most of these 

rules are meant to promote legibility or cater to prevailing cultural preferences and tradi- 

tions. Typographic rules have some important functions. Using type in traditional ways can 

prevent the physical form of type from competing with the content of the message it carries. 

The predictability of using type in conventional ways can increase readability and therefore 

can increase reader comprehension. In addition, a shared understanding about how type 

should function can streamline the printing process, since specifications can be easily com- 

municated and errors can be easily recognized and corrected. 

However, designers who have boldly experimented 

New Vocabulary | with type by breaking traditional rules have forged 

new channels for design, and have started new tradi- 

connotative elements: evoking emotions or sug- tions and trends. A designer who understands the 

gesting associations with familiar experiences rules” of typography can make educated decisions 
or memories 

graphic resonance: the underlying tone of a design, 

set by utilizing connotative elements in the design 

about how and when to break them for a most effec- 

tive outcome. Breaking these rules should always be 

done as a conscious decision, driven by defensible 

reasoning and strategies. More than likely, if your 

design breaks commonly accepted typographic rules, 

you will be asked to defend your deviation from tradition from a design standpoint—to your 
clients and to other designers—so be prepared to explain your choices. 



CREATIVE STRATEGIES 
An enormous selection of typefaces is available to 

designers; many of these typefaces can be down- 

loaded for free from the Internet. Some are better 

designed than others, but regardless of structural 

integrity, consistency, and legibility, many type- 

faces can evoke desired emotive qualities when 

carefully applied. 

Designers use a wide variety of strategies to 

creatively apply text in ways that produce graphic 

resonance. As always, designers work to balance the 

needs of legibility and style to convey their 

messages most effectively. Sometimes they use their 

knowledge of typographic standards to guide their 

designs, and sometimes they use that knowledge to 

forge paths around the traditional “rules” of 

typography. Some of the tools that designers use to 

establish graphic resonance are _ visual 

correspondence, visual irony, visual exaggeration, 

visual rhythm, and visual distortion. 

Visual Correspondence 

When a typeface visually reinforces the content of 

text by creating associations with familiar 

experiences, time periods, or cultural 

phenomenon, this is called visual correspondence. 

For example, the nineteenth-century wood type 

fonts used in the political poster pictured in Figure 

9-10 evoke a patriotic “old time” graphic resonance 

that makes the candidate seem accessible, likeable, 

traditional, and devoted to his cause, while the 

textual content proves he has a sense of humor. In 

Figure 9-11, the fingerprint patterning of the 

typeface subtly suggests that “art is...” about 

individuality of expression. This association is 

based on the fact that our culture recognizes 

fingerprints as marks of personal identity. 
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figure 9-10 | 

Leslie Davis poster designed by Glenn Gray of Clarity Coverdale 

Fury for the Leslie Davis for Governor campaign, 2003. 

Bolt nanitt 

na 

figure 9-11 | 

Art Is poster designed by Paula Scher of Pentagram Design for 

the School of Visual Arts. 
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Visual Irony 

Sometimes designers use visual irony, injecting satire and surprise to propel their messages 

by selecting typefaces that contrast with the text’s content. In Figure 9-12, Linotype type 

foundry purposefully mismatched the typeface with the message to emphasize their wide se- 

lection of typefaces. The image displays an inappropriately whimsical and girly font, spelling 

the words “NYPD POLICE” on the side of a police car. The byline reads “More than 5,500 

original typefaces — also the right one!” 

In Figure 9-13, the designer has created a sense of visual irony by juxtaposing contrasting 

themes of nature and technology—turning the kernels of corn into a computer keyboard, 

right there on the cob! 

figure 9-12 

Police Car advertisement, 2004. Courtesy 

of Linotype Library GmbH. 

Used typeface: ITC Jeliybsby™ by Linotype 

More than 5,500 original fa ~ als Ty) ibrar) Plas more then 1,00 fonts in Openypes all tYpE~ = 
www.linotype.com 

Send for Free information With Reader Sermcy Cacd. Circle O17 

ve 

figure 9-13 
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Cela95 Nature & Technology Council of as api ete peace 
Educators poster by Paula J. Curran of ANN sen SAR? PIRSSBADE SIDER 2 
Iowa State University Department of Art als oe ee 
and Design for the Council of Educators 

in Landscape Architecture, 1995. 



Visual Exaggeration 

Content can also be reinforced through visual exag- 

geration of type by placing text in ways that seem to 

act out the content of the text, or attempt to simulate 

the experience being described. In Figure 9-14, the let- 

ters are arranged so that the word “Twisted” seems to 

twist and contort. 

Visual Rhythm 

Designers use rhythmic devices to create graphic reso- 

nance in their designs. Visual rhythm can be achieved 

through the creative use of repetition, overlap, move- 

ment, alignment, spacing, reading gravity, and contrast 

to produce interesting and refreshing results. 

Figure 9-15 uses repetition, overlapping, and emotive 

type styles to visually simulate the experience of 

scratching a persistent itch. 
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figure 9-14 

Book cover for Twisted, designed by Arlette Brouwers & Koos 

van der Meer of Studio de pal, Netherlands, for NAI 

Publishers, 2001. 

figure | 9-15 | 

Self-promotional holiday card, Scratch and Itch, by Chris 

Froeter of Froeter Design Company, Inc., 1996. 
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Repetition 

In Figure 9-16, the designer has created 

an innovative wrapping paper design by 

using repetition. Repeated characters are 
— 
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Overlap 

The poster shown in Figure 9-18 presents a much darker graphic resonance. The awkwardly 

spaced overlapping letterforms, angry scribbles, and unclear imagery combine to create a 

disturbing, sporadic rhythm that expresses a dissonant, confused, and fearful tone— 

emphasizing the disturbing nature of social injustices that Amnesty International exists to 

combat and the urgency of their mission. 

Ex —— ae aa figure | 9-18 | 

Poster by Joan Dobkin for 

What Apso 0 tI . Amnesty International, 1991. 
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Movement 
RUS FESTIVgy 

The designer of the poster shown in Figure 9-19 used a 

variety of techniques to integrate the text with the 

imagery in ways that create a sense of motion and an 

energetic, fun graphic resonance. The figure juggles the 

characters that spell “Bumbershoot 1989”—their 

movements are indicated by the motion lines of text 

that stream behind them. The repetitive arms and faces 

indicate the movements of the juggler over time. The 

overlapping rotated logo on the barrel he balances on 

indicates that it is rolling, and that the feat he performs 

in front of the amazed crowd is both thrilling and 

astounding. 

Digital media allows designers to add the dimension of 

time to their designs so that motion can be literal. In 

Erykah Badu’s web site about her music 

(www.erykahbadu.com), handwriting and drawings are 

sketched onto the layout in front of the viewer’s eyes, 

creating a flowing, rhythmic welcoming graphic 

resonance. Rollovers reveal additional handwritten 

words, doodles, and splatters of color that easily integrate 

into the collage-style design. Arrows appear and 
disappear, indicating the navigational structure. Small 
and oddly shaped pop-up windows with hand-drawn 

outlines seamlessly become a part of the layout, adding 
new information while keeping the viewer from feeling 
like they’ve left the original home page (Figure 9-20). 

figure | 9-19 | 

a, 

Bumbershoot poster by Art Chantry for 
One Reel and the Seattle Arts 

Commission, 1989. 
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figure 9-20 

Screenshots from web site containing artwork and photos by 

Erykah Badu, www.erykahbadu.com, produced by Dan 

Petruzzi and Afra Amir Sanjari and designed by Kirsten 

O’Loughlin and Chris Ro of Okayplayer.com. Used by 

permission of Motown Records, a division of UMG Recordings, 

Inc, 2004. 

Alignment 

Sometimes designers vary text alignments for sty- 

listic ends. When used effectively, the diminished 

legibility of alternative alignments can be made 

up for by increased readability, stemming from 

the graphic resonance that’s been established. For 

example, the right-aligned runaround text in 

Figure 9-21 seems to mold around the smoothly 

gyrating Italian word “forma, meaning “form.” 

The design feels almost malleable. The graceful 

graphic resonance of the layout brings elegance to 

the right-aligned text passage. 

figure | 9-21 | 

A spread of Per Lui magazine published by Edizioni Condé 

Nast S.p.A. in 1990. Art director Neville Brody. 
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In Figure 9-22, the designer has created a sinister theatrical graphic resonance using a variety 

of techniques. The blurbs of slightly rounded and centered body type echo the shape of the 

rounded den-like room, and emphasize the strangeness of the characters and their interac- 

tions. The symmetrical layout of the body type is also suggestive of a stage, each text block 

representing an anonymous audience member. The pink serif body type against the black 

cloudy shadows seems quiet and creepy. By contrast, the harsher sans-serif typeface set in all 

caps, and also centered, suggests the characters’ voices to be raspy and unearthly. The hand- 

drawn letters that form the words “Dr. Bombay’s” seem to drip along the muddy walls, 

adding to the overall eeriness. 

Ag 

Darya paroed a thousand children lost at amusement 

and Mr Clickity forgor to ear-The parks. ‘The inky hole only grew 

parasite lived on: Air felt 6 somehow fed by bis uneurable despair, 
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weight, his bones cracking under the car Tt seemed to be where the enemy 

pressure, He walked with the help fixed. All of the tools designed tq. 

of acane made oF the tears OF protect hint started to form the 

figure | 9-22 | 

Dr. Bombay’s by Camille Rose Garcia, from Blab magazine 
13, Autumn 2002. Courtesy of Fantagraphics Books. 
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The designs pictured in Figure 9-23 use asymmetrical alignment to 

mimic and exaggerate the movements of the simple machines that the 

text describes. The simple, clever designs imply a user-friendly trustwor- 

thiness for the company they represent. 

figure | 9-23 

Annual report by Jennifer Sterling of 

Jennifer Sterling Design for Blue Shield 

of California, 1996. 
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Spacing 

Using unusual spacing can create an interesting texture or emphasis in a 

layout. The interplay of the varying positive and negative spaces in 

Figure 9-24 creates a wavy, uneven textured page color that gives the 

piece an almost musical quality. 
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Emigre magazine spread designed by 
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The prominent white rivers in Figure 

9-25 add a choppy, fragmented hori- 

zontal rhythm and a strong vertical 

flow to the reading experience, ending 

with the widow on the bottom line. 

In Figure 9-26, the designer has pur- 

posefully broken a number of typo- 

graphic “rules” in order to convey the 

idea that the product it advertises is in- 

novative, individualistic, and not con- 

fined by convention. The nontraditional 

choices concerning letter case, word di- 

vision, letterspacing, and leading all 

work to support this portrayal, creating 

a new and exciting unconventional 

rhythm. The text “the new CAMARO. 

What else would you expect from the 

country that invented rock 'n roll” equates 

the rhythm of the strangely spaced let- 

ters to the beat of a rock 'n roll song, 

suggesting an association between the 

music and the product. 
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figure | 9-25 | 

Page from Avital Ronell’s 

The Telephone Book, 1989, designed -- 

O 

by Richard Eckersley of University 

of Nebraska Press. 
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figure 9-26 | 

rm 2o-KXp 
Advertisement by David Carson of 

David Carson Design, Inc., for Chevy 

Camaro, 1997. 
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figure | 9-27 | 

Poster designed by Stephanie Harte of 

Spacetacular for Lincoln Park 

Community Art Initiative. 

Neighborhood Sculpture Exhibit 

re \| 
lincoln park community ,ox initiative 

Reading Gravity 

The design in Figure 9-27 creates a snaky 

rhythm by defying reading gravity. Viewers 

are drawn into the layout at the large letter 

S on the left and follow the meandering 

word across and up the page to the top right 

corner of the layout. However, the round- 

ness of the letter e and the backward letter r 

both help to lead the viewer’s eye back into 

the page, where the strong vertical t catches 

it, leading straight down to the logo and 

supporting blurb of information. 

Contrast 

Another way that designers can establish 

rhythm in their layouts is through effective 

use of contrast. Contrasting design ele- 

ments can also add interest and emphasis 

to a design. To use contrast in typography, 

designers can make use of contrasting 

typefaces, point sizes, set widths, stroke 

weights, colors, values, textures, orienta- 

tions, and negative/positive relationships. 

In Figure 9-28, the designer has played with the negative and positive re- 
lationships of the letterforms and imagery to create a busy, lively layout 
full of surprises and a rhythmic buzz. The letters shift from black to the 
page color playfully, right in the middle of words. The solidly set meas- 
ures of text create a jumbled effect, leaving no leading to provide a rest- 
ing place for viewers’ eyes. The figures also alter between black and the 
page color, each serving as both foreground and background depending 
on where the viewer focuses. The solid black Os throughout the text 
mumic the solid buttons and polka dots in the image above, adding some 
unity and a bubbly sense of fun to this high-contrast design. 



| carter | 361 

aati 

5 a 
stats 

7 figure 9-28 

Pennsylvania Festival 

° (| : of the Arts: Kids Day 

eS posters by Lanny 

e mmese of 

se Design 

@ for the Central 

Pennsylvania Festival 

of the Arts, 1997. 

° 
«| 

" 

i 

hy 



creative uses of type 

7 = MADUINUS AT 

oat arene! 
BUMPER STICK! 
| LUGGAGE, DENS; GA’ 

LBEND BACK Al () 

p STYLE Noi] § Dien Ge 

forte chasse wants | 

T1446 500032 
PORTERHOUSE 

lemme 

Alleonverteganwoord 
E, G, BOUWER's 

Handelivoreniging N.V. 
Amatardom-2.1, 

Je fH IGE ONoy , 
Iv MymBee> 629g 

L “tes ia [ar | aa" My a 
pf fa evar 

figure | 9-29 

Table of contents from Blab magazine 13, Autumn 2002, 

designed by Monte Beauchamp of Fantagraphics Books. 

In the table of contents page pictured in 

Figure 9-29, the designer has used contrasting 

stroke weights and values to create a festive blink- 

ing rhythm. The maniacally grinning clown face 

peering straight at the viewer brings to mind the 

flashing lights of a carnival, enforcing the inter- 

mittent rhythm of the text. 

Students are warned again and again not to use 

too many typefaces in a design. However, 

designers sometimes purposefully break this rule 

of thumb to create a festive carnival type 

atmosphere for their designs. Figure 9-30 shows a 

poster in which the designer used the contrasting 

shapes of varied typefaces to create a clattering, 

excited rhythm for the layout of a poster 

promoting a literacy campaign. 

Visual Distortion 

Altering or deforming letterforms to cause 

graphic resonance through the use of visual 
distortion can be a creative way to manipulate 
the message that the words send. For example, in 

Figure 9-31, the letterforms are stretched to 
resemble a sku code; the correlation is enhanced 

by placement of the recognizable sku number at 
the bottom. The implication of this piece is that 
if we, the viewers, aren’t careful, we too are in 
danger of being transformed into mindless 
consumers and victims of deindividualization. 

figure | 9-30 | 
—eeeeeeSSSSSSSSFSSSSSSSSSSSSsSsSsS 
AIGA Literacy Campaign poster designed by Charles Anderson of 
Charles S. Anderson Design Company for AIGA/Colorado, 1995. 
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figure 9-31 

Print ad/poster by Eric Tilford of Pyro/Core11 for 

Dr. Martens, 1995. 

Hand-Rendered Type 

When using type in a layout, developing or using a specific font with its 

own standards and consistencies generally adds a sense of professional- 

ism and uniformity to a layout. However, there are times when a message 

or story is most effectively told in the more personal human voice of 

hand-rendered type. 

Figure 9-32 provides a good example of this. The poster seeks to con- 

vince teenagers, who are often distrustful of confiding in adults, to share 

any information they know that might prevent violence in schools. The 

young girl pictured looks kind, healthy, and innocent—her whole life is 

ahead of her. Her eyes connect with the viewer’s, and the handwritten 

words that surround her are presumed to be her voice, implying that 

sharing information could mean saving her life. The result is powerful, 

personal, and very persuasive. 

figure | 9-32 | 

Michelle ad created by Talmage Cooley, 

Daniel Gross, and Ian Toombs of PAX— 

Real Solutions to Gun Violence. 
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Another example of effective use of hand-rendered type is exhibited in Figure 9-33. The 

magazine Adbusters uses a variety of techniques—including handwritten type, highlighting, 

collage, finger-smudging, and drilling a hole through the center of the magazine—to make a 

social and political statement about the media. The designer emphasized the individualistic 

separateness of this magazine from larger, more powerful corporate media sources by using 

handwritten text on a finger-smudged background for the cover. The hole through the mid- 

dle of the head, combined with the caption “Systematically 

Distorted Information,” implies that misinformation is 

“Teawral of the mswrae esevesnagetr >> mujhe 20042700 81 

being violently poured into our consciousnesses without 

our consent. However, the finger-smudges and the bold 

outlining and coloring imply that we, as media consumers, 

can be empowered to resist mindless submission. 

In the spread shown in Figure 9-33, typed and hand-ren- 

dered text are collaged to create an active grass-roots feel 

and an empowering do-it-yourself attitude. An image of a 

handwritten sticky note highlights the prominent message 

of the spread. 

figure | 9-33 

Magazine cover and spread from Adbusters 

ae} ~—-«- magazine, No. 51, Jan/Feb 2004, www.adbusters.org. 
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CHAPTER 9 

Dimensionality 

Adding depth cues that imply dimensionality can draw viewers into a design, and create a 
sense of place. Designers can give letters the illusion of dimensionality by using depth cues— 

visual triggers that remind us of how we perceive the world in three dimensions. Depending 

on how these cues are used together, they can strengthen or contradict each other to create a 

clear sense of place, or confusion and ambiguity. 

Overlap or layering: closer forms may block the view of objects behind them; layers can be 

transparent (see-through) or translucent (semi-transparent) as in Figure 9-37, or opaque 

(solid) as in Figure 9-36. 

Size: objects appear to grow smaller as their distance increases, as in Figure 9-37. 

Linear perspective: parallel lines seem to converge as they move farther away, as in Figures 

9-34, 9-35, and 9-37. 

Foreshortening: objects viewed in extreme linear perspective look distorted, as in Figures 

9-34 and 9-35. 

Vertical location: because we see three-dimensional objects in linear perspective, everything 

in our environment appears to diminish in size and shift in vertical location toward the 

horizon, which is always at eye level. This means farther objects look closer in vertical loca- 

tion to the horizon line. Below eye level, objects appear higher as they diminish toward 

their vanishing point on the horizon. Above eye level, the opposite is true: objects appear 

lower as they get farther away from us, and closer to the horizon, as in Figure 9-37. 

Surface simulation: the surface of a virtual object can be made to look as if it has the tex- 

ture of a recognizable surface like metal, glass, water, wood, paper, or plastic, as in Figures 

9-35 and 9-36. 

Shade and shadow: a shadow is a dark area of the background, cast when an object blocks 

a directional light, while shade describes the dark part of the object that faces away from 

the light source, as in Figures 9-34 and 9-36. 

Color: brighter tones appear closer, while duller tones seem farther away; this is because 

when we view faraway objects, they are dulled and darkened by the atmosphere through 

which we see them, as in Figure 9-37. 

Depth of field: refers to the distance range that appears in focus; a shallow depth of field 

only displays a short span clearly. For instance, the foreground might be perfectly focused, 

while the middle ground and background look blurry, as in Figure 9-37. When the depth 

of field is deep, all elements appear in crisp focus. 

365 
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Agosto 91 

figure | 9-34 

1991 Grafiche Mariano Calendar by Italo 

Lupi of Studio Lupi for Grafiche 

Mariano Tipografia. 

figure | 9-35 | 
—_e_e——————— 

Promotion by Robert Bergman of 

Bergman Associates, NYC, for Das 

Papier magazine, 1998. 

In Figure 9-34, the designer uses foreshort- 

ening, shadow, and perspective to make the 

letter A seem to jut out toward the viewers, 

drawing them into the layout. 

In the advertisement shown in Figure 9-35, 

type has been physically distorted using lin- 

ear perspective, foreshortening, and surface 

simulation to mimic the three-dimensional 

look of folded paper. 

The designer of the letterhead pictured in 

Figure 9-36 uses a dramatically lit still shot 

from the company’s film footage to create an 

identity system that suggests that the com- 

pany’s films are as sophisticated, cinematic, 

artistic, and multidimensional as their logo. 

Depth cues include shade and shadow, surface 

simulation, and overlap of the letterforms 

above the shadows that are cast behind them. 

In Figure 9-37, the designer has used the vi- 

sual depth cues of size, overlap, linear per- 

spective, color, vertical location, and a 

shallow depth of field to convince the viewer 

to perceive the timeline’s text as hanging in 

space. In doing so, the viewer equates the di- 

mensions of time and space and understands 

the layout as a three-dimensional timeline. 
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figure 9-36 | 

Stationery designed by Fritz Klaetke of 

Visual Dialogue for Firefly Films, 1995. 
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figure | 9-37 | 

3-D Interactive Timeline by Earl Rennison of Perspecta and 

Lisa Strausfeld of Perspecta and Pentagram Design for the 

Millennium Project: Constructing a Dynamic 3+D Virtual 

Environment for Exploring Geographically, Temporally and 

Categorically Organized Historical Information, 1995. 

Courtesy of Pentagram Design. 

New Vocabulary 

visual correspondence: reiteration of a message 

through the use of a typeface that visually relates to 

the content of the text 

visual distortion: alteration or deformation of letter- 

forms to manipulate the message that the words send 

visual exaggeration: to amplify a message by 

manipulating and placing text in ways that seem 

to act out the content or simulate the experience 

being described 

visual irony: using satire and surprise to communi- 

cate a message by purposefully selecting typefaces 

that contrast with the content of the text 

visual rhythm: rhythm that is visually suggested 

through use of repetition, overlap, movement, align- 

ment, spacing, reading gravity, and contrast 
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designer WOR 4 

How did you get started as a designer? Tell us about your 

first job in design and the evolution of your career. 

| used to draw since | was very young. Later on, | got re- 

ally into graffiti, and that lead me into type. When | first got 

hooked with the Internet, | found such great people work- 

ing on personal images, experimental typefaces, etc.—it 

was something that just hypnotized me. My first jobs were 

Creating posters for local bands and exhibitions. Later on | 

worked in a design agency here in Brazil for two years. 

Since then I’ve been freelancing. 

What do you do to get your creative juices flowing when 

you start a new project? What can you share with us 

about your design process? What role does technology 

play in that process? 

Mostly, my state of mind is what influences me the most in 

creating, but another piece of art, music, or even people 

can also be very inspiring. My process is simple. First, | 

get an idea in my head, then | start to collect images and 

work on drawings and textures to go with it. Once | have 

all the material, | start to actually decide where everything 

is going to be put using Photoshop, and the final result just 

appears. | like it to be as spontaneous as it can be. 

What advice do you have for design students and new 

designers who are just entering the field today? 

Find good resources and references, keep practicing, ac- 

cept criticisms, and do it all with love. 

Eduardo Recife of Misprinted Type, Belo Horizonte, Brazil 

www.misprintedtype.com 
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Artwork and type specimens by Eduardo Recife of 

Misprinted Type, www.misprintedtype.com. 
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INTERPLAY OF TYPE AND IMAGE 
Traditionally, the role of image in its relationship with type has been a supportive one. From the 

time that illuminations first illustrated biblical passages, images were primarily used to recap and 

extend the content of the accompanying text. This tradition continued largely unchallenged for 

centuries, until the invention of photography in the twentieth century redefined this relation- 

ship. Designers quickly discovered that information and emotions could be powerfully conveyed 

through the selection, cropping, juxtaposition, and manipulation of photographic images. They 

realized that when used together, text and images each have the power to manipulate the viewer’s 

interpretation of the other. Experimentation with the interplay of text and imagery became 

widespread, and continues today. Some designers have challenged the text-dominant standard 

by creating designs that are image-dominant or in which text and images share or compete for 

hierarchical status. Designers have also challenged the traditional separateness of text and im- 

agery, by combining them and manipulating their relationships in a variety of ways. 

| Type into Image 

Although the text-dominant 

approach remains popular, it 

is no longer the standard. 

Creating new and interesting 

relationships between text 

and imagery has become a 

challenge that has led to 

many creative approaches 

and solutions. Figure 9-38 

shows one example in which 

the text and imagery have 

been integrated in an inter- 

esting way—the text invades 

the space of the image as a re- 

verse drop-out—and the 

shape of the sun’s glare on the 

camera lens echoes the shape 

of the text, breaking down the 

boundaries between the text 

and the image. 

figure | 9-38 | 
ee 

CD cover by Christopher Eichenseer of Some Odd 
Pilot for Contact Records, 2004. 
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When text and images invade each other’s spaces, new and 

powerful relationships and stories can emerge. In the poster art 

pictured in Figure 9-39, the text and imagery have been com- 

bined to create a moving farewell to the designer’s homeland, 

Yugoslavia. The handwritten text reading “despair, pain, hope, 

anger” are placed on the palm along the lines which are be- 

lieved by many to reflect a person’s experiences and identity. 

The missile being shot from the fingertip brings to mind both 

the violence of war that the protagonist has fled, and the isola- 

tion he feels as he is jettisoned from his homeland. The words 

creating the flight trail of the missile translate into English as 

“Goodbye Yugo” (short for Yugoslavia). 

In the children’s book The Day I Swapped My Dad for Two 

Goldfish, drawings and photographs are collaged with digital 

and found type to create a dreamlike atmosphere in which a 

surreal storyline becomes believable. The story is told from the 

perspective of a boy, his voice indicated by a childlike typeface, 

with hand-drawn speech bubbles indicating conversation. The 

father’s face is always obscured by a newspaper, which he con- 

stantly reads, ignoring his children. News clippings are collaged 

around him and appear wherever his presence is felt. In Figure 

9-40a the boy sits in his dad’s chair in a faint cloud of 

newsprint, feeling his dad’s absence after trading him to a 

friend for two goldfish. In Figure 9-40b, when the children are 

reunited with their father, the cloud of newsprint surrounds 

him and separates him from his children, symbolizing his con- 

tinued inattention toward them. 

figure | 9-39 | 

Political poster, Goodbye Yugo, 

designed by Alexander Kneselac 

of The Collective Design, 2001. 
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figures | 9-40a and 9-40b 

Illustrations by Dave McKean of Hourglass 

from Neil Gaiman’s book The Day I 

Swapped My Dad for Two Goldfish for 

HarperCollins, 1997. 
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The text in the poster pictured in Figure 9-41 illustrates a sound. 

Words seem to reverberate as they emanate from the throat of 

the performer, filling the space as she belts out her song. 

Figure 9-42 displays another way in which type can be 

integrated into an image. In this example, the type is set within 

the background image of a map. The designer has filled the 

map of the world to capacity with text to illustrate the problem 

of overpopulation. 

figure 9-4] 

Kansas City Event poster designed by 

John Muller of Muller and Company 

for Kansas City Events. 

figure 9-42 

World Word Map painted by Paula Scher of 

Pentagram Design, 1998. 
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There are other ways that designers can blur the line be- 

tween type and image. In the magazine cover pictured 

in Figure 9-43, text has actually been projected onto the 

face of the model, who was then photographed, inte- 

grating the text into the imagery in a very physical way. 

Type As Image 

In Figure 9-44, type is used illustratively instead of im- 

ages. Objects are indicated in space by printed words that 
Ba, . > : ae float where the objects should be. Some words don’t re- 

Re 

for - comment? 9 "7d state Tare, place objects, but rather actions and moods. By reading 

poing - foshic ‘ 5. the text, we learn that two friends are sitting on chairs at 

facie ea oe. the pictured table. We guess that one is a man and one is 

‘ noc” ee. ; a woman, from the masculine and feminine typefaces 

me .. that spell “Friend,” and from the shoes that each wears; 

: snbotinm ’ €Xchang, : the friend on the left wears “loafers,” while the “friend” 

on the right wears “pumps.” We see that the couple are 
jalier eeitat , 

f eating and sipping wine and giggling, and we learn of the at. 

joyful atmosphere from the words “glow” and “mirth.” 

— 

figure | 9-43 | 
Ss 

map map 
@issue magazine cover designed by Kit oie 
Hinrichs of Pentagram Design for the dit i tr i \ 
Corporate Design Foundation, 
photograph by Michelle Clement. 4 | I] li/ 
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figure | 9-44 | Sea 

‘ < ee : ae 
Mirth postcard designed by Marlene 

yee Pa a Se ee McCarty and Tibor Kalman of M&Co Qo See 
for Restaurant Florent, 1989. ore 
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figure | 9-45 | 

Advertising campaign designed by Carlos Segura of 

Segura, Inc. for Hewitt. 

ee 
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In Figure 9-45, the designer has applied contoured text alignment to figure | 9-46 | 

body text, creating ghosts of people at work. The anonymity of the fig- 

ures lets viewers picture themselves filling the roles, making the adver- Texas Designers poster designed by Clive 

tisement feel more personalized. 

In Figure 9-46, the designer has used shaped text alignment 

agery by drawing the outline of a cowboy hat with text. Thi 

propriately advertises an event that takes place at the Univers 

a state famous for its cowboys. 

Cochran of Mithoff Advertising, Inc., 

for the University of Texas at El Paso 

7 Department of Art, 1996. 
to form im- 

s design ap- 

ity of Texas, 



376 | Creative uses of type 

figure | 9-47 

Promotional poster designed by 

Keith Novicki of Design Equals 

More for the arts collective, 5 

Minds, photography by Will Shively 

of Shively Photography, 1995. 

Image into Type 

Images can also invade type’s realm. In Figure 

9-47, people dance among the letterforms. The 

type has literally become the setting for the im- 

agery. Notice that the models are both in front 

and in back of the type, giving it a sense of di- 

mension that it wouldn't otherwise have. 

In Figure 9-48, the designer has injected image 
into type by filling the letterforms with images. 
In this way, the designer has added a sense of 
transparency to the design—the viewer must 
look through the letters to focus on the imagery. 

Images can also be transformed into letters—even 
into whole alphabets. In Figure 9-49, naturally 
appearing vein lines that resemble letters in stones 
have been photographed to assemble an alphabet. 
Figure 9-50 shows an example of another way a 
designer has used found objects to create 
alphabets. The letterforms in this image were 
assembled from collected studio materials. 

figure | 9-48 

ee eee 
Catalog cover designed by Andy Cruz, Allen Mercer, and 
Jeremy Dean of House Industries, 1995. 



au A.DePedrini : 

IMMAG IN I P 

EES oe 

ER Tau C ARATTE Riek 

CHAPTER 9 ae) 

Poster designed by Italo Lupi for 

De Pedrini, 1991. 

Alphabet using found studio 

objects, Kurlansky Kaps by Mervyn 

Kurlansky of Pentagram Design for 

Preston Polytechnic, 1983. 



378 

SOUL VE 
N'Dambi 

AT THE FILLMORE 

SATURDAY 

APRIL 13 

2002 

figure | 9-51 | 

Soulive poster designed by Jed Morfit of 

Jed Morfit Illustration for Bill Graham 

Presents, art directed by Arlene 

Owseichik of Bill Graham Presents, 2002. 

creative uses of type | 

Image As Type 

Sometimes designers use an image to replace only one letter or word in a 

text that is otherwise formed by traditional type. This technique is called 

substitution. Figure 9-51 shows an example of substitution: the figure of a 

man is substituted for the letter | in the word “SOULIVE,’ his shadow si- 

multaneously placing him in relation to the other figures pictured. 

Decorative Typographic Elements 

Designers can also create relationships between type and symbols, ding- 

bats, rules, and/or directionals to create innovative designs. For example, 

on the book cover pictured in Figure 9-52, the designer’s abundant use 

of rules, directionals, text boxes, dingbats, and symbols provides an ac- 

tive and fun navigational path, reminiscent of running around a basket- 

ball court. Figure 9-53 shows a book cover in which the designer has 

creatively manipulated numbers to form the letters that spell out the 

book’s title, Searching for a New Visual Language. The nontraditional use 

of recognizable symbols reiterates the title’s meaning. 
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figure | 9-52 | 

ee 

Book cover designed by Carlos Segura of 

Segura, Inc., for Gatorade, 2002. 
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figure | 9-53 | 
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Interactivity 

Interactivity, when used creatively, can be a very engaging and fun ele- 

ment for viewers. Recent growth in computer technologies has created 

opportunities for new typographic experimentation. One very interest- 

ing experiment in interactive typography that can be toyed with by visi- 

tors is found at www.ni9e.com (Figure 9-54), a web site whose mission is 

“typoactive experience exploration” and “creating for the sake of art/de- 

sign’; it showcases a series of interactive typographic poems and experi- 

ences that utilize type, sound, movement, and interactivity to evoke 

associations and emotions, and to inspire imagination and critical think- 
ing. The web site is a good example of how one designer has explored the 

boundaries of typographic interactivity. 

e | |:ni9e: | :destruction: | :production:| - Microsoft Internet Explorer 

File. Edit View Favorites Tools Help 

“eek «QB | seach faaravortes @meda | a 30-8 
E) http:/{www.ni9e.com 

= «@ about _ email 

| ‘epacirs explortion. cima ter Ta sale of pecpen 

06_six 7 fh 
_seven Joa cigne P= 05 _five 

figure | 9-54 

——— eee 
Screenshot of “Typopactive Interactive 
Typography,” web page from 
www.ni9e.com, designed by Max Asare 
of ni9e, 2001. 



Another particularly beautiful interac- 

tive typographic web site that floods 

the senses with creativity, movement, 

and sound can be found at 

www.daxo.de, where the font FF Dax is 

playfully presented to visitors. Viewers 

become collaborators as they are led 

through an entertainingly interactive 

analytical type specimen featuring a 

series of vignettes in which the font’s 

characteristics can be explored at a 

self-determined pace. 

One such exploration follows the 

format of a “lesson” called “How to 

make an FF Dax from a Helvetica,” 

pictured in Figure 9-55. In this 

humorous sketch, users trigger 

hammers that strike Helvetica letters 

like a blacksmith might pound steel, 

transforming them into members of 

the FF Dax character set. After each 

transformation, an affirming “Done!” 

rewards participants, and then an 

enticing “Do it again” invites them to 

play some more. 

| cHapter 9 | 381 

figure | 9-55 | 

Screenshots of interactive typographic 

web page from www.daxo.de, designed 

by Hans Reichel of Daxo, 1997. 
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figure | 9-56 | 

Typographic public art, Eric Morecambe 

Memorial, designed by Gordon Young & 

Why Not Associates, for the TERN 

Project, Lancaster City Council, 

completed in 1999, 

As new technologies are developed, the possibilities for computerized in- 
teractivity continue to expand. However, interactivity doesn’t have to be a 
computer-related phenomenon only. Figure 9-56 shows an example in 
which designers have created a physically interactive typographic piece. 
The audience interacts with the type as a part of their environment. They 
walk on the words, and move about them. The intimacy of the interaction 
between the design and the audience generates an enveloping graphic res- 
onance that creates a powerful and moving experience for viewers. 

New Vocabulary 

substitution: using an image to replace a letter or 
word in a layout 



CHAPTER SUMMARY 
Because the written word bypasses verbal and gestural cues, designers 

add graphic resonance to their designs by using type expressively to ef- 

fectively communicate tone and mood, to evoke emotions, and to sug- 

gest associations with familiar experiences, memories, cultural 

phenomenon, emotions, or time periods. Graphic resonance is as impor- 

tant as legibility to the conveyance of a message because by infusing type 

with connotative qualities, a designer can enhance the communicative 

capabilities of a design. Designers intentionally match or mismatch type 

to its message in creative ways to generate emphasis, reiteration, har- 

mony, irony, surprise, or dissonance. 

To create graphic resonance, designers use a variety of techniques and 

devices including visual correspondence, visual irony, visual exaggera- 

tion, visual rhythm, and visual distortion, along with the use of decora- 

tive typographic elements and interactivity. Some of the rhythmic 

devices designers can use include repetition, overlap, movement, align- 

ment, spacing, contrast, and toying with the viewer’s reading gravity. 

Designers can also create graphic resonance by creating relationships be- 

tween type and images that manipulate the viewer’s perceptions about 

each one. Designers attempt to optimize communication by determining 

an appropriate combination of graphic resonance and legibility to suit 

each design challenge. The correct balance can vary depending on the 

demands of the message, the intended audience, the requirements of the 

medium, and the goals of the client. 

Understanding how communication works can help designers to become 

effective visual communicators. In studying the communication process, 

some very useful strategies are revealed about how designers can increase 

the chances that their messages will be effectively communicated. 

Designers invent creative design solutions by imagining an array of al- 

ternate solutions to any given design problem or challenge; they evoke 

their own creativity by becoming more alert and receptive to visual 

stimuli, brainstorming, and considering the possibilities from a wide 

range of ideas. 

CHAPTER 9 383 
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in review 

Explain the communication process. 

Discuss your thoughts on a designer's social responsibility, as a participant in the communi- 

cation process. 

What does it mean to be creative? 

What is graphic resonance? 

What is visual correspondence? 

What is visual irony? 

What Is visual exaggeration? 

What are some ways that designers can integrate type and imagery? 

eEXeEVCISES 

Go through magazines and find an example of each of the following concepts: visual corre- 
spondence, visual irony, visual exaggeration, and substitution. Consider the differences. 

Find a published example (in a book, magazine, etc.) of a design in which a traditional typo- 
graphic “rule” was broken. Consider whether the piece communicates successfully, and 
why or why not. 

Visit web sites that offer free font downloads. Select fonts that express the connotative 
qualities of each of the following words: 

¢ joyous 

* complex 

* envious 

¢ thrilling 

¢ sophisticated 

¢ unbalanced 

¢ mean 

* compassionate 
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EX EV CISES 

Download the free fonts you found in the previous exercise, and then print the listed words 

in the selected fonts. Next to each word, note the elements of the font that contribute to or 

create its connotative qualities. 

Make a type scrapbook. Collect a minimum of twenty examples of found type that impress 

you (imagery is optional). Collage them into a scrapbook. Make notes next to each item, 

specifying your thoughts about each piece. Your scrapbook should reflect your personal 

way of seeing as a designer; treat the layout of each page as a new design challenge. 

Create an alphabet from found fabricated or natural objects and/or photographic images. 

Determine what types of objects will be used, and whether to work with uppercase or low- 

ercase letters, so that your alphabet will be cohesive. Establish both thematic and structural 

guidelines to give consistency to your new typeface, including subject matter, stroke 

weight, contrast, angle of stress, terminals, serifs, x-height, materials, textures, etc. Once 

your alphabet is completed, create a type specimen sheet for the new alphabet. 

Collage found type and images to create a typographic narrative that illustrates a scene 

from a dream you've had. Integrate type and images in any way you wish to create graphic 

resonance. 

Select a historical event, a social phenomenon, or a proverb. Create a layout using text that 

successfully conveys the message of your selection while openly defying a rule of design 

discussed in earlier chapters. You might choose to ignore reading gravity, use many differ- 

ent typefaces, place text against backgrounds that make it hard to read, distort text so that 

it is difficult to read, or use awkward negative spaces in your layout. Consider your strate- 

gies for using the broken rule to the design's advantage. 
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alignment: refers to how text on a page relates to 
its margins 

alley: narrow area of negative space that sepa- 
rates columns 

angle of stress: the angle to which the 

main strokes of a typeface aim, in relation to 
their baseline 

anti-aliasing (or font smoothing): the optical 

smoothing of the jagged edges of a character on 

a computer screen accomplished by analyzing 

the outlines of the glyph and then turning on 

strategically placed pixels in various shades of 

gray along its edges 

apex: the point at which two upward slanting 

strokes of a letterform meet 

arm: a secondary stroke, extending horizontally 

or upward from a stem stroke and ending freely 

ascender: the portion of a lowercase character 

that extends above the x-height 

ascender line: a real or imaginary line that marks 

the proper height for the tall lowercase letters of a 

typeface like b, d, f, h, k, and |; for some typefaces, 

this line is the same as the cap height 

ascent: the area of the em square that is above 

the baseline 

asymmetrical text alignment: text that is not 

aligned to either margin 

barb: a serif that is shorter on one end, found on 

the terminal of a curved stroke 

baseline: a real or imaginary horizontal line 

upon which the letters of a word rest so that the 

characters appear to line up evenly 

beak: a half-serif on the terminal of a 

straight stroke 

Bézier curves: mathematically defined rounded 

shapes created by setting endpoints (or anchor 

points) and then reshaped by moving control 

points (or handles) 

bitmap (or raster) fonts: letterforms that are 

constructed by encoding maps that instruct 

computers on which screen pixels to turn on in 

order to form a specific glyph 

bleed: a typographic or graphic element that ex- 

tends beyond the trim line of a layout 

block quotation: a quotation that is longer than 

a few lines, and so is set apart with increased 

spacing before and after and usually indented 

body size: the height of the face of a type sort, or 

its digital equivalent 

body type (text type, body text): type used for 

longer passages or the main body of a text 

bounding box: an invisible box that surrounds 

an irregularly shaped object so that the object 

can be aligned to a grid 

bowl: a curved stroke that encloses a counter 

bracketed serif: a serif that has a curved wedge 

connecting the serif to the stem stroke, easing 

the transition between them 

callout: the name of an item in illustrations, in- 

dicated by a line or arrow 

cap height: a real or imaginary horizontal line 

that marks the height of the capital letters 

of a typeface 

caption: a line or short passage that explains or 

describes a neighboring image or graphic 

centered text alignment: aligns evenly between 

the left and right margins of the text block 

closure: completion 
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concrete text alignment: text shaped to illustrate 

the idea or word that the text describes 

connotative elements: elements which evoke 

emotions or suggest associations with familiar 

experiences or memories 

contoured text alignment: text placed so that it 

creates or fills a specific shape 

contrast: 1. a difference among compared ele- 

ments; 2. to exhibit dissimilar qualities when 

compared; 3. to compare differences; and 4. in 

type, the variation between a character’s thickest 
and thinnest stroke weights 

counter: area where space is contained or en- 
closed by a letterform 

counterforms: the negative spaces inside and 
around letterforms 

cross stroke: a secondary stroke that intersects a 
stem stroke 

crossbar: a horizontal secondary stroke that con- 
nects two main strokes 

crotch: the pointed counter where two strokes of 
a character meet 

descender: the portion of a character that falls 
below the baseline 

descender line: a real or imaginary horizontal 
line that marks the proper length for the lower- 
case Q, j, Pp, q, and y of a typeface 

descent: the area of the em square that is below 
the baseline 

diacritical (accent) mark: a mark, point, or 
sign—such as a cedilla, tilde, circumflex, or 
macron—added or attached to a letter to 
indicate pronunciation 

display type: larger and/or decorative type used 
to attract attention; generally used for titles, 
headings, or headlines 

ear: a small stroke that sometimes extends from 
the top of a lowercase letter g 

em or em square: a relative unit of measurement 
used for making comparisons between sizes of 
characters and spaces within a typeface of a par- 
ticular point size; an em is always a square unit 
equal in height and in width to the point size of a 
given typeface 

emphasis: a principle of design in which selected 

elements in a layout are made more prominent 

than others to attract attention and to indicate 

relative importance 

en or en square: a relative unit of measurement 

used for making comparisons between sizes of 

characters and spaces within a typeface of a par- 

ticular point size; an en is always half the width of 

the em 

eye: the small counter of a lowercase letter e 

field: module of a grid where text and images can 

be placed 

folio: page number 

font: a collection of all the characters of a specific 

typeface that are necessary for typesetting 

footer (or running foot): text that runs along the 

bottom margin of multiple pages of a publication, 

used to provide navigational information like 

titles, dates, or folios; can also contain footnotes 

format: the overall area of the layout, as defined 

by the outside edges of the page 

glyph: a representation of a character 

graphic resonance: the underlying tone of a 
design, set by utilizing connotative elements in 
the design 

grid: a framework of guidelines that form the un- 
derlying structure of a layout by dividing it into 
spatial units that can hold text, images, or nega- 
tive space 

grid area (also called the text page or text area): 
the active area within the format where type and 
images may be placed 

gutter: the space formed by the two inside 
margins of a book or magazine layout closest to 
the binding 

gutter jump: a typographic or graphic element 
that stretches across the gutter to inhabit fields on 
both pages of a spread 

hairline stroke: a secondary stroke of a character, 
often is thinner than the stem 

header (or running head): text that runs along 
the top margin of multiple pages of a publication, 
used to provide navigational information like ti- 
tles, dates, or folios 



headline: the title of an article or layout used to 
draw attention 

hinting: a process in which extra information is 

encoded into a font file instructing the computer 

how to modify a character’s outlines at different 

sizes to better align with the screen’s grid 
of pixels 

ideogram: an image that stands for a concept 
or idea 

incunabula: term for books produced during the 

shift from handwritten manuscripts to printed 

books; Latin for “cradle” or “swaddling cloth” 

intaglio: any printing process in which the ink 

sits below the surface of the plate 

justified text: aligns flush against the left and 

right margins of the text block 

juxtaposition: the placement of objects in rela- 

tion to one another 

kerning: adjusting the letterspace between two 

adjacent characters of type 

knockout: text that is not actually printed, but in- 

stead is cut out from a solid area of printed color; 

the shapes of the letters are formed by the printed 

negative spaces that surround the letterforms, but 

the text itself remains the color of the paper 

layout: the placement of text and objects on 

a page 

leading (line spacing): (pronounced led-ing) 

1. thin strips of lead placed between lines of type 

in letterpress printing; 2. the space between two 

consecutive measures of type on a page or layout 

(line spacing) 

left-aligned text (flush left/ragged right): aligns 

flush against the left margin of the text block, but 

is uneven on the right 

leg: a secondary stroke that extends downward 

from a stem to the baseline and ends freely 

legibility: the ease with which a reader can recog- 

nize and differentiate between letterforms 

letterspace: the space between two letters in 

a word 

GLOSSARY 

letterspacing (tracking): 1. the collective letter- 

spaces within a string or block of text; 2. adjust- 

ing the distance between characters in a string or 

block of text (tracking) 

ligature: a letter pair that has been joined to form 

a single character 

lining numerals: numeral characters that opti- 

cally sit on the baseline and extend up to the 

cap height 

link: a small connecting stroke between the loop 

and the upper bowl of a lowercase letter g 

lithography: a planographic printing process 

which is based on treating a limestone to attract 

ink in some places and repel it in others 

logogram: a symbol that represents a whole 

word, like @ or $ or # 

loop: lower curved stroke or bowl of a lowercase g 

margins: the negative spaces between the outside 

edges of the grid area and the format 

marker: a mark indicating the location of a 

repetitive element in a layout, like a running head 

or a folio 

measure (line length): the length of a line of text 

misregistration: the misalignment of color 

separations and/or adjacent colors in printed 

materials 

old-style numerals: numeral characters that in- 

clude several characters (3, 4, 5, 7, and 9) that 

drop below the baseline to the descender line and 

extend only up to the x-height 

orphan: the first line of a paragraph, isolated at 

the bottom of a column or page 

outline (or vector) fonts: letterforms that are 

understood by the computer as a series of points 

forming an outline of the letterform; the outline 

can be scaled to any size without losing integrity 

of shape 

overshoot guidelines: a set of guidelines that 

overshoot the standard guidelines, for the design 

of letterforms that require optical adjustments to 

compensate for the optical illusion that rounded 

and pointed letters appear smaller than other let- 

ters of the same size 
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petroglyph: a rock engraving 

phonogram: a symbol that represents a 

spoken sound 

pica: measurement of type that equals % of 

an inch 

pictogram: a simplified image illustrating a 

specific word 

pictograph: a prehistoric rock painting; also 
known as a pictogram 

pixels: the smallest grid units of graphical infor- 

mation that can be manipulated to display a spe- 

cific color or value on a CRT computer monitor 

planography: any printing process in which the 

ink sits on top of a smooth surface 

point: measurement of type that equals 72 of 
an inch 

pull-quote: a sentence, quoted from the body text 

and set apart and in larger point size 

rasterize: to convert an outline font to a 

bitmapped image, at a selected size 

readability: how easily a page of text can be read 
and navigated 

reading gravity: phenomenon describing how 

readers’ physical reading habits influence their 

navigational tendencies when encountering a 
page or layout 

relief printing: any printing process in which the 
ink sits on a raised surface 

right-aligned text (flush right/ragged left): 
aligns flush against the right margin of the text 
block, but is uneven on the left 

roman: an upright, non-italic typeface with serifs 

runaround text alignment: text wraps around 
graphics or textual elements in a layout 

sans serif: a typeface that has no serifs (often 
used in the adjective form: sans-serif) 

serif: an extension at a terminal of a letterform; 
also refers to a typeface that has serifs 

set width: the width of a character, relative to its 
cap height 

shaped text alignment: text flows along a curved 
or irregular line or shape 

shoulder: the transitional area of a stroke that 

goes from curved to straight 

sidebar: information that is independent from 

the body text and is set apart, sometimes enclosed 

in a box 

sidebearings: the empty spaces to the left and 

right of the letterform on a sort or its digital 

equivalent 

solid leading: consecutive measures of type that 

have no added leading between them 

sort: a rectangular metal piece of type for use in 
letterpress printing 

spine: the curved main stroke of a letter S 

spread: two facing pages of an open book or 

magazine that make up one continuous layout 

spur: a small stroke sometimes found on the 

right side of the base of a capital letter G 

stem stroke: a character’s main vertical, diagonal, 

or curved stroke, which is often thicker than the 

other strokes of the letter 

storyboard: a set of sketched or rendered frames 

that demonstrates the layout, actions, and timing 

for a time-based or interactive design 

stroke: an individual straight or curved line that 
is used to build a character 

stroke weight: the thickness of the individual 
strokes of a character 

subhead: secondary headline that subdivides and 
organizes body text 

substitution: using an image to replace a letter or 
word in a layout 

swash: a decorative extended stroke that some- 
times projects from a terminal, often found on 
script letterforms 

tail: the small stroke at the base of a capital Q 
that differentiates it from a capital O; the descen- 
ders on lowercase j, p, q, and y are sometimes 
also called tails 

terminal: an endpoint of a stroke, which may or 
may not have a serif 

tracking (letterspacing): adjusting the distance 
between characters in a string or block of text 



trapping: a way of dealing with misregistration, by 
slightly enlarging the lighter of two touching shapes 
so that it overlaps the darker color a little bit 

trim line or trim mark: line or mark that indicates 

where the guillotine cut will be made after printing 

type: 1. metal sorts used for printing letterforms; 

2. typeset text; and 3. printed characters 

type family: 1. a collection of type that includes 

a specific typeface and all the type styles of that 

typeface; or 2. a category that type is classified 

into, based on the historical origin and physical 

characteristics of the letterforms 

type style: a modified version of a typeface 

typeface: a collection of letterforms that have 

been especially designed to go together 

typographic color: the overall tonal value of a 

block of type on a page, as perceived when the 

eye combines the positive and negative shapes of 

the layout 

typography: the study, use, and design of type 

vertex: the point at which two downward slant- 

ing strokes of a letterform meet 

visual correspondence: reiteration of a message 

through the use of a typeface that visually relates 

to the content of the text 

visual distortion: alteration or deformation of 

letterforms to manipulate the message that the 

words send 

visual exaggeration: to amplify a message by ma- 

nipulating and placing text in ways that seem to 

act out the content or simulate the experience 

being described 

visual hierarchy: the order of importance of ele- 

ments within a layout, as indicated by the use of 

emphasis and typographic elements such as bars, 

rules, and bullets 

visual irony: using satire and surprise to commu- 

nicate a message by purposefully selecting type- 

faces that contrast with the content of the text 

visual program: a set of parameters directing 

how type and images should consistently relate to 

the grid 

GLOSSARY 

visual rhythm: rhythm that is visually suggested 

through use of repetition, overlap, movement, 

alignment, spacing, reading gravity, and contrast 

waistline: a real or imaginary horizontal line that 

marks the height of the body of a tall lowercase 

letter (often is the same as the x-height) 

watermark: a kind of trademark that is built into 

fine papers by including raised designs in the 

paper molds; these marks are visible when the 

paper is held up to the light 

white rivers: negative white space seeming to 

flow down a page within a block of text, usually 

due to inconsistent word spacing 

widow: the last one or two words of a paragraph, 

isolated at the bottom of a page or at the top of a 

new column or page 

word spacing: the space between adjacent 

words in a string or block of text 

x-height: a real or imaginary horizontal line 

that shows how tall to make the lowercase letters 

of a typeface 

x-height ratio: the height of regular lowercase 

letters of a typeface (those without ascenders) in 

relation to the typeface’s cap height, generally 

measured using the lowercase x as a standard 

xylography: a relief printing process in which 

raised images and calligraphy are cut onto 

wooden slabs and then inked 
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Frisk, Ryan Pescatore, 216-219 

Frutiger, Adrian, 34, 133 

Fry, John Doyle, 17 

Fuse magazine, 44 

Futura typeface, 138-139 

Futurism, 28 



G 
Garamond, Claude, 11 

Gill Sans typeface, 142-143 

Glazer, Milton, 36-37 

glyphs, 262, 267. See also type design 

Golden Section, The, 236-237 
Grandjean, Philippe, 13, 104 

Granjon, Robert, 12, 147 

graphic resonance, 346-347, 348, 355-356 

Graphis magazine, 60 

Greiman, April, 40, 102-103 

grid area (text page, text area), 241-242, 249 
grids 

aligning irregularly shaped objects, 248 

combining sections, 240-241 

components, 241-242 

formats, 238-239 

Golden Section, The, 236-237 

structure, 233-235 

types of grids 

baseline grid, 245 

column grid, 243 

hierarchical grid, 246 

manuscript grid, 242 

modular grid, 244 

nontraditional grids, 247 

visual program, 239 

Grunge style, 43 

guidelines, 50-51 

Gutenberg, Johannes 

42-line Bible, 10, 35, 78 
printing press, 10 

gutter, 241-242, 249 

gutter jump, 240, 241 

H 
hairline strokes, 13, 52, 53 

halftone photogravure process, 27 

half-uncials, 5—7 

header (running head), 226, 227 
headlines, 226, 227 

Helvetica typeface, 34, 137 

hierarchical grid, 246 

hinting, 263, 267, 272, 312-313 
history of typography 

Age of Enlightenment, 13-15 

Digital Revolution, 38-45 

Industrial Revolution, 16-25 

Information Revolution, 35, 37 

Middle Ages, 6-9 
Modern Art movements, 26-37, 114 

Postmodern design, 38-45 

Prehistory, 2-5 

Renaissance, 10-12 
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Hohlwein, Ludwig, 27 

Humanist typefaces, 10, 81-90 

hyperlinks, 176, 229 

ideograms, 2, 5 

incunabula, 11, 12 

Index Medicus, 35 

intaglio, 11, 12 

interactivity, 380-382 

International Typeface Corporation (ITC), 38 
International Typographic Style, 34 

Intertype Fotosetter, 35 

Isms of Art: 1914-1924, The, 30 

ISOTYPE (International System of Typographic Picture 

Education) movement, 33 

italic typeface, 12 

italic type style, 176, 258 

Ives, Frederick, 27 

J 
Jugendstil movement, 24 

justified text alignment, 187, 191 

juxtaposition, 211, 215 

K 
Kandinsky, Wassily, 26 

Kare, Susan, 39, 41 

Kelmscott Press, 25 

kerning, 192, 195, 320-323 

kinetic type, 37, 44, 273-280 

Klee, Paul, 26 

knockouts, 273 

Konig, Friedrich, 18 

L 
La Civilité puerile, 12, 147 

Laws of Gestalt 

Law of Closure, 213, 281 

Law of Common Fate, 211-212 

Law of Continuation, 214-215 
Law of Equilibrium, 207 

Law of Proximity, 209-211 

Law of Similarity, 207-209 

layouts. See also grids 

creating a visual hierarchy, 220-227 
definition of, 199, 205 

emphasis, 221-223 

Gestalt psychology, 203-215 

juxtaposition, 211, 215 

navigation, 228-229 

negative space, 191, 238 

reading gravity, 223-225 

typographic devices, 225-227 
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leading 

in letterpress printing, 65, 67 

line spacing, 182, 193, 195 

screen, 259 

Leavenworth, William, 19 

left-aligned (flush left/ragged right) text alignment, 187, 191 

legibility 

print, 173-185 

screen, 256-261 

legs (strokes), 53 

letterforms, 49-59 

letterspace, 192, 195 

letterspacing (tracking), 22, 192, 195 

Licko, Zuzana, 41 

ligatures, 311, 313 

lining numerals, 308, 313 

links (strokes), 55 

Linotype machine, 21 

lithography, 17, 24 

Lizzitsky, El, 30 

logograms, 3, 5 

loops (strokes), 55 
lowercase letters, 5, 7, 50 

Lubalin, Herb, 36, 38 

M 
Mackmurdo, Arthur, 23 

Made in Space, 102-103 

Manifesto of Futurism, 28 

Marcus, Jim, 43 

margins, 241-242, 249 

Marinetti, Filippo, 28 

markers, 241-242, 249 

McCoy, Katherine, 43 

measure (line length), 190, 191 

Meidinger, Max, 34 

Microsoft, 39, 264 

Misprinted Type, 368-369 

misregistration, 273 

Modern type family, 16, 114-122 

modular grid, 244 

Moholy-Nagy, Laszlo, 31 

Mondrian, Piet, 29 

monospace, 22, 292, 304 

Monotype machine, 21, 35 

montage, 274-275 

Morris, William, 22, 25 

Moscoso, Victor, 37 

movable type, 8, 10-11, 76, 81 

movement, 354 

MTV (Music Television), 41 

Mucha, Alphonse, 23 

N 
navigation tips, 228-229 

negative space 

counterforms, 51 

designing type, 314, 317 

figure and ground, 205-206 
typographic color, 178 

Neurath, Otto, 33 
New Typography, The, 33 

New Wave style, 40 

Nick's Fonts, 270 

Niepce, Joseph, 19 

numerals, 308-309 

0 
offset printing, 17, 26, 123 

Old Style type family, 11, 91-101 
old-style numerals, 309, 313 

Opentype font format, 39, 264 

orphans, 190, 191 

outline (vector) fonts, 262-263, 267 

overlap, 353 

overshoot guidelines, 291-292, 295 

P 

Pagemaker, 41 

paper 

Hot Press process, 15 

invention, 3-4 

penny press, 20 

pens, 5, 58, 76 

Persistence of Vision, 281 

petroglyphs, 2, 5 

phonograms, 2, 5 

photocomposition, 35 

photography, 19 

Photon-Lumitype, 35 

pica, 64, 67 

pictograms, 2, 5 

pictographs, 2, 5 

pixels 

ClearType fonts, 265-266 

definition of, 254, 255, 256 

pixel fonts, 152-156, 257 

Plakatstil movement, 26-27 

planographic printing, 17, 24 

points 

body and display text, 181-184 

grid layouts, 245 

screen, 256 

type measurements, 64-67 

Postmodern design styles, 39-44 

PostScript Point Scale, 15, 64 

PostScript (Type 1) font format, 39, 263, 289 



printing presses 

Johannes Gutenberg, 10 

steam-powered, 18 

printing processes 

engraving, 11, 13 

halftone photogravure, 27 

intaglio, 11, 12 

lithography, 17, 24, 26 

planographic printing, 17, 24 

relief printing, 7, 9 

woodblock printing, 7, 9 

xylography, 7,9 

private presses 

Ashendene Press, 25 
Doves Press, 25 

Kelmscott Press, 25 

Psychedelic Art movement, 37 

pull-quotes, 226, 227 

punctuation marks, 309-310 

Punk style, 40 

Push Pin Graphics magazine, 36 

Push Pin Studios, 36 

R 
Rand, Paul, 35 

raster (bitmap) fonts, 262, 267 
rasterize, 262, 267 

Rave style, 42 

RayGun magazine, 43 

readability 

print, 173, 174, 186-195 

screen, 256-261 

reading gravity, 194, 195, 223-225, 368 

Recife, Eduardo, 331, 368-369 

relief printing, 7, 9 

Renner, Paul, 138 

repetition, 352 

resolution 

print, 271-272 

screen, 254 

Revivalism, 36 

RGB (additive color), 260 

right-aligned (flush right/ragged left) text alignment, 188, 191 

Rococo style, 14 

Rolling Stone magazine, 36 
Roman du Roi typeface, 13, 104 
roman typeface, 56, 57, 81, 114 
Ronaldson, James, 325 

Rondthater, Edward, 38 

runaround text alignment, 188, 191 
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S 
Salisbury, Mike, 36 

sans serifs, 56, 57, 132 

Sans Serif type family, 132-146 

sans-serif typefaces, 19, 25 

screen fonts. See digital typography 

script typefaces, 12 

Script type family, 147-151 

Segura, Carlos, 43 

serifs, 56-57, 81, 174-175 

set width, 59, 181 

shaped text alignment, 188, 191 

Sheng, Pi, 8 

shoulders (of strokes), 54 
sidebars, 226, 227 

sidebearings, 314, 323 
solid leading, 193, 195 

Sorel, Edward, 36 

sorts (type), 64, 67, 314 

spacing, 358-359 

spines (strokes), 53 

spread, 241-242, 249 

spurs (strokes), 55 
stem strokes, 52, 53 

Storch, Otto, 35 

storyboards, 276, 281 

Strange Attractors, 216-219 

stroke weight, 58, 59, 180, 293-294 

strokes, 52-55, 58 

subheads, 226, 227 

substitution, 378, 382 

Sumerian cuneiforms, 2 

swashes (strokes), 57 

T 

tails (strokes), 53 

terminals, 56, 57, 295 

texture 

background, 185 

screen, 259 

type, 179 

three-dimensional typefaces, 19 

Times New Roman typeface, 72-73, 101 

Times, The, 18 

Tory, Geofroy, 11 

tracking, 192, 195, 258 

Transitional type family, 13, 104-113 

trapping, 273 

trim lines (trim marks), 240-241 

TrueType font format, 39, 264, 289 

Tschichold, Jan, 33 

type and image, 370-378 

type casting, 13, 21 
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type design 

capital glyphs, 304-308 

contrast, 293-294 

copyright and patent issues, 301-302 

Fontographer, 41, 269, 315 

hinting, 263, 267, 272, 312-313 
lowercase glyphs, 312-313 

negative space, 314, 317 

rendering methods 

building pixel fonts, 299-300 

construction of components, 296-297 

drawing outline glyphs, 297-299 

reviving or modifying existing fonts, 300 

spacing 

kerning, 320-323 

sidebearings, 313-320 

special characters, 308-311 

testing, 303 

type specimens, 324-335 

using guidelines, 288-292 

type family, 74-76 

type family categories 

Blackletter, 76-80 

Display, 156-169 

Egyptian, 123-131 

Humanist, 10, 81-90 

Modern, 16, 114-122 

Old Style, 11, 91-101 
Pixel, 152-156, 257 
Sans Serif, 132-146 

Geometric, 138-141 

Grotesque, 133-137 

Humanist, 142-146 

Script, 147-151 

Transitional, 13, 104-113 

type foundries (historic) 

Binny & Ronaldson, 325 

Claude Garamond, 11 

William Caslon, 14, 93 

type glow, 261 

type measurement, 64-67 

type measurement systems 
American Point Scale, 15, 64 

Didot Point System, 15 

Fournier Type Measurement System, 14-15 
PostScript Point Scale, 15, 64 

type specimens 

Caslon, 14, 93, 327 

Century, 74 

varieties, 324-335 

type style 

definition of, 73, 74 

examples of 
all caps, 176 

bold, 175, 258 
italic, 176, 258 
underlined, 176 

screen, 257—258 

typeface, 71-72, 74 

typesetting 

Linotype machine, 21 

Monotype machine, 21, 35 

Photocomposition, Photon-Lumitype, 35 

typewriter, 22 

typographic color, 178 

typographic devices, 225-227 

U 
Ukiyo-e style, 21 

uncials, 4, 76 

underlined type style, 176 

Unicode, 264 

Univers typeface, 34, 133-135 

V 
van Doesburg, Theo, 29 

van Middelkoop, Catelijne, 45, sie 274, 276 

VanderLans, Rudy, 41 

vector (outline) fonts, 262-263, 267 

Vernacular style, 42 

vertexes (of strokes), 54 
Victorian style, 20 

visual correspondence, 349, 367 

visual distortion, 362-367, 367 

visual exaggeration, 351, 367 

visual hierarchy, 220, 227 

visual irony, 350, 367 

visual program, 239, 241 

visual rhythm, 351-362, 367 

Ww 
waistline (of letterforms), 50 
watermarks, 8, 9 

web browsers, 255 

Weingart, Wolfgang, 40 

Wertheimer, Max, 203 

white rivers, 187, 191, 359 

whiteletter scripts, 9, 81 

widows, 190, 191 

wood type, 19, 156 

woodblock printing, 7-9 

word spacing, 6, 193, 195 

X 
x-height, 50, 290 

x-height ratio, 59 

xylography, 7, 9 
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Tova Rabinowttz 

What do designers need to know about typography? The answer can be found in this richly illustrated book 

that examines the varied uses of type in contemporary visual communications. 

Exploring Typography takes a concise but thorough approach to introducing and examining the principles of 

typography. Coverage begins with a brief history ofttype and a survey of how type is classified. Readers then 
learn about the physical components of letters and the rules of legibility, readability, and style. Subsequent 

chapters survey the creative use of emphasis, desianing effective layouts, using grids, and developing original 

type styles. Finally, the author examines co” ~tlenges in type while introducing terminology and 

concepts relevant to designing with typ” snt. 

Look inside for these outstar 
Coverage looks at how choices in ‘ y to “receive” information. 

Illustrative examples, imagery, ani bring clarity to typographic concepts. 
Simple and concise explanations b. s of working designers’ help readers organize 
the information and make importan 
Study questions, exercises, and assign, co sharpen their skills and put key principles to 
work as they design their own visual proje 

About the Author 
Tova Rabinowitz received a Bachelors of Fine Arts from the University of Michigan and a Masters of Education from 
the University of Illinois. She worked at Westwood College as Graphic Design Program Director, designing and 
administrating curriculum and programming for online and classroom environments nationwide. Ms. Rabinowitz 
has conducted extensive research on the subject of typography, including a vast amount of reading on historical 
and contemporary theories and practices. 
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