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Preface

This book has developed from more than a decade of an

increasing need for more widespread knowledge of type and

typography. The manuscript began as a collection of materials

created for the popular "Basic Typography" courses presented

by the Typographers Association of New York. Since 1974,

these courses have provided typographic instruction to

thousands of students.

The concepts in this book evolved from that basic set of terms

to the present comprehensive complement as a result of

student and industry feedback. In addition, a review of the

existing literature on typography was combined with this

feedback to include terms that also integrate traditional

practices in typography with the newest technology and its

capabilities.

It is this blend of old and new that characterizes typography
as we move into a world of electronic copy preparation and
printing. The new approaches of office automation are

borrowing heavily from the graphic arts, in particular, its deep
roots of excellence in visual presentation that have grown
through centuries of experience. The typewritten world is

evolving into the typographic world as businesses and other

organizations discover the virtues and benefits of typeset

pages over typewritten ones. Electronic copy preparation for

the new typographic world requires the user of such systems
to integrate both content and form in the production of pages.

Form follows function, we are told, and the most flexible and
useful form for presenting words is good typography.

Integrating content and form on modern electronic systems

requires knowledge of the "proper" way to set type, as well as

knowledge of the workings of the systems. Much new
literature is provided today on the workings of the systems,

but much less is available on good form.

As a result, terms and discussions included here have been
made generic—they are not specific to a particular vendor's

system or device. Also, while the content of the book

XI



Preface

expresses the heritage of typography, it does so in modern
terms. Archaic or redundant terminology has been omitted,

to keep the book as current as possible with the changing
typographic language under the impact of the new
technologies.

The more than 100 main terms under which we have grouped
our discussions are not, of course, the full set of terminology

found in today's typographic world. Many other terms you
will encounter are included within these discussions, and a

complete index for locating any term is a key feature of this

volume. You should find it a valuable aid in using this book.

Typography is a combination of accepted practice, applied art,

and technological function. This book integrates key elements

in all of these areas providing a single source of practical

information and knowledge to help a user move from the

typewritten to the typographic word.

I am indebted to Rolf Rehe, who served as both general editor

and designer of this book; Paul Doebler, who saw the merit in

publishing it; and Iris Topel, who told me at the outset that the

book would be in good hands.

XII



Accents

Originally, this term meant accented characters—that is, the

combination of a character and its appropriate accent—such as

the n, pronounced as "ny" in Spanish or the q, pronounced as

an "s" in French. The accents in these examples, the tilde and
the cedilla, combine with the letter to form a specialized

character, primarily for pronunciation and foreign language

use.

In typesetting, most accented characters do not exist as a

single unit but are formed by combining letters and accents.

The accents most often used are:

Acute X

Angstrom o

Macron
-

Cedilla ^

Circumflex
A

Diaeresis (also called an Umlaut)
••

Grave V

Breve
^

Tilde

Umlaut (also called a Diaeresis)

Caron/Hacek/Clicka V

Overdot •

+ e = e
The accent is stored as a separate character in most cases, with

zero width (no escapement value). Thus, it "floats" above or

below a character position. Accents used in this manner are

designed for the weight, style, and height (cap and lowercase)

of a typeface.

There are two methods for keying accented characters: either

with an individual key that indicates, the complete character or

with two separate keys, one for the accent and one for the

character. In the latter case, the output device selects the

accent, positions it with no escapement, and then positions

the character, which escapes normally.



More/Accents

Because of the height limitation of some output devices, the

caps may be shortened to allow for accent space.

In hot metal, there was a special problem that is reflected in

the following examples. The first is a standard character plus

accent, but a high-cap mold was needed. Normally, to avoid

cost and time, a slightly reduced character was used so that

the additional height of the accent equaled the cap height.

We do not have this problem today, but you may encounter

settings like this and someone may ask you to "match" it.

Tell them that it was a limitation of hot metal.

DU MfiTAL DES CARACTERES

DU MfiTAL DES CARACTERES

The accented caps (top row) are smaller than the unaccented caps—a hot metal

limitation. In the bottom row we have the present approach where the accent can

"float" above the cap height.

Here are some of the accents used in those languages that use

English alphabetic characters:

Danish

A a e

French

A A g E E E E I I o
COu
a a Q e e e e i i 6 u u ii

Italian

A E i I U a e i i 6 u

Lithuanian

A C E 5 1 § U V 2

^ c e ^ i
s u 11 z

Finnish

A A O a a o

Hungarian

AeioooljuO
aeiooouuu

Polish

^c^tno.szz

Portuguese

AgEO
a a c e e 1 () {) o u

German

A O ij a o u

Icelandic (Modern)

A D E I 6 O P U Y
a (5 e i 6 o ]:> 11 y

Spanish

A Ei N 6 utJ
a e i ii 6 u ii

Rumanian

A A A E i S T u
a a a e i 6 s t 11



Agate

OriginaUy, sizes of t^-pe were expressed in names, not

numbers. The name for 5V2-point n-pe was agate, and it is still

applied today to describe the fX)int size often used in

newspaper classified advertising.

Newspapers also used agate as a unit of measurement for

display advertising. There are 14 agate lines in 1 inch. Ad rates

are usually "per line, per column." Thus, a 2-column, 2-inch

ad would be 56 agate lines (2 x 14 x 2 = 56).

Classified ads, or liners, are separated b\' rule lines.

The column width depends on the newspaper or publication.

To sa\e money, many newspapers keep narrowing the width

of their sheets, thus modif\ing column measures. Xever
assume a column width; alwavs confirm its value.

Generally, the smallest t\'pe size used in t^-pography is 6-|X)int.

V\Tiy then agate? Classified ads are billed b\' the number of text

lines. By using 5V2-p>oint t^'pe (instead of 6-point), more lines

of text can be placed on a page and, therefore, more income
for the paper is generated.

Because of its reduced legibility, agate t^.-pe size is not

recommended for general use, not e\'en for footnotes.



Alignment

All typefaces and size variations align on an imaginary

horizontal reference line, called a baseline.

Baseline

This alignment is necessary so that all styles and sizes can be
mixed in the same line.

Typeface and size mixing In a line

Mixing

Horizontal alignment is maintained on the horizontal baseline.

Vertical alignment is based on an (often imaginary) vertical

alignment line on the left.

Machines can only align items according to preset reference

points; thus, the need for human review of optical alignment.

Optical alignment involves the use of some visual reference

point. For instance, in the setting of vertical lines, characters

would not be flushed left but rather centered.

Optical alignment with vertical type.



More/Alignment

These letters don't look right, but they are

geometrically correct.

Optical alignment may also require that curved or angular

characters be slightly off the baseline to achieve visual

alignment.

TTOHD
These letters do look right, but tr.e a .^.^."6'

For character alignment, the following groupings ap>ply:

Baseline: f h i k 1 m n r x z fi fl ff iU ffl

Top of m; m g o p q
Top ofo.abcdestu
Top of x: V w y
Top of i:

j

Baseline: ABDEFHIKLM.VPRTXYZ
TopofH:]{:VW'
Bottom of U:CGOS
TopofO:Q



Alphabet Length

A measurement of the length of the 26-letter alphabet.

The alphabet used here is the lowercase a through z for any
typeface. By comparing the length of these letters, when set

normally (not condensed or expanded and with standard

letterspacing) in the same size for different typefaces, one can

evaluate comparative "mass." A typeface with a low alphabet

length would set more characters in the same space than a

typeface with a high alphabet length. This same relationship is

also expressed as characters per pica (CPP): the number of

characters that fit in one pica.

Sometimes alphabet length is expressed in the relative units of

the typesetting machine. The comparative mass or CPP of one
font to another still exists.

abcdefghijklmnopqrstuvNA^z
ITC Zapf Book Light

abcdefghijklmnopqrstuvwxyz
ITC Bookman Light

abcdefghijklmnopqrstuvwxyz
ITC Korinna

abcdefghijklmnopqrstuvwxyz
ITC Isbeli Book

Differences in alphabet length: all four samples are in 24 point.

Character count table for various typefaces.

CHARACTERPBRHCA

TYPEFACENA?^

Goromon<lNo49T— •••• - *^ 353 3.U 282
^ ^,35 2.01 ^^ ^5

Garamondttol.cNo.J9T..-
_ a-u

^3 314 2.8^ i
^.Sl 1 9|

; |; vl5
SrorT^ondBoldNo.AQT — ••• - 4-^^ ^-, 309 2^8 iV^ 2.31 198 154

^7amor.dBoldttal.cNo49T _ 3.97 i
^^ ^j^

2.53
^^^

.42 0^^

^'°'^°"'.^SnS>icN0.49T ,-25 3 65 3.19 2.8A 2.5| ^ ^^ 3 ,83 )2 ^

.85

.85

.85

.84

.76

.75

71

.71

.71

.70

.70

.63

.63

.59

.53

.53

.53

.52

.47

.47

.44



Alternate Characters

Some typefaces have several versions of the same letter in the

font to allow a greater variety of typographic expression.

Specimen showings normally list all character variants with

numbers for identification purposes.

Multiple versions of the same character allow more creativity

in display setting. The key to their use is restraint—use as few

as possible. Most alternate characters are swash versions: they

over- or underhang adjacent characters with curvelike

flourishes.

Bookman was one of the first typefaces to have alternate

characters. Avant Garde has both alternate characters and
alternate combinations of characters.

Ac^cAB'B'SCGD'DE'EFTGgH'HnjJJ
K^HLMc^N'NPOPWQR'R'RSSTT
U'UV'V'VWWWWX:KY'Y2Z&
abcdee-^fghfjJ^ykh^rnTTinwo^PQqq^

rr^l:uvwxyzJ5 ITC Bookman

^^^^^^
I Iqa nnl\y a fouu c\Ayach rhaUse only a few swash characters in a word or line.

Don't overdo it.



More/Alternate Characters

Some of the combinations for capital letters in the Avant Garde
typeface are designed so that the excessive space between

letters in certain combinations, such as LA or LL, becomes
reduced. However, users sometimes forget to reduce the space

between other letters in the same word, which detracts from a

unified appearance.

abcdefghijklmnopqrstuvwxyz cefffiflffifflNi/\NH/j/

ABCDEFGHIJKLMNOPQRSTUVWXYZ
/ikoi©&iMfRGiRri^i^LfiiL/nrsKNri^(^sssrsriRur\ii/

\N14/ 1234567890 (a.,:;!?'*'—()*$0%/£)

ITC Avant Garde

The Avant Garde ligatures are usually overused in display type.

Look at the spacing of the entire word as a test.



Ampersand

The ampersand (&) was originally a ligature (et, Latin for and)

and expressed as et per se, and (that is, et by itself, and),

which became corrupted to and per se and and finally

ampersand. In some ampersand designs, the e and t are

distinguishable. A small-cap ampersand often works better

than the usual cap version, especially when used with

lowercase letters.

The ampersand can be used in titles and company names, but

its use in running text is inappropriate and looks sloppy.

& & 8c e> 6i ^
£ <5c & & &c &
& a ^ Ss: & <

& <& C ^ & a-

& 6 Sn g/ A Ir

sc a & & ^ $i

6t 6c k ^ & b

& & a CT 67 &

& (^ & k & I

A small sampling of ampersands.



Arrows

Arrows are available in many pi fonts, in open or closed

versions, pointing in most directions, usually left, right, up
and down, or in combinations.

They can be used to connect a caption to a photo, to indicate

the continuation of a story to another page, and in other ways.

Make sure the arrows used blend in with the overall

typography.

V ^> o rv

Y ^> f~ o 4- ^
4 ^ ^ ^ <J=> ^

f c::^ <XJ i-> K"
A

$ ^ -« <> c i

! iiii^ 4^ ^. J /////^ \\\\\ 1

t "^ 4m ^ <M n
Y p*- <K2 >-> ^ ^

A collection of arrow symbols.

10



Ascender/Descender

bdfhklt
Ascending characters

gjpqy
Descending characters

Ascending characters are b, d, f, h, k, 1, and t. They rise above

the x-height and may not always align (although most do) at

the top.

One must be careful that line spacing, or leading, is sufficient

so that the ascenders of one line do not touch the descenders

of another line.

In Old Roman typefaces, the ascenders are taller than the caps.

Usually, by increasing the x-height, a type designer decreases

the space available for ascenders and descenders.

The descending characters are g, j, p, q, and y. They descend
below the x-height and baseline and usually align at the

bottom.

Typefaces are designed with descenders to meet the designer's

creative feeling; thus, some may be shorter (or longer) than

others.



Biform

PEJqNOT

Belpvfin

Refers to the intermingling of modified small-cap and
lowercase characters in the formation of a lowercase alphabet.

Type set with such characters has a unique appearance. The
most famous biform face is Peignot.

AbcdEfqhijklMNopQRSTUvwxyz

ABCDEFCHIJKLMNOPORSTUVWXYZ
12M%7890i2>4^678go(&.,:;!?"^*$C%/£:)

Peignot Light

AbcdEfqhijkliMNopQRSTuvwxyz

ABCDEFCHIJKLMNOPORSTUVWXYZ

Peignot Demibold

Biforms are most often used in heads or subheads or in

advertising display, rarely in text, unless you're an eleventh-

century scribe.

Biforms are derived from the uncial versions of handwritten

styles.

abcMef0gl)ijkiinnop(^rsotiivn*x^)z

ABCDEFGHIJKLMNOPQRSTUVWXYZ
i23456789o(&,:;!?'''''-*$(i:"/o/£)

A beautiful variation of biform is the typeface Delphin with small roman caps

and cursive lowercase letters.

12



Black Letter

A medieval scribe at work.

»

This includes typefaces derived from German writing of the

thirteenth century. Sometimes called Textura, since it appeared

to weave a texture on the page. Black letter typefaces were
used in Germany until the 1930s.

This style was also called Spire-Gothic and Old English. (In

the past, Americans also used the word Gothic as a synonym
for sans serif. In this context, it is a misnomer.)

tti5%1334507890
Fraktur Bold

A German-derived name for these type designs is Fraktur.

When medieval scribes switched from a simple handwriting

style to this design, they needed to lift the pen off the paper

for each stroke. Since these letters could not be created with

one stroke, the writing flow was fractured; hence, the name
Fraktur (broken in Latin).

Never use black letter type in all caps. Since the cap letters are

richly embellished, when combined in word form, they are

almost undecipherable.

The individual letters are of intricate beauty.

bimlmnopqrgti
13



Book Typography

When books were irreplaceable:

chained library at University of Leiden

(17th-century illustration).

The arrangement of the various parts of a book is relatively

standard by custom, even though some of the parts may be

missing.

Front Matter

Half Title: Book title alone on page.

Fact Title: List of books by same author (faces Title Page).

Title Page: Always a right-hand (recto) page.

Copyright: Must be on Title Page or, commonly, on the back of

the Title Page.

Dedication: May be on Copyright page, or on a new recto

page.

Preface (Foreword): Usually begins a new recto page.

Acknowledgments

Table of Contents: Always recto.

List of Illustrations

List of Figures (Maps, Charts, Tables)

Introduction: Always recto.

Text

Back Matter

Appendixes (Notes, Quotations, Bibliography, Glossary)

Index

Colophon: Provides production details.

Front Matter pages are numbered with lowercase Roman
numerals, i through xviii, for example.

14



More/ Book Typography

The following terms refer to the setting of pages for books.

|ns QBlmoii ratrF-tmu&att raptraliu inoat^

[fiubnrdtionibulj^ ruffirimtrr DiOinitus^

r^inuraonf arnftrafe impmmOi ar rarattrri^aniJi-

'ab^ ralammlla rpararanr fir t6^am6,ft aO tuft

I biam ta inOuftnt tft ofummams^prr lo^foifaft

I Cue ma5urinii-6t prtru ^t^fer te itraf^ljam,

Jbmo Dni Cj^ilUGo^nTT'lTiil-lniiigfia linupBOis,

Verso: the left page.

Recto: the right page.

Folio: the page number.

Running head or Running foot: usually the book name
appearing on every page, top or bottom.

Chapter opening: the first page of a chapter, usually a recto

page.

Line short/Line long: the allowance for setting certain pages

one line longer or shorter than the page depth to eliminate

widows or short pages or to make allowances for illustrations

or tables.

Widow: the last line of a paragraph when it's less than one-

third the width of the line, usually the carry-over of a

hyphenated word.

Orphan: a widow carried to the top of the next page. Avoid
orphan lines since they look awkward on top of a new column.

Colophon: a paragraph describing the typography and
production aspects of the book, usually appearing at the end
of the book.

The first colophon appeared in Fust and
Schoeffer's Psalter of 1457.

A sheet of paper printed as one page is a broadside.

Fold it once and it is a folio (4 pages).

Fold it twice and it is a quarto (8 pages).

Fold it three times and it is an octavo (16 pages).

Fold it four times and it is a 16-mo (32 pages).

Fold it five times and it is a 32-mo (64 pages).

15



Borders

A border is a frame that can be placed around typographic,
graphic, pictorial, or other material. A border should
complement or harmonize with the typography it surrounds.
The most important consideration is that the corners meet
properly.

Borders should not visually overpower the text contained
within them. Sometimes a heavy border can be made visually
lighter by screening it.

You can also create your own border by selecting a single
ornament and repeating it horizontally and vertically.

A small sample of the many border designs available.

16



Boxes and Bullets

The two most common pi characters used in typography are

boxes and bullets:

Boxes (or Squares): (Open)

Bullets: O (Open) • (Closed)

(Closed)

They should be as close to the x-height as possible if used full

size, centered on it if not. More often than not, you will have

to change point size so that the box or bullet will optically

match the x-height.

It is best to make boxes

or bullets smaller than

the x-height.

Boxes can be used to

signal the end of a story in

magazine typography.

When in doubt, make boxes or bullets smaller, not larger, than

the x-height. One of the major uses of the two symbols is to

give emphasis to text segments or words. Make sure especially

that the closed boxes or bullets are not too big relative to text

type or they will stand out like a sore thumb.

In magazine typography, boxes are sometimes used to signal

the end of a story by being placed after a word space following

the last word of the story.

17



Bracketed

This term describes the slightly curved linking of the main
stem of a character (vertical) to the serif (horizontal).

Bracketing may be fine or full, depending on the amount of

attachment.

A square serif typeface is called Egyptian, but when it is

bracketed it is similar to the typeface Clarendon. All Old
Roman and Transitional Roman styles are bracketed, but

Modern Romans are not.

Egyptian Unbracketed Bracketed

Egyptian typefaces originally derived their names (Cairo,

Memphis, Karnak, etc.) from the Egyptian campaign of

Napoleon, who supposedly used these very readable

characters on large signboards for telescope viewing and lon^

distance message relay. They are also called square or slab

serifs.

ABCDEFGHIJKLMNOPQRSTUV
WXYZ abcdeefghijklmnopqrs
tluv^vwwwxyyz 1234567890

(&.,:;!? — *$«%/£)

ITC Lubalin Graph, a typical Egyptian typeface.

18



Brush Style

Typefaces that appear to have been drawn with a brush or a

broad-pointed pen. A casual or informal feeling results from

the use of brush faces.

Brush

Used in greeting cards and special-purpose promotions.

Sometimes used to simulate a handwritten message, but a

more formal script typeface may be more appropriate.

Never use these faces in all caps, except for monograms.

Choc

Never use in all caps.

19



Calligraphy

Contemporary calligraphy by Jay Soule.

Calligraphy is beautiful writing and also a form of lettering,

which is the drawing of letters by hand. Typography is

lettering adapted and made more orderly for special purposes,

such as reproduction.

The Chancery script of the fifteenth century became the model
for our italics, and the writing masters of the period

—

Palatino, for one—developed techniques for formal

handwriting. Arthur Baker, the American calligrapher, has

used Renaissance scripts for many of his models.

Contemporary calligraphy by Arthur Baker.

Because of its reduced legibility (its beauty notwithstanding),

calligraphy type should be used sparingly.

Hermann Zapf, the renowned German typeface designer,

developed a calligraphy font that has been issued for

typesetting by the International Typeface Corporation (ITC)

under the name Zapf Chancery.

abcdefyhijkimnopqrstuv

w?^zABCDEFGHIJKLMN
OPQRSTUVWXYZ12345

o
ITC Zapf Chancery
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Cap Line

An imaginary line defining the height of the capital letters of a

particular typeface. Caps can be higher or lower than

ascending characters. Old Roman style typefaces usually have

caps shorter than the ascenders.

Ascender may or may not align with cap line.
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Capitals

The letters A through Z. All-cap words or acronyms in text

should be set in small caps so they will not stand out as

disproportionately large. In heads, caps are usually set with

minimum word spacing and, optionally, letterspaced slightly

to equalize the space between the letters.

ABCDEFGHIJKLMNOPORSTUVWXYZ
Complete capital font

Left alignment Optical alignment

The space between words should not be greater than the space

between lines. Mechanical lineup of caps on the left usually

results in uneven alignment.

Optical or visual alignment requires some kerning to achieve

better-looking lineup.

Type in all caps is harder to read than type in lowercase.

The reason? We perceive words by their silhouette or outline

shape. Most words in lowercase have a unique outline shape;

words in all caps do not.

OUTLINE

22

Therefore, words in lowercase can be perceived quickly by
recalling their meaning from the outline shape stored in our

memory. Words in all caps, due to their uniform outline shape,

have to be deciphered letter-by-letter, which is time-

consuming.

r«l



Character Count

The vertical rule at right establishes

the average character count per copy tine.

A character (in this context, anyway) is a single letter,

punctuation mark, number, or even a word space. We conduct

a character count to find out how many characters there are in

a manuscript so that we can then estimate how many lines of

type the total manuscript will contain.

To arrive at a character count, either count characters

individually or measure the lines to the nearest inch and
multiply this figure by the number of characters per inch.

For an accurate character count, the manuscript must be

typewritten. The pica typewriter has large characters (10 per

inch); the elite typewriter has smaller characters (12 per inch).

Establish an average line length and draw a vertical line

through your copy at that point. Count the number of

characters up to the line. Then count the number of lines on
the page and multiply this figure by the number of characters

per line. This will give you an approximate count only. When
extreme accuracy is necessary, count the number of characters

extending beyond your vertical line and add this number.

For larger manuscripts, multiply the character count on the

first page by the total number of pages. Make sure, however,

that all manuscript pages have the same general line width
and number of lines per page.

You have now established a character count.

J^^ii^^-^^^—^T dependitv, »" ^
letter

-r:^- ""•?:- '•-"•"'"'"

.scet^der
or *«

r.l letters. to ^ ^"-C'

•,e6
«e'>'^x°"

. in

..actual
ter^. » ^

„,.. reaa... ^^^^,, „., .e \

.-- ^-^ ^"'

: ;. a.eara.c..
--

^^^ ,,„.. or ^erV \

--- ^"^ ^^

^U-e sooa
le...UUV.

,.o.»etaltv.eaaVS.
^^^^^,„..,»eJ..

^ori.o«"^*'' , ,. or3^°^"'' and too »"=^ ^

"
n a.aV^^°--^'- ^^,,...ele.i^^-^-

The next step—estimating the number of typeset lines-

process called copyfitting.

-is the
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Characters Per Pica (CPP)

CPP is the number of type letters that fit into a 1-pica space.

For instance, for 10-point Helvetica, the CPP is 2.5. For smaller

type sizes, the CPP is larger, and as sizes increase, the CPP
becomes smaller. Similarly, condensed typefaces have a higher

CPP than regular or expanded designs.

ab i3fc

abc(defghijk

kl

piJ

at)cdi3fghijkl

m

kl

no

in

pq

no

rstL

pc

mn(Dpqr

vv\'xyz

rstuv

irnopqrs

stu

1 10 12 14 16 18 20 22 24 26 28 30 32 34 36 38 40 42 Picas

phabei 61
Length

62
5.00 50 60 70 80 90 100 110 120 130 140 150 160 170 180 190 200 210
4.92 49 59 69 78 88 98 108 118 128 137 147 157 167 177 186 196 206

63 4.87 49 58 68 77 87 97 107 116 126 136 146 155 165 175 185 194 204
64 4.80 48 57 67 76 86 96 106 115 125 134 144 154 163 173 182 192 202
65 4.75 48 57 67 76 86 95 105 114 124 133 143 152 162 171 181 190 200
66 4.70 47 56 66 75 85 94 104 113 122 132 141 151 160 169 179 188 198
67 4.65 47 56 65 74 84 93 102 112 121 130 140 149 158 167 177 186 195
68 4.60 46 55 64 73 83 92 101 111 120 129 138 147 156 166 175 184 193

69 4.55 46 55 64 73 82 91 100 109 118 127 137 146 155 164 173 182 191

70 4.50 45 54 63 72 81 90 99 108 117 126 135 144 153 162 171 180 189
71 4.45 45 53 62 71 80 89 98 107 116 125 134 142 152 160 169 178 187
72 4.40 44 53 62 70 79 88 97 106 115 123 132 141 151 159 167 176 185
73 4.35 44 52 61 70 78 87 96 104 113 122 131 139 148 157 165 174 183
74 4.30 43 51 60 69 77 86 95 103 112 120 129 137 146 155 163 172 181

75 4.25 43 51 60 68 77 85 94 102 111 119 128 136 145 153 162 170 179
76 4.20 42 50 59 67 76 84 92 101 109 118 126 134 143 151 160 168 176
77 4.15 42 50 58 66 75 83 91 100 108 116 125 133 141 149 158 166 174
78 4.10 41 49 57 65 74 82 90 98 106 114 123 131 139 147 156 164 172
79 4.05 41 49 57 65 73 81 89 97 105 113 122 130 138 146 154 162 170
80 4.00 40 48 56 64 72 80 88 96 104 112 120 128 136 144 152 160 168
81 3.95 40 47 55 63 71 79 87 95 103 111 119 126 134 142 150 158 166
82 3.90 39 47 55 62 70 78 86 94 101 109 117 125 133 140 148 156 164
83 3.85 39 46 54 62 69 77 85 92 100 108 116 123 131 139 146 154 162
84 3.80 38 46 53 61 68 76 84 91 99 106 114 122 129 137 144 152 160
86 3.75 38 45 53 60 68 75 83 90 98 105 113 120 128 135 143 150 158
87 3.70 37 44 52 59 67 74 81 89 96 104 112 118 126 133 141 148 155

88 3.65 37 44 51 58 66 73 80 88 95 102 110 117 124 131 139 146 153

90 3.60 36 43 50 58 65 72 79 86 94 101 i08 115 122 130 137 144 151

91 3.55 36 43 50 57 64 71 78 85 92 99 107 114 121 128 135 142 149

93 3.50 36 42 49 56 63 70 77 84 91 98 105 112 119 126 133 140 147

94 3.45 35 41 48 55 62 69 76 83 90 97 104 110 117 124 131 138 145

96 3.40 34 41 48 54 61 68 75 82 88 95 102 109 116 122 129 136 143

98 3.35 34 40 47 54 60 67 74 80 87 94 101 107 114 121 127 134 141

100 3.30 33 40 46 53 59 66 73 79 86 92 99 106 112 119 125 132 139

102 3.25 33 39 46 52 59 65 72 78 85 91 98 104 111 117 124 130 137

104 3.20 32 38 45 51 58 64 70 77 83 90 96 102 109 115 122 128 134

106 3.15 32 38 44 50 57 63 69 76 82 88 95 101 107 113 120 126 132

108 3.10 31 37 43 50 56 62 68 74 81 87 93 99 105 112 118 124 130

110 3.05 31 37 43 49 55 61 67 73 79 85 92 98 104 110 116 122 128

112 3.00 30 36 42 48 54 60 66 72 78 84 90 96 102 108 114 120 126

114 2.95 30 35 41 47 53 59 65 71 77 83 89 94 100 106 112 118 124

116 2.90 29 35 41 46 52 58 64 70 75 81 87 93 99 104 110 116 122

118 2.85 29 34 40 46 51 57 63 68 74 80 86 91 97 103 108 114 120

120 2.80 28 34 39 45 50 56 62 67 73 78 84 90 95 101 106 112 118

122 2.75 28 33 39 44 50 55 61 66 72 77 83 88 94 99 105 110 116

Typical CPP chart.
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Closed/Open

A closed character or symbol is essentially filled in, or solid; it

is the opposite of open, which describes a character or symbol
that exists as an outline.

Closed Open

In the use of dashes, closed refers to the absence of space on
either end of the dash; open means that there are spaces.

Open

Word—Word
Closed

We prefer open dashes to allow the typesetter, or system,

more places to end lines. Since a word space might be too

wide and a fixed space (a thin, perhaps) might make the

combination unacceptable for line termination (systems look

for word spaces as appropriate break points), we suggest that

you kern the word space to half of its optimum value. (This

suggestion usually does not apply to sophisticated computer
typesetting systems.)
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Color, Typographic

The color of your page of type refers to the overall shade of

gray perceived by your eye, which might be interrupted by
bad word breaks or character spacing or by uneven leading.

Typographic color can only be determined by reviewing type

after setting.

Rivers are patterns of white that result from the random
position of word spaces in adjacent lines. Again, you must
review type after setting to find and correct problems with

typographic color.

These areas should be watched:

1. Word spacing (keep consistent)

2. \A^dowed lines (reduce where possible) and orphaned lines

(avoid at all cost)

3. Poor letterspacing (kerning needed)

4. Uneven right margin caused by too many hyphens in a row
(reset)

5. A general, even, consistent appearance (including the

density, or blackness, of the type)

6. Variations in letterspacing (keep consistent)

Other proposals included

suggestions for better management
of fisheries and forests, energy pol-

icies that remove subsidies for en-

ergy consumption and production

and the development of renewable
energy supplies.

Poor word spacing

parties.

RKO is "conducting an investi-

gation and intends to pursue what-
ever steps are necessary to recom-
pense injured parties." the state-

ment noted. A spokesman would
not elaborate further on the state-

ment.

Orphan line

Grabbing a share of the na-

tion's $3.6 billion bingo indus-

try is seen as a way to help an
economy reeling from a falter-

ing steel industry. Unemploy-
ment is 9.5 percent; on the res-

ervation it's 40 percent.

Texans

Kerning needed in letterspacing

The news was of Olympic
proportions. The Soviet Union—
with some of the world's toughest
athletic competitors— said It will
not attend the Summer Games in

Los Angeles. Already, the costs are

being gauged— to morale, enthusi-
asm, dollars.

Too many hyphens Variations in letterspacing
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Condensed

abcdeighijklmnopqrs

abcdefghijklmnopqrs

abcdefghijklmnopqps

abcdefghijklmnopqrs
Variations of Helvetica

This term describes the relative narrowness of all characters in

one type style. It is a variation in width. Condensed typefaces

are used where large amounts of copy must fit into a relatively

small space, tabular composition being the most common area

of use.

There are gradations of condensation: ultracondensed,

extracondensed, condensed, semicondensed. The words
narrow and compressed are sometimes used as synonyms for

one or more of these levels of condensing.

Digitized typesetters, in many cases, can condense characters

by defining new set widths. Thus, 12-point characters can be

specified as 11 '/2 set—unlike hot metal and early

phototypesetters—which merely removed space between
characters, but retained their width. Digitized devices actually

make the characters narrower electronically by removing raster

lines.

abcdefghijkimn

abcdefghijkimn

abcdefghijkimn

abcdefghijkimn
Digital condensing

Optical Condensing

With the use of s

With the use of sf:

With the use of sp€

With the use of spei

With the use of spec

Normal

Condensed

27



More/Condensed

Of course, there are differences between characters condensed
by a type designer and those condensed optically (by lenses)

or digitally (by electronics.) These are not usually apparent to

the uneducated eye, and thus more typeface variations

—

condensing and expanding—are machine-created. It is best not

to condense too much, since letters and words will seem too

black and their legibility will be hampered.

Helvetica Condensed, original design.

Helvetica Helvetica
Helvetica condensed electronically.

A condensed typeface has an em space that is no longer a

square formed by the value of the point size. Thus, fixed

widths will appear narrower than normal. If you condense a

typeface by changing the set width, then all values will

change, even the fixed spaces. This would have to occur so

that the fixed space for the figure width matches the actual

width of the figures. This is important because, for condensed

typefaces, the word space values must also be reduced

(condensed) or the texture of the lines will seem unnaturally

segmented by wider than appropriate word spaces.

With the use of!Sp€

Appropriate word spacing.

With the use of spe
Too much word spacing.

As a rule, when using condensed typefaces, stay with a

moderately narrow line width, since condensed type and long

line width tend to tire the eyes easily.
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Contour

At
the Na-
tional Safety
Council Honors Drunk

Driving Efforts of Non Gov-

ernmental gro psthe National

Safety Council has announced a

new program of financial grants and

recognition to non-governmental orga-

nizations and individuals who are con-

ducting programs to curb the drinking

driver menace. The grants to organiza-

tions, individuals, and institutions are

funded by General Motors Foundation. Inc..

and the Mobil Foundation, Inc. The Council

IS setting up a panel to consider entries for

the grant program, with the following crite-

ria: action must be directly related to the

drinking driver problem; proat a driver

menace. The grants to organizations,

individuals, and institutions are

funded by General Motors Foun-

dation, Inc., and the Mobil

Foundation, Inc. The Coun-

cil is setting up a panel

to consider entries

to the na-

tion

"Positive" contour.

Setting type in a shape, which creates the appearance of an

object, is called a contour or run-around. It is accomplished by

means of multiple line indents. A special sheet with pica and
point gradations is used to calculate the value of the indents.

The sheet, usually transparent, is placed over the art or shape

so that all indents can be established.
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Contour leading layout chart.

A similar way of setting type around the shape of an
illustration is called wrap-around.

Sometimes an interesting typographic effect can be achieved

by setting type in a shape. Often, however, the legibility of

such wrapped type is reduced. This is primarily the case when
each line of type is staggered on the left side. Since the eye
looks for an imaginary vertical reference line on the left, when
type is staggered, the eyes have to work harder.
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More/Contour

Type set in a shape is also cumbersome to produce and time-

consuming. And if there is an addition or deletion of copy
after the type has been set, then the whole process has to be
repeated. Newer graphics terminals allow semiautomatic
contours, but just because they make it easier, do not overdo
the use of contours.

Use type in shapes carefully for selected occasions-

sure it is worth the effort.

-and make

Been reached regarding its use in management accounting. Dis-

counting has been applied in isolated instances (e.g., to account
for certain leases, pension plans, and long-term receivables and
payables), but its overall relevance to financial accounting has not

been clarified. The Accounting Principles Board (APB) recog-

nized, in 1966 and 1967, the need for reaching conclu-

sions concerning the broader aspects of discount-

ing; as it is related to financial accounting in

ge leral.

Even with the APB action, a void re-

mains which is explained, in part, by
the absence of stated objectives of

financial statements that are

necessary for defining the con-

ceptual foundations of financial

accounting. Agreement on the

objectives of financial state-

ments is essential for de-
termining how accounting
data should be measured
and classified and for

specifying the qualitative

characteristics that account-

ing information should pos-

sess. The time value of money is

an important attribute of some
assets and liabilities. Measurement
of this attribute should provide mean-
ingful information for users of financial

statements irrespective of the approach to

valuation deemed appropriate in a concep-
tual framework for financial accounting and re-

porting. That is. the applicability of discounting as one
dimensidons of measurement is independent of whether account-

ing IS based on historical costs or current values.

Board, APB Opinion ho. 10. Omnibus Opinion— 1966,' De-

cember, 1 956. paragraph 6. and APB Opinion Mo. 1 1 , Accounting
for Income Taxes, December. 1967. paragraph 3.

This study, which consists of three parts, is responsive to the APB's
suggestion, more than a decade ago, that research is needed for

determining the role of discounting in financial accounting. Part I

attempts to accomplish the following:

Present value theory is well established in economics, finance, and
actuarial science, and general agreement has been

reached regarding its use in management ac-

counting. Discounting has been applied in

isolated instances (e.g., to account for cer-

tain leases, pension plans, and long-

term receivables and payables), but

its overall relevance to financial ac-

counting has not been clarified.

The Accounting Principles

Board (APB) recognized, in

1966 and 1967, the need for

reaching conclusions con-
cerning the broader aspects

of discounting as it is related

to financial accounting in

general.

Even with the APB action, a
void remains which is

explained, in part, by the ab-

sence of stated objectives of fi-

nancial statements that are

necessary for defining the concep-
tual foundations of financial account-

ing. Agreement on the objectives of fi-

nancial statements is essential for deter-

mining how accounting data should be mea-
sured and classified and for specifying the qualita-

tive characteristics that accounting information should
possess. The time value of money is an important attribute of

some assets and liabilities. Measurement of this attribute should
provide meaningful information for users of financial statements

irrespective of the approach to valuation deemed appropriate in a

conceptual framework for financial accounting and reporting.

"Negative" contour.
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Contrast

Essentially, a difference between items. In typography, we deal

with contrasts in

Size

Weight
Width
Form
Placement

Structure

Posture

...and combinations of them.

Size

M
Weight Width Form

M

M
MM UM

Placement Structure Posture
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More/ Contrast

Also noteworthy:

The stronger a contrast, the better.

Weak typographic contrasts result in visual confusion.

Strong typographic contrast

Weak typographic contrast

Too many contrasts tend to cancel each other out (e.g., a

supermarket ad).

.:. »239 GROUND Btt^ 1
ftft B^^Sttaiv*^, _„ ^—-—tt <'?»-

^^^^^^'-^ ts^S-'^*^ 3.19 W ^^o^"*^' l\/^2iS*^
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Copperplate

A type style created out of necessity in the days of copperplate

engraving (an older form of printing plate-making) that has

fine serifs at the ends of all strokes.

An old illustration of copperplate engraving.

Instead of using pens or brushes or paper, copperplate

engraving was done with a steel scribe on a fine polished

copper plate.

In order to get sharp corners on the strokes, a final scribe was
made perpendicular to the main stroke and was allowed to

extend just a bit beyond, creating the copperplate serifs. After

printing—or in small point sizes—copperplate serifs often

became indistinguishable.

Copperplate typefaces do not usually have a lowercase, using

smaller point sizes for caps in place of them. Copperplate

should never be used for text paragraphs, because all-caps

type is hard to read.

ABCDEFGHIJKLMNOPQRSTUVWXYZ
8c- 1 234567890S
ABCDEFGHIJKLMNOPQRSTUVWXYZ&
1 234567890S [] [1 // %% '_- ..::!?-•'

Copperplate font

During the days of metal typesetting, this typeface was highly

popular, especially for business cards or stationery. With the

appearance of new typesetting technology and the easy

availability of many typefaces, its use has declined noticeably.

594-1400
OMice

594-3678
Residence

Pearson Roofing
The Area's Leading Rooting Contractor

PAUL SCANT
Sales Representative

521 W Charleston

Madison. Wl 41221

Once most business cards looked like this.



Copy Preparation

At one time, this area described the proper preparation of

manuscript copy for typesetting. To a large extent, it still

covers typewritten sheets, S'/i" x 11", typed double-spaced and
neatly marked with typographic instructions.

In another sense, however, copy will no longer be

rekeyboarded by the typesetting operator (keyboarder). Copy
will be prepared on personal computers with word processing

capabilities, and the information will be input to the

typesetting process electronically.

The originator will have the benefit of sophisticated editing

and correction prior to releasing the material for typesetting.

An important attribute will be consistency of preparation,

since the conversion of the electronic data to typesetting input

will require a match-up of specific occurrences of indents,

word spaces, returns, and other code and character

combinations in order to change typewriter-oriented copy into

typography.

Here are some basic rules:

1. Use the same number of blank spaces or a tab key for

paragraph indents, but use each consistently.

2. If an extra word space is inserted at the end of a sentence,

make certain that only that one additional space is inserted at

each point.

3. Check with the typesetting operator about recommended
use of the quote marks. (The open and close quotes are the

same character on a typewriter, but they are different in

typesetting.)

4. Use the special function for automatic underlining so that a

change to italic can be generated.
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Copyfitting

Copv-fitting is the process of estimating (fitting) the selected

type size and leading in which the cop\' can be set to fill a

(usually) predetennined area.

Copv-fitting is based on a calculation called characters per pica

(CPP). Most type books have this information listed for certain

point sizes. They do not have it for every point size available.

nor do they have it for each size at each possible white space

reduction (negative ietterspadng) value. Let us review how
CPP is used for copyfitting.

1. Obtain the total of all the characters m your manuscript.

(Eton't forget to count word spaces.)

Looks may nc* "be e^/erTthliig, buu in a world =c ir-ter:sei.7 ccxiscious ^^|

of visual inis^es, how anjthir.^ looks Is iapartar.t. Nowhere is ztiLs ^*

3re Trcr.c-T-ced than in the media of the .\^e ci Ir.formation.

"uscnpt copy

2. Qieck the face and size and the line length (LL) that wiD be
used. Look up the CPP and multiply it bv' the line length.

If the CPP is 2-81 and the line length is 25 pncas, the nmnbo'
70.25 tells you how many characters will fit in one line (the

formula is CPP x LL = characters per line).

3. Divide that number into the total number of characters to

obtain the number of lines that the job wiD set.

4. Multiply the number of lines by the leading vahie to arrive

at the copy depth (in points). If the job is mosdy straight text.

Character count table V^^ <^^ figure the number of lines per page and divide to get

the total number oi pages. If there are many subheads, drop
heads, illustrations, etc., you will have to estimate these

separately.

P4ca* <t«. 7BL • 0(. 9m- TO 91. Tant. i«pi.

TO 35 3T 28 25 23 T9 T7

TT 38 3A 3T 27 25 2T T9

ta 42 37 34 30 28 23 20

13 45 40 36 32 30 25 22

T4 49 43 39 35 32 27 24

T5 52 46 42 37 34 28 25

T« 56 50 45 40 37 30 27

T7 59 53 48 42 39 32 29

n 53 56 50 45 4T 34 37

19 66 59 53 47 44 36 32

IB 70 S2 56 50 46 38 34

Tt 73 6b 59 52 48 40 36



More/Copyfitting

Characters per pica information is used by designers and
editors to see if their manuscript copy will fit in the space

allocated. If not, they change the line length or point size,

select a face with a greater CPP value, or, in today's automated
typesetting market, ask for white space reduction (WSR)
values to tighten up the copy. When you call for WSR to take

effect, the listed CPP values are no longer valid.

The simplest way to find out how much space will be saved by
WSR is to set a sample line (or paragraph) with the desired

WSR increment, and then compare it with the type set in

expanded letterspacing. Determine the gain in space in

rounded-off percentage points, and then simply deduct that

percentage from the number of lines estimated for standard

letterspacing.

Fine typography is the result of nothing more than

attitude. Its appeal comes from the understanding

used in its planning; the designer must care. In

Fine typography is the result of nothing more than

attitude. Its appeal comes from the understanding used

in its planning; the designer must care. In

Normal letterspacing (top), WSR (bottom).

The general application of copyfitting is for justified type.

There is usually no difference in the number of type lines

between justified and unjustified style, but sometimes, in

order to avoid poor hyphenation, you may have a minimal line

increase with the unjustified style.
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Cyrillic

Saint Cyril brought learning to Eastern Europe by establishing

monasteries and learning. The alphabet that evolved included

unique characters and accents and combinations of them.

Cyrillic alphabets are used for Russian and various other Slavic

languages.

a6Brfle>K3MMKJ1MHOnpCTyctDXI4HLiJLH'bblb3

\09^ ABBrflE>K3l/li;iK/lMHOnPCTyOXI4H
UULi4"bblb3fO$^ 1234567890

Helvetica Upright

a6BrAejK3MMKjiMHonpcTy(})xi;Hiiim'bbi

b3ioH ABBmE^3MWKJIMHOnPCTy
<I>XaMmmT>bIb3K)H 1234567890

Excelsior Bold
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Dashes

Ranging from the smallest to the largest, here are the dashes

that are used in typography:

Hyphen

The hyphen is used for breaking words on syllables at the end
of lines to allow even spacing in justification and for

compound or connected words (e.g., mother-in-law).

En Dash

The en dash is used where the word to or through is

represented, such as "pages 1-9" or "January 13-19." It also

connects two nouns of equal weight, as in "East-West

alliance." The en dash may also replace a colon. If you do not

have an en dash, kern two hyphens together. The en dash

should always be closed (no space on either side).

% Em Dash

This is just a slightly smaller em dash. It is used where the em
dash would appear too wide for the typeface in use.

Em Dash

The em dash (and Va em) is used to indicate missing material,

as in "Dr.—was the murderer," or for parenthetical remarks to

show a break in thought or special emphasis, such as "Hello

—

he thought at the time—." Em dashes are also used to replace

a colon, as in "Here's the list—."

Em dashes may be open with a word space on either side of

it— or closed—with no space. The open style allows for more

alternatives for end-of-line breaks, although some newer

systems will break at an em dash if it occurs at the end of a

line.
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More/Dashes

Dashes should not be carried over to the beginning of the

following line, if possible.

Generally, for a condensed typeface design, a narrow dash (en

or Y4 em) should be used, reflecting the narrow feeling of the

type design. For a normal width or expanded typeface, a full

em dash is more appropriate.

For narrow type

do—always—use a

narrow dash.

For normal width—or an
expanded typeface—a full

em dash is best.
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Digital Type

Digital type gets its name from digital computers, whicii are

based on the binary principle of on/off. A digital image is

created with dots, and the individual dot is either there or not
there—on or off.

The individual dot is also called a pel or pixel (both terms are

shorthand for picture element), and a group of overlapping
dots forming a straight or curved line is called a raster.

The edge gradient tells the tale in terms of digital quality. Vector devices (B)

use larger line segments that "connect the dots" of the character outline, while

pure raster devices (C) create a sawtooth effect. There is no technical reason

why you could not have a clean edge, as in A. Most of these "problems" are not

visible to the unaided eye.

Typesetters that use line segments, or vectors, to outline a

character still use dots as the basic building blocks.

All digital typesetters (sometimes called third-generation

devices) use the very basic principle of turning some light

source on and off to create an image. That light source can be a

cathode ray tube (CRT) or a laser, or it may not be a light

source at all, as new^er technologies apply electro-erosion,

magnetography, and light-emitting diodes.

The placement of the dots for an individual character is stored

in memory. Rather than turn the imaging source on and off for

each dot, many devices employ a principle called run-length

of coding, which allows the beam to sweep continuously over

a series of on dots, rather than turning on and off for each one.
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More/Digital Type

Because every character is made up of dots, diagonals and
curves may not be as smooth and sharp in their edge

resolution as straight lines. At 1,000 dots per inch

(a measurement of resolution), acceptable quality is produced.

At 5,000 lines per inch, there is no visible difference between

digital type and other photographic type.

Digitized characters are made up

of individual dots, overlapped

to form lines (rasters) and turned

on and off to create either a

character outline, which is then

"painted" in with dots, or the

actual character directly.

The best place to check the quality level is the dot on a

lowercase i—where we find the greatest curvature—or the

entire typeface Optima—because it has almost no straight

lines.

ibcdefghijklmnopqrstuT



More/Digital Type

Since digital type exists in memory, or program form, it can be
manipulated electronically to produce:

1. More point-size increments. Some units use 1/10-of-a-point

increments.

2. Oblique, or backslant, characters. Permissible for use in sans

serifs only.

3. Expanded or condensed characters.

4. Reverse images.

In time, all typesetting and image generation will be digital.

mm
Reverse Expanded

hello mm
12° slant 12° slant reverse

Condensed
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Ellipses

Better known as the three periods that indicate that something

is missing (omission) or that conversation has stopped

(interruption). If a sentence is complete, the period is set

close, followed by the three points:

"The end is near, or at least it seemed to be...."

The problem with these dots is that they may fall at the end of

a line, and then several things can happen:

1. If you spaced them with thin spaces, the machine may see

them as one unit and not break them, thus forcing a tight line

or necessitating a badly spaced one.

2. If you used word spaces between the points, you will have

erratic spacing—too wide or too close—based on the

justification requirements of the line. The word space will help

if the dots fall at the end of the line. An alternative is to use

kerned word spaces.

3. You could separate the dots with thin spaces and insert a

kerned word space between them and the preceding word.

4. Or you could use kerned word spaces between the periods.

Fortunately, some computer typesetting systems handle
ellipses automatically.

But remember: to indicate omission, use only three (not more!)

dots.

"The end is near, or ... it seemed to be."
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Emphasis

Typography provides more opportunities for emphasizing
information than typewriters or line printers:

ALL CAPITALS SMALL CAPITALS Caps & Small Caps

Underlined ITALIC CAPS

ITALIC SMALL CAPS
Italic Caps

& Small Caps

BOLD CAPS Bold Caps

& Small Caps
BOLD SMALL CAPS

Bold Italic ITALIC BOLD CAPS Italic Bold Caps

& Small Caps

italic bold
small caps

Bold typefaces are the most appropriate for emphasis (use in

moderation), although italics are more commonly used.

Underlining is redundant in typography, but it is often used

for aesthetic reasons. All other approaches are less legible and
should be used with care.

\
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Evocative Typography

The use of typefaces to create a mood or feeling by their

appearance alone. For instance, the typeface Manhattan
evokes a feeling of the 1920s; the typeface Caslon

Antique is used to create a feeling of colonial America.

Caslon Antiqu

Evocative typography; typefaces reflect personalities;

from a poster by Rolf Rehe.

Evocative typography is most often used in display or headline

type. Display has been defined since hot-metal days as any
size over 14-point, and faces were specifically designed for

display use. Today, electronic sizing makes it possible for any
typeface to be used as display.

Optical spacing becomes more critical in larger sizes, and one
must review the typeset word or line for consistency of

spacing. Because of this, ligatures are not usually set in

display, although swash and alternate characters are.

Once again, restraint is advised. Use as few typefaces and as

few sizes as possible.

Novelty typefaces are also used for display or evocative

purposes. Typefaces formed with flowers, bullet holes, rope,

people, or other elements are rarely used. With literally

thousands of display faces, fewer than 100 are used very often.

One may also categorize wood type in this area, although

some of the Victorian designs have been used quite sucessfully

in contemporary typography.

45



Expanded

CENTURY KXPANDKD

|H IS face of type was first made
on 10-point body, for use on

THE CENTURY MAGAZINE,
and it has been used for many books

of The Century Co. The expansion

of the letter is upward, enabling one

to get much matter in small space.

Century Expanded is not really expanded

—

it has a large x-height, or "upward

expansion, " as designer DeVinne said.

Usually refers to the width of the characters in a particular

type style. Expanded faces are often used for heads, subheads,

and small blocks of ad copy. This is a variation in width.

There are gradations of faces: semiexpanded, expanded,
extraexpanded, and ultraexpanded. These are subjective

terms. The terms extended and wide are often used as

synonyms. Note that Century Expanded is expanded in the

x-height direction, not in its width.

Digitized typesetters can modify character set width

electronically to create wider characters. Expansion can also be

accomplished optically.

Do not use expanded typefaces with narrow line lengths; it's a

contradiction and it looks inappropriate.

It is best to use the option of expanding letters (or expanded
typefaces) only in special instances. Expanded type has a

lower legibility than standard type, and expanded letters often

appear proportionately awkward.

abcdefghijkim

abcdefghijkim

abcdefghijkim

abcdefghijkim
Digital expansion

Optical expansion

With the use of s

With the use
With the use
With the use
With the us<

Normal

Expanded

If a digitized typesetter is used to reduce set size, then all

values are changed, including the fixed spaces. This would
have to be so, since the figure space width (which is often the

en space) would have to equal the width of the figures.

Make sure that the word space standards for expanded
typefaces are also expanded that is, wider than normal, or the

words will seem to flow together.
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im 6,$.
Numerals from old German carving, 1464.

Figures

The numbers 1 through come in two versions:

1 23^567 8 9

Old Style or Old Face (nonaligning)

12 3 4 5 6 7 8 9

Modern (lining)

© (D @ ® (D Q) ® ®O00O©©©©©©
®(2)(3)(i)(D(D®(S)(D@
0@©0©@0©©<Q)
m^mmmmmmmm
©(D(D®(D(6)®(D(9)®
[I][2][3][4][I][6][7][8][9][10]

Multiple-digit numerals can be created

within circles or squares, using sorts-

additional artwork required.

These sets of figures, in common use throughout the world,

are called Arabic numerals, since ancient Arabic scholars first

used them.

A more esoteric, formal system of figures, the Roman system

—

which was used widely up to the Middle Ages—is composed
of letters and is used today only in selected instances.

In text, numbers under 100 are usually spelled out, unless they

relate to references. Always spell them out at the beginning of

a sentence.

All figures must be the same width to allow their lineup in

tables or lists; this does not apply to dates. The numeral 1,

because of its narrowness, looks ill-spaced with other figures.

Some fonts have a fitted 1.

1 1 40 XL 500 D
2 II 41 XLI 600 DC
4 IV 49 IL 900 CM
5 V 50 L 1000 M
6 VI 60 LX 1981 MCMLXXXI
7 VII 90 XC 2000 MM
9 IX 100 C 5000 V
10 X 101 CI 10,000 X
11 XI 150 CL 100,000 C
20 XX 200 CC 1 ,000,000 M
30 XXX 400 CD

Arabic and roman numerals
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Fixed Spaces

The|art|of|book

producinglwas

never|on|a|high|

er|level|than|at|

the|invention|of|

printing.

The (normally invisible) space units are

shown in black here.

Where a constant-width blank space is required, you use

spaces of certain fixed increments, since typographic word
spaces vary in width according to the justification needs of a

line.

The most common widths are the em (a square formed by the

value of the point size; a 9-point em space will be 9 points

wide no matter what the face), the en (half of the em), and the

thin (either V4 or V3 of an em). The figure space would have

the same width as the numerals 1-10 and the dollar sign,

although the en may be used for this in some systems. Some
old-timers (who should know better) and some novices

sometimes confuse em and en spaces with caps M and N.

Watch out!

If you require fixed spaces of a certain number of points,

remember that the em is as wide as the point size. If you need
two picas of horizontal space, set two ems in 12-point (1 pica =

12 points).

The em is also the maximum relative-unit value, so in a 54-unit

system, the em is 54 units, and so on for 18- and 36-unit

systems.

I
EM SPACE

(54 units)

EN SPACE
(27 units)

THIN
SPACE
(18 units)

54-unit spaces; em En space Thin space
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More/ Fixed Spaces

In most type families, the em space is designed as a square of

the point size, e.g., for 12-point type, the em space would be

12 points high by 12 points wide. The en space would be

proportionately half as wide as the em, and the thin space one-

third or one-fourth of the width of em. Variations would occur

when the type is condensed or expanded.

If the em space is a square of the point size, the value would
be 54 units in our example. An increase in point size, while

increasing the size of the fixed spaces, also increases

proportionately the size of the units. Therefore, units are

relative —the larger the point size being used, the larger each

of the units will be—but the number of units will not change.

Remember, an em has no value until you select the point size.

A 10-em indent in 9-point type is different from one in 11-point.

36-point en

18 points wide

36-point em
36 points wide

Old-fashioned metal quads.
60-point en

30 points wide

60-point em
60 points wide

72-point en

36 points wide

72-point em
72 points wide
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Font

A font is a set of all characters in a particular typeface (and
point size in hot metal).

A type font contains all of the alphanumerics (letters and
numbers), punctuation marks, special characters, ligatures,

etc., contained in one version of a typeface.

OCO) *

dbcdefghijklmnopqrstuvwxyz

n]1234567890($c£f%#@)
ABCDEFGHIJKLMNOPQRSTU
VWXYZ8Z/ECEDL0 abcdefgh
IJKLMNOPQRSTUVWXYZ&/ECEDL0 !f-

:;!?$c£1234567890
"'O®®'" <}«»H%H%

V3V3^AV2UV5V5r5r5V6V6-^-X^=±

dddgeznoouzAAAQENOOUZ
^ K Q •^' .0^ ^ \^ ••

AAAQENOOU Complete font of WTC Carnase Text Light Italic

The term wrong font (wf) refers to an incorrect character: one

that does not belong to the font.
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More/ Font

ABCIEFGHIJKLMNOPQRSTUVWXYZ&
abodefghijklmnopqrstuvwxyz
123^567890$ ().,:;"!?-

i i ^ @ # +

Typewriter font

/

The same font purchased from two different sources may yield

the addition or deletion of certain special characters:

1. One version may provide a percent and cent sign, w^hile the

other may provide an asterisk or bullet.

2. Another version may provide all of these special characters.

3. There might also be differences in design, weight, and even

size relative to other font characters.

Thus, the character complement, or font, may be completely

contained or may be used with a variety of pi fonts.

In markup, it is important to specify a font by its full, correct

name, e.g., Helvetica Extra-Bold Extended (or Helv. X-Bold

Ext.), to prevent wasted time typesetting the wrong font.

Furthermore, weight designations sometimes may not mean
the same thing. For instance, both Helvetica Medium and
Helvetica Regular are sometimes used by manufacturers for

the normal-weight version of that typeface. Make sure you are

using the desired type weight by comparing an original

specimen with the newly set type.

Johann Gutenberg

5^l5£iDi?ifl5i>lII IjTH/niD^lDiaa)
?\^ fL b it ff 6il\'il ini flHlHlDplDaB)

IT (HBXPH
H ^^BXPH

a aaa aa a'a'bbGtatBlBtBtEtrlf
totototocc fffff rddDDfifi
tBCHtBbiirtrtffflrtttDCDf e i r ft
tEfC*ffffffgg^ggg|fljl|5
Ip ^ Ip Ib ^ ^ to to i i I I I i f f i i

i
bll ffmmmnlmnniinnnn

0000 pppp ppp^IBP9{Z(r{Iip]
IPffff^pprprffq qqqilqqqqqq
q?ic^r[f2qurrrffQj(h(rcr
Bftesrtr ff frftfqiuuu
uuunauraffiuj|FF?oiJ9
. ' : i ^ IL C ff /H IK

dtftfcb'ttCFE i ffqifpfffffi va

nnpfljtffffffirirft&ftrgE
u u u IB n r EP

Gutenberg's font
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Footnotes/References

Marginal, parenthetical, or reference material relating to the

main body of text, positioned at the bottom of the page.

Footnotes are referenced by certain symbols (t, J, etc.), letters,

or numbers, most often in superior form.

A footnote must begin on the same page as its reference call,

but it may be carried over to the bottom of successive pages.

A short rule or additional space should separate the footnote

from the text. The first line of each footnote is normally

slightly indented. Footnotes may also be placed at the end of

their associated text. When used at this point, they may also

be called references.

Point sizes for footnotes are usually 7- or 8-point. By law,

footnotes in financial forms, annual reports, prospectuses, and
other SEC documents must be no smaller than the text size,

which is 10-point.

The sequence of footnote reference marks is

1. Asterisk 2. Dagger 3. Double dagger 4. Paragraph symbol

5. Section mark 6. Parallel rules 7. Number sign

If you need still more, double them up: double asterisks,

double (single) daggers, double double daggers, etc.

However, when many footnotes are used, it is more practical

to use consecutive numbers to identify each footnote.
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Format

A format is any combination of point size, line spacing

(leading), line length, typeface, placement, and style that

contributes to producing a specific typographic appearance.

This may relate to a character, word, line, paragraph, section,

page, group of pages, or an entire publication.

Formats can be expressed by indicating each of the items above
or by using a shorthand approach: storing the format items

and referencing them as a number, letter, or group of numbers
and letters, depending on the system used.

For example.

[sfl] [cc 30, 10, 11, 1] [rr [ah [xl [ef]

The above example says: Store format 1

line length 30 picas

point size 10

line spacing (leading) 11

fontl

ragged right

allow hyphenation
cancel letterspacing

end format

To use this format, key: [ufl]

And mark it up: (T)

A format might detail all or most of the following:

Point size

Typeface

Line length

Leading

Justified or ragged

Letterspace requirements

Word space values

Indention requirements
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Fractions

Someday, the metric system may change all this, but here are

the typographic forms of fractions:

1/4 1/2 1/3

Em Fractions

This is the most common form, each fraction on the em width,

with a diagonal stroke. Most devices have the V4, V2, and Vi as

standard.

ill
4 2 3

En Fractions

These are, of course, on the en width, with a horizontal stroke.

They are used when a vast number of odd fractions—16ths,

32nds, etc.—are required. Also called case or stack fractions.

/8 -1=1/8
Piece Fractions

These are en and em versions with only the denominators.

The numerators are "created" using special numerals, such as

the superiors, which position with the denominator to form
the full fraction.

1/4 1-1/4

Fake Fractions

Just use the normal numerals separated by a slash when you
need a fraction but don't have it. Make sure you use a hyphen
to make 1 1/4 look like 1-1/4. Use these only if you have no
alternative.

.25
Decimal Fractions

V4 = .25, and so on.

one quarter
And, of course, you can spell the fraction out: V4 = one

quarter.

Type-font suppliers often substitute fractions from one roman
typeface (for example) for other romans that are closely

related. Make certain that the fractions fit with the typeface in

both weight and design.
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Galley

Refers to a length of typeset material (a take). In hot metal, a

metal tray with raised edges held about 20 inches of metal

type, which was usually the length of the output tray on a

Linotype machine. This much material was then proofed and
handled so as to divide jobs into workable units.

Galley came to refer both to the amount of material and its

state. Since a galley proof was made right after type was set, it

was a first, or reading, proof. Subsequently, the material

would be corrected and organized into pages, creating final or

page or repro proofs, made up with elements in position.

Thus, a galley is a rough proof or copy of a length of typeset

material. Today, galleys are not usually of equal lengths,

although systems can be programmed to make them so.

An old fashioned galley used in

metal typesetting.

U—202 Svstrm S4-3387 Roll Rehi 06-21-84 12-49-40 mg WT6 43387SSS$4
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Onginally, sizes of type were expressed in names, not

numbers. The name for 5V:-point type was agate, and it is still

applied today to describe the pomt size often used in

newspaper classified advertising.

Newspapers also used agate as a unit of measurement for

display advertising. There are 14 agate lines in 1 inch. Ad rates

are usually "per Ime, per column." Thus, a 2<olumn, 2-inch

ad would be 56 agate lines (2x14x2 = 56).

Classified ads, or liners, are separated by rule lines.

The column width depends on the newspaper or publication.

To save money, many newspapers keep narrowing the width
of their sheets, thus modifying column measures. Never
assume a column width; always confinn its value.

Generally, the smallest type size used in typography is 6-point.

Why then agate? Qassihed ads are billed by the number of text

lines. By usmg SVi-fxjint type (instead of 6-pomt), more lines

of text can be placed on a page, and, therefore, more mcome
for the paper is generated.

Because of its reduced legibility, agate tyjje size is not

recommended for general use, not even for footnotes.

Saint Cynl brought learning to Eastern Europe by establishing

monastenes and leanungs. The alphabet that evolved included

uruque characters and accents and combinations of them.

Cyrillic alphabets are used for Russian and vanous other Slavic

languages.

A typical galley proof.
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Greek Characters

Used mainly in mathematics, but they often appear in other

instances, for example, in theological or philosophical books.

Remember, that Greek has upper- and lowercase letters.

Uppercase Lowercase Description

A a alpha

B ^ beta (bay-ta)

X X tin

A s delta

E e epsilon

H y; eta (ate-a)

r T gamma

I i iota

K y. kappa

A \ lambda

M '^ mil (moo)

N V )iii (noo)

Q (x> omega

omicron

•J) cp phi (fee)

n 1* P'

\j' ^ psi (p-sea)

p p rho

s o ? sigma

T tan

e theta (thay-ta)

T 'J lipsHon

H
^ xi (Ksee)

z y
S zeta (zay-ta)
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Gutter

The space between columns of type, usually determined by
the number and width of columns and the overall width of the

area to be filled. Sometimes a rule is used instead of blank

space.

Gutters should not be so narrow that columns run together.

In these cases, the rule line is often used.

For use with standard text type sizes, one pica is the standard

gutter space (also called column space). For large type sizes,

more gutter space should be used.

For type set ragged right, a slightly smaller gutter space works
better. Since almost all lines in ragged type are not in full line

measure, a small amount of gutter space is "built in."

Gutter

There are other ways of making long text

columns more interesting. Many concepts,

I'm sure, remain to be discovered.

Whether you use your own style, or some
of the approaches described here—do add
some typographic interest to those long,

gray text columns. Otherwise all that

information might simply not be read.

more appealing by setting them ragged
right. It is the extra white space at the end
of the lines that, again, makes the type

"breathe." (Caution: Make sure to keep the

column space fairly tight or there'll be a

perception of separation between the

columns. Hairline column rules usually

work well with ragged right type.)

Reduce gutter space to 10 points for ragged text type.

Gutter

paper. All the other devices we use are each

doing something for a reason. Photographs do

some things better than anything else.

We need to know when to use those won-

derful whimsical drawings, how to sell an idea

— a story — with a wonderful provocative

headline, when graphs and charts explain

something better than anything else. More im-

portantly, we must not get so locked into some
concept, some page, some package, that we
cannot escape without sacrificing the most ef-

fective use of pictures.

Our sports man at the Post and his deputies

often get themselves in just this kind of crack.

They ahnost never reduce a takeout, a box or a

graphic display — because they are locked

Gutter space should be at least one pica for justified text type.
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Homographs

Homographs are those annoying words that are spelled the
same, but are pronounced and hyphenated differently.

(Homonymns are those words that are only pronounced the
same, e.g., to and too.) The process of hyphenation in

America is based upon pronunciation (in England, it's based
on the word's derivation). Computer programs that hyphenate
automatically cannot effectively handle homographs, because
the computer would have to discern the meanings of the
words. In any case, the hyphenation of these words depends
upon the mind of the person who wrote them. Here is our list.

The italic version is the most common form.

I

ac-er-ous

ad-ept

agape

an-chor-ite

ar-sen-ic

as-so-ciate

bun-ter

busses

butter

chaf-er

chaf-fer

chart-er

cor-ner

cor-se-let

cos-ter

cra-ter

deca-meter

de-nier

de-sert

di-vers

dos-ser

drap-er

el-lip-ses

er-go-tism

eve-ning

ace-rous

adept

aga-pe

an-cho-rite

ar-se-nic

as-so-ci-ate

bunt-er

buss-es

butt-er

cha-fer

chaff-er

char-ter

corn-er

corse-let

cost-er

crat-er

de-cam-e-ter

de-ni-er

des-ert

div-ers

doss-er

dra-per

el-lips-es

er-got-ism

even-ing

for-mer

foun-der

full-er

gaf-fer

gain-er

gai-ter

ge-net

ge-ni-al

glid-er

grain-ing

grop-er

grou-per

grous-er

hal-ter

hind-er

ho-mer

hurt-er

im-pugn-a-ble

in-val-id

lea-guer

le-gate

lim-ber

lus-ter

mas-ter

min-ute

nes-tling

form-er

found-er

ful-ler

gaff-er

gai-ner

gait-er

gen-et

ge-nial

gli-der

grai-ning

gro-per

group-er

grou-ser

halt-er

hin-der

hom-er
hur-ter

im-pug-na-ble

in-va-lid

leagu-er

leg-ate

limb-er

lust-er

mast-er

mi-nute

nest-ling

pe-tit

pe-ri-odic

pin-ky

pla-ner

pray-er

pre-ce-dent

present (v.)

pro-ject (v.)

prod-uce (n.)

prod-uct

prog-ress (n.)

putt-er

put-ting

raf-ter

reb-el

re-cord

re
f-use

resume

pet-it

per-iod-ic

pink-y

plan-er

prayer

prec-e-dent

pres-ent (n.)

proj-ect (n.)

pro-duce (v.)

pro-duct

pro-gress (v.)

put-ter

putt-ing

raft-er

re-bel

rec-ord

re-fuse

re-su-me

ros-ier

spil-ler

stat-er

stingy

sto-ver

tam-per

tent-er

welt-er



Hyphenation

Breaking a word into syllables and inserting hyphens,

manually or automatically, so that word spaces remain

consistent—within prescribed limits—for proper justification.

The basic rules for hyphenation are:

1. There must be at least two characters on both sides of the

hyphen.

2. Numerals should not be hyphenated except, in an

emergency, at a comma point.

3. It is not good practice to hyphenate in a headline.

4. Never hyphenate a one-syllable word.

5. Divide on a double consonant, unless the word root ends

with a double consonant (e.g., miss-ing, not mis-sing).

6. Use no more than three hyphens in a row.

An incorrect word division is called a bad break. (Now you
know where that expression comes from!) For maximum
legibility, hyphenation should be used as little as possible.

Remember: If you work with a very narrow line width, it may
be best to use ragged right to reduce, or even eliminate,

hyphenation.

Suburban backyards
are beginning to sprout

an amazing array of

leisure-oriented struc-

tures, ranging from
houses to pergolas to

gazebos— quamt garden

retreats that were popu-

lar during the Victor-

ian era and are now stag-

ing a modest comeback.

Line width too narrow

for justified style.

Suburban backyards are

beginning to sprout an

amazing array of leisure-

oriented structures, ranging

from teahouses to

pergolas to gazebos-
quaint garden retreats that

were popular during the

Victorian era and are now
staging a modest comeback.

Ragged right works better

for narrow line width.
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More/ Hyphenation

jKoliff rtitfauruarc uobis ttirfauro^

in tccratubi trugo ft tinra Dmiolitut

:

rt ubi furcQ rffbtiut ft furaiit.IWau
ri^air aut nobie ttiffauras i rriorubi

nfc ftugo nfc tinta ttmolit : ^ ubi fu

rte notfiEbDiutnfcfuratur.Bbif tbf

faur'' tu9:ibi 1 1 102 tuu. lurttna t02p3*^

rie tui £ nmlus tu^ . ^i nmim tu9 fu

mt fimplfi : mtu toip^ tuu luaUu rat.

^i aut omlUB tuus futtit nfq3 : totu
\

torpue tuu tctubrofummt. ^i ttga

luntf qti in tt fft trnrbrt runt-ipt trnf^

brc iiuatctruti iHtmopjteftUuobua

From the Gutenberg Bible—the old master

would "hang" all hyphens to maintain the

perfect type block.

Here is a typical set of alternatives for establishing the

hyphenation requirement:

—Allows no hyphenation at all.

1—Allows hyphenation of all words except compound words,

such as mother-in-law.

2—Allows hyphenation of all words, with compound words
breaking only at a hyphen.

3—Allows full hyphenation of all words, including compound
words.

4—Allows no hyphenation at all except at text hyphens,
slashes, and em dashes.

An associated command might override the "maximum
hyphens in a row" limit in order to preserve letter/word space

consistency.

A discretionary hyphen (DH) is inserted in a word during

input to give the system a specific point to hyphenate, and
that point will take precedence over any logic-generated point.

Often, a DH at the beginning of a word tells the system not to

hyphenate the word at all.

Allow Hyphenation

Emerging from a Geneva confer-

ence room Sheik Yamani flashed an

enigmatic smile. Then the oil minis-

ter of Saudi Arabia pronounced his

verdict; "total failure." Once again

a meeting of the Organization of Pet-

roleum Exporting Countries had col-

lapsed over the issue of world oil

markets.

Cancel Hyphenation

Emerging from a Geneva

conference room Sheik Yamani

flashed an enigmatic smile. Then the

oil minister of Saudi Arabia

pronounced his verdict: "total

failure." Once again a meeting of

the Organization of Petroleum

Exporting Countries had collapsed

over the issue of world oil markets.

Discretionary Hyphenation

Emerging from a Geneva confer-

ence room Sheik Yamani flashed an

enigmatic smile. Then the oil mini-

ster of Saudi Arabia pronounced his

verdict: "total failure." Once again

a meeting of the Organization of

Petroleum Exporting Countries had

collapsed over the issue of world oil

markets.
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Ideograph

The ideograph, or ideogram, is a picture or symbol that

represents an idea, e.g., the skull and crossbones represents

death. A Chinese or Japanese ideograph can represent a thing,

an idea, or both. Ideographs were the second stage (after

pictographs) in the evolution of the alphabet and mankind's

need to communicate effectively.

nR

Samples of Chinese ideographs.
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Indention

A form of placement for text and display showing the relation

of items, one to another. (Not called indentation.)

The simplest indent is for the paragraph, which denotes the

beginning of a text block. The indent should be proportional to

the line length:

Under 24 picas—1 em space

25-36 picas—IVi em spaces

37 picas or more—2 em spaces

Compare how indentions make
a text block more legible.

It should be noted that since the em space is the width of the

point size, if heads of a different point size from the text are

used, the em will not allow the same width indent. One
should change to the most common point size before calling

for the em.

Torture in the Eighties
Torture in the Eighties, ai report issued recently by

Amnesty International, the London-based human rights organi-

zation, accuses 98 of the world's 168 countries of serious

mistreatment of prisoners. The report tells how beatings,

electrical shock, sexual abuse and drugs are used to break the

spirits of men, women and children.

One em of the display size was used for the indent of the text line.
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More/ Indention

A hanging indent is the reverse of a paragraph indent, with

the first line to the full measure and subsequent lines in the

paragraph indented.

Both of these indents apply primarily to blocks of copy and
may be indented from the left, right, or both margins.

All the same length

Justified

Unjustified on right

Ragged right

Unjustified on left

Ragged left

All lines centered

Ragged centered

Indent for several lines

Runaround

left or right

All indents on one side

Indent left

Or the other side

Indent right

Or both sides

Indent both

Shaped
First line full

Hanging indent

left, right, or both

Indent first line only
Paragraph indent

Around illustration

Contour

Lines staggered
Skewing

Indent for a large letter

Stickup initial

A

There can be multiple line lengths on one line

Tabular
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Initial

faihis (Q oriiibug otmnintantD Tita

Muri) ftUune (TtmriinuUanio ti On
poahT lund aiDini mrtrtjilianti. /^t

quo noble otdnDiercrma iintnpir

idbiliDaDDianQuiquoaiaimbrnllt'

(dib t(ho iiD duDimDu.lfmiici Drtir

nnomJBiBnKTc proptiT iraip°:nir

rum inOigtna ui uoB IsailiniDi qur

finr tlnimj mj-'Dn fnnionu Dn : rt fa

di riho ni>ib3 liiic opuo bi iio roliOo

nbo. llJniio mi qui laiho tfamnpe:
npiTOcfmuonio luftint.inaruulua

nnmt-prtftdDnJaut tfoliDua nto:

^ fonqproipamrumiDmr mmiaioe
' ^tnlmr'aDOifanioni bom ac mall.

; 1 paramo cnQifraonFaDpfrih;

."Voiinn&tamur : no nirfu lantmj fun

^Isanuntu pniimt ab ajmbuo mtsm-
\'i9-n6Dn nD Bru bapnfinanj Dodn^
,^ nt-imjufmomoquoq; nianuuarrt

.^ Iumiboni6niojmoriJ:"iiuDini mnri.
"
'ifibnfi!tirm°;D quitt'prmfmt liuo.

^ ImpoHibiltmmtiroaquifmirlfuT

illumman rmBaumJt ra j Donu a
UQtn pmtipro fa* Turn lpinr° [an>

ih:guBaumitnirt]ilominu9bonuin

I IBorSuHimitrfq;firjliDmiriipra

I
lapniurrutfuBrmouanaOpmitm

I anrturfum minfignra ribimmpfia

I iliuDninoamniitebnre. Fmann
\ frptBmicrtiiifuffTfrbibrnorinbrrm

\ It (jrmiindB brrba opojruna iliie a
quibuDtolitampiiburOiiiiontaBi

: pinbnie out [pmao ac obulos
itptobaifi tt raalrOntopronmatoi

lue rorumraanj in robufhoni . too
ADimuoaucDtaobieOilnhirinumi.

Iiora tt onniora falun : tam rt U ica

loquimuc. lAorniiniuSuaDme ut

obliuifraf citnaofi ) mlntiinie qua

oBmaiQis i noir ip?:i!| mimaraQie

Taniha ft tniniBtaoe.ltuniniuo aut

amiqumqi orfhu ranD omtiuit bl'

linniDinmi 00 trplmont fpn ufqi m
6nrm ut non fnjitro rfSaamimnuru

inntatorro rcru qui fiDt it panrtma

bttiOiiabuiu pnimidioimi abcabr
natuppramittro orueqifi amiinnn
iBbuitpqunucam inaiorrnirauit

prfnntnpinDirmonifibrnrOirfo br-

nrOiiamnbirt mfnpluanenmlnpli

tdbo tt : 1 tit loganunitn fttmo aot'

piuoiOrrpcomiHiont.Diaminrotnf

piraaiotf fill lutartT aio otrouttfir

rail bnie aD obcniatbnc - 1 lurammj.

^n quo abuDanuo oolme Or^ oGtiti>

tim poUintanoniB iBtOibue imnio

hilitattafiliiruiinntpofuitiuDutan.

bum : utp Ouae rtti immobiltQ qm^
buB inqDlTibilt tfl mmnn onj • ftrnif-

fiinuIblanuhnbram''quicDfugini'

1^
.aOirnmOafljaniamlpmrqualiait
anitiota tabnii'' anirar tuiam at 6t>

; mamftinnOmmiiufqiaBiramoca
iv'uriammioiubijiaiifoj.p nobis intto=

litibtfuefrtuuDum o;Omnn mildjj-

[cflr* ponnftrfJtt°mmTnura.v
1

1

,.^^Mt rmm mrittiitrattti nr fairm

f^I—^anrtDBBndiini qui obuiauit

y
abtaht trgtrlTo a nOt trguitt bnttOis

tun:cuiLTOramao Bmmmoiuiru
abiabd:pnmu quiif qui mntptatur
ITT iuBir.r DnnDt aiii ft rtf falnn qii

ctt nr panG : fine pamfinf rartrmt
Omtalogia nrq; minu Dirrii nnn 6n»
unrtebmBralTinulatuoautbliD an
mantt fnimnam gjiruu. intumnai
aut quiiojo fit hit:rui ft Draaa OrflJt

Dfpnnpu .abcahapatnsrdjfl/ct
quiDc Of 'iltiB Ifui fatmnnu attipittis

mi me usiubatrt Bremaarumttt
a ipto lieu; Irgnn iD t a &amh3 fuiE
quanif ftipi rpnuOt lubia abtatw.

A page from the Gutenberg Bible.

The use of initials goes back to their artistic, elaborate

application in handwritten books. Early printed books,

including the 42-line Gutenberg Bible, had colorful initials

drawn in (illuminated) by hand.

Initial letters are sometimes used at the beginning of chapters

or paragraphs. The oldest style is the sunken, or drop cap,

position. Here the initial letter is set down within the copy, not

rising above the top line of the text. The second style is the

raised, or stickup, initial, and it rests on the baseline of the

first or subsequent line of text and rises above the top line of

the text.

Today, initials are used primarily to break up the gray

monotony of long text blocks or simply as decorative elements.

The most important aspect in the use of initial letters is fit.

Here are the major considerations:

1. Square or contoured format?

2. Left margin aligned or indented?

3. Left margin aligned or optically aligned?

4. Cap, small-cap, or lowercase lead-in?

5. Related or unrelated type style?

Note that the space around the initial letter should be optically

the same on the side as it is on the bottom.

MANY of these initials look

terrible for one major rea-

son. The space on the right

of the initial must optically match the

leading space at the bottom. The ini-

tial must base align and the first word
should be cap or small cap and moved
over slightly to show relationship.

A square letter like this is easily handled.

ECORATIVE initials, used with machine matter,

are first measured to allow for the initial, the lines

are then cast with the necessary blank spaces, the

slugs are next sawed to measure, and then the

initial finally is justified into position alongside the opening

lines of the first paragraph.
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More/ Initial

p

rt^^s^''*^(*:Ji
\ f^Md'

m-^
^^^=:^tif^^~^iiK.'^'hiim

There are special fonts for initials in which all letters have the

same width.

Some letters require contouring.

A MNE beginning with the article A or the pronoun / re-

Z_^quires the normal wordspacing between the initial and

JL .A- the first word of the line. Correct spacing at the side

of the A is shown in connection with this paragraph. Good
printing practice requires that the initial be followed at the

bottom by at least two full lines of type.

tr/rTEI\S like L and A recjuire special treatment in

^ order to tie in properly with the remaining letters of

the first word of the paragraph. Certain letters will require

considerable mortising to obtain close contact of type and

initial.

Here the initial letter extends slightly into the left margin to

line up optically.

FOR'
fine" printing something is required m

addition tocarc—certain vital gifts of then- in J

and underftanding. Only when these are .idded

to a knowledge ot the technical processes will

there result a piece of design, i. c. a work ex-

pressing logic, consiJtenc). and pcrsonalit).':^

Fine printing may be described as the product of a lively

and seasoned intelligence working with carefully chosen

type, ink, and papcr.^ FirJt it must be borne in mind that

In all cases, the letter must align at the base of a line of text.

HE USE of an orna-

mental scroll before

the opening initial is

a novel way of adding to the attractiveness of composition
deserving of this extra consideration.

65



More/ Initial

A raised initial letter must also rest on the baseline, with
kerning applied where necessary.

Lhe use of an initial fol-

lowed by lower case is occasionally seen,

but such a practice is hardly one to be

recommended to the beginner.

Raised letters may also be indented.

If quotes are to be set, they should be in a size between the

text size and the initial letter size. They may even be

eliminated (which is advisable.)

WHPIN I was ail appren-

tice," he said, "a fore-

man would frequently

insist that opening quotes were

unnecessary with initials."

T^ODAY," he continued,

'it would be difficult to

find a good printer con-

doning such slipshod methods of

composition."

Opening quotes omitted. Opening quotes in margin.

The initial cap may rest on the baseline and rise above the text

(as illustrated at the top of the page). This is called a stickup

initial. It is done with a simple point-size change or by mixing

in with the text so that the copy is indented around the initial

cap (see above). Traditionally, the first word following the

initial is set in small caps or caps.

Also note that the type should contour the initial cap. Since

this is difficult to do in some cases, a simple indent is set up
and the character positioned by use of the "no flash/no

escape" functions, which are typical of most phototypesetters.
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Inline

A type style that has a chiseled effect, as if chipped out of

stone.

The letters are classic in their appearance and should be used

in small doses for major display purposes. They are especially

well-suited to drop out from a dark background. Do not use in

small sizes, since the letters tend to fill in.

AABCDErRi

opqrsttuvvwwxyy:
&io9o;s!?|(aln)(i3deIgliiiJmlMiraopq

^imvwi^Y^ $1123456 788)(0)£t/%

Antique Roman

ABCDEF(;HIJKLMNOP'QR
STUVWXYZ abcdefghijklm

nopqrstiivwxyz 1234567890

Bodoni Open
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Italic

Refers to the slant to the right of characters in a particular

typeface. This is a variation in posture.

In 1500, the italic as a typeface was developed. Aldus
Manutius adapted the cursive handwriting used in the papal

chancery and paid Griffo to cut punches in that style. At first,

the style was called corsiva (cursive) or cancellarsca

(chancery). Sometimes it is called the Italian hand. In

Germany, Kursiv is used instead of italic. Like the word
reman, the word italic credits Italy as the land of origin. It was
coined by the French, however, and was not capitalized.

D u^res'Ddmium^tDtiamUbentibus unnis,

I njhtrnwntis eauum diuina ValUdis drte

One of Griffo 's Italic fonts, used by Manutius (1510).

Manutius did not create italic for emphasis, its primary use

today. He had it cut by Griffo because it was narrower than

roman, and he could get more words on a page to produce a

book he could sell more cheaply. His relatively small books of

classics were the forerunner of today's paperback book. Later,

roman styles were designed more narrowly, and italic, as a text

style, being too hard to read, never became a standard

typeface. The Venetian senate gave Aldus exclusive rights to

the face, which didn't make Griffo happy.

Robert Granjon, who worked for typefounder Claude

Garamond, cut about ten styles for Christophe Plantin of

Antwerp (1520-1589). One of these became the model for an

italic style designed as a companion to a roman style (called a

sympathetic italic).

There are three kinds of italics. Unrelated italics are "pure"

styles, based on fifteenth-century hands. Related italics are

designed to blend with a specific roman typeface, but are still

more or less pure italic. Matching italics are essentially the

same design as a particular roman typeface. Digitized

typesetting devices that can modify characters electronically

are creating matching italics, although purists will call them

oblique. Only electronically created italics are fully matching,

since designed italics differ somewhat from romans.
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More/Italic

HeWeWca
Type back slanted. There is no reason

to ever back slant even though

modern digitized typesetters let you.

While the slant of the italic will vary, a good standard is about
78° or 12° from vertical. Today it is used for emphasis, titles,

quotes, and extracts. Certain characters may change form

w^hen they make the transition from roman to italic. It's better

to use generic (specially drawn) italics instead of electronically

created italics due to the latter's proportional distortion of

letters.

Tilting characters to the left (back slant) or right (oblique) so as

to change their posture is called slant. This is optical or

electronic distortion, and it is different from a true italic. Italics

of sans serif designs usually do not look good. Electronically

italicized sans serifs almost always look bad, since italics were
based on handwriting, and sans serifs are far-removed from

any handwriting style. Back-slanted type is nonfunctional, i.e.,

the direction of letters goes against reading flow, so do not use

it. (Purists think back-slanting should be outlawed by an act of

congress.)

If the word preceding a question mark or an exclamation point

is in italic, an italic ? or ! looks better than the usual roman
version. Try it.

ahcdefghijklmnopqrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ

1Z34567890&±Z34s67890

C
i^^y y ^

0.

ITC Zapf International Italic
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More/ Italic

ABCDEFGHIJKL
MNOPQRSTUVW
XYZ&abcdefgh
ijklmnopqrstuvw

xyzfffimi23456
7890$./-:;!?""
Paul Renner's Futura Oblique

As far as typography is concerned, the terms italic, cursive,

and oblique all mean the same thing: the slanted version of a

given typeface. Italic is still the preferred term in English-

speaking countries and in France. Most other countries,

however, use cursive, which means running or flowing.

The term oblique was most commonly associated with the

Futura, or sans serif, family of typefaces. In this case, oblique

is used rather than italic or cursive because the designer, Paul

Renner, felt that the Futura italic was not a true italic and that

it should have a name that more accurately described it. So he

called it oblique, which simply means slanted.

Modern digitized typesetters can electronically slant characters

to create oblique fonts. Oblique refers to a somewhat
mechanical slanting of characters; italic faces, however, are

designed along more calligraphic lines.

In markup, italic is indicated by an underline.

Copy to be put in italic:

1. Titles of publications

2. Names of ships, trains, and aircraft

3. Foreign words and phrases

4. Scientific names
5. Mathematical unknowns
6. Protagonists in legal citations

7. Words quoted by name
8. Quotations

9. Names of shows or plays (but use quotes for TV shows)

10. Works of art

Alternatives to italic for highlighting or emphasizing are

quotes, an underline, or bold face.

All-capital italic lines are to be avoided, since the uniform

outline shape of all-cap words reduces legibility.
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Justification

Quauis ftuTlfioi ipfmnitf.

Ucttoni t^i^ottettofitttrmif

nuHa oiuifmljtnigtriradipjf

fitijquatt-qma^mticitiim^

totnmi^omfufltiftpmmtr

l3f attbuommtis altoifutifl*

tu tam^tinhifibl^oiljud'ttia

mrtd^(T[tiiIfinrni?\uflH fntti-

tudff tmlarffitnJ cUte^fim'^

(itmtamcisinilH (iioij utller

tmAlbilfcWitmatidfemTi
A beautiful handwritten book of 1420
with unjustified lines.

Typing or setting text lines to the same length so that they line

up on the left and the right. Very early books handwritten by

scribes were unjustified, just like normal handwriting, but

later justified for aesthetics.

The practice originated with medieval scribes, who ruled

margins and text lines so as to speed writing and fit as many
characters on a line as possible, while creating an aesthetic-

looking page.

Gutenberg wanted his books to look exactly like handwritten

books, so he used many ligatures and numerous contractions

(marked by horizontal bars above the letters) to achieve

justification (with the earliest use of letterspacing.) Later, metal

type required even copy blocks to allow lockup into page form.

(The opposite of justified text is ragged text.)

Justification is accomplished by filling a line until the last

possible word or syllable fits and then dividing the remaining

space by the number of word spaces. The result is placed at

each word space. This is why word spaces vary in width from
line to line.

Word spaces are variable in width, expanding or contracting as

needed to space the line out to its justification width.

Mergenthaler's invention of the Linotype was slowed down
until the spaceband was developed by J. W. Shuckers.

A
/ \

/ \

A
/ \

/ \

A
/ \

/ \

A
/ \

/ \

The/^ ^ouick/^ \browr>^ \fox/ \jumps
/ V / \ / \ / \

"^

i A i A

Think of word spaces as expandable wedges.
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More/Justification

Margins are the imaginary vertical demarcations for text or

tabular columns. Overall or primary margins are established

by the line length function or the cumulative total of secondary
margins (tab or text columns).

Ragged right (or unjustified) is recommended for continuing
text, since the eye needs an imaginary reference line on the

left. The advantages of ragged right: fewer (or no)

hyphenations, even word spacing, white space at line ends to

allow type to "breathe," a more relaxed look, and no "rivers."

Always use ragged right for very short line widths.

Justified

MARGIN MARGIN

This section demonstrates justified

copy. Note that each line has been
set to the same width, hyphenated
where necessary and that the spaces

between words vary. Justified copy
must end with some quadding or end-

of-paragraph command.

Ragged Left

MARGIN MARGIN

This section demonstrates ragged
left copy. Note that all word spaces

are the same width. The command
used to accomplish this was [rl. A

quad right command must be used to

end a ragged left take.

Ragged Right

MARGIN MARGIN

This section demonstrates ragged
right copy. Note that hyphenation is

rarely used and that all word spaces

are the same width. The command
used to accopmlish this was [rr A
quad left command must end ragged
right lines.

Ragged Center

MARGIN MARGIN

This section demonstrates ragged

center copy. Note that each line is

automatically centered and that all

word spaces are the same width.

The command used to accomplish

this was [re. A ragged center take

must end with a quad center com-
mand.

72



Kerning

The use of negative letterspacing between certain character

combinations in order to reduce the space between them is

kerning. In metal typesetting (from which the term derives),

the printer would actually mortise (cut) the two letters to be

kerned, a time-consuming process only used (then) for display

type sizes.

Characters in typesetting have specific width values and are

actually positioned within an imaginary rectangle.

Below, the right side wall of the W will touch the left side wall

of the a, but because of the shape of these two letters, a space

will result:

Wa Wa Wa Wa \N3i

In kerning, no matter what imaging technology is used,

the space is reduced by "fooling" the typesetting machine.

We subtract a certain number of units from the width of the W,
the typesetter positioning system then moves fewer units than

would normally be required, and the subsequent letter

overlaps to visually reduce the intercharacter space.

Topographic kerning is a new concept that defines characters

in terms of their shape as well as their width. Thus a computer
could match shapes on an almost infinite basis.

Every character in topographic kerning has both a horizontal

width and a set of widths describing its shape. Characters can

mesh, or kern, automatically.
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More/Kerning

HE
GL
OC
TA

Requires the least,

or no, kerning.

Requires minimal

kerning.

Requires moderate

kerning.

Requires maximum
kerning.

Most computer typesetting systems can kern over 200

character pairs automatically. We are concerned about this

because of one major factor. After you have kerned the 20 or

so primary pairs, you are then limited to a hundred or so.

And, if you do those hundred, you should do a hundred
more, because of the imbalance caused by some pairs

kerned and some not kerned—thus creating a situation of

inconsistency. If you cannot kern infinitely, then you might as

v^ell stay with the top 20—anything after that is a numbers
game.

Kerning is an optical function, whereby the space between
certain letter combinations is reduced until it looks right.

Kerning refers to individual negative letterspacing; removing
space from all characters is universal negative letterspacing.

AC AT AV AW AY FA LT LV LW LY OA OV OW OY PA TA TO VA VO WA WO YA YO Av Aw Ay A' A- A- F. F. F- F-
L' L- L- P. P, P; P: P- P- R- R- Ta Te Ti To Tr Tu Tw Ty T. T. T; T: T- T- Va Ve Vi Vo Vu V. V, V; V: V- V- Wa We Wi
Wo Wr Wu Wy W. W W; W: W- W- Ya Ye Yi Yo Yu Y. Y, Y; Y: Y- Y- ff fi fl rm rn rt ry r. r, r- r- y. y. .' / 'S s " "

AG AO AO AU BA BE BL BP BR BU BV BW BY CA CO CR DA DD DE DI DL DM DN DO DP DR DU DV DW DY
EC EO EC EG EO GE GO GR GU HO IC IG lO JA JO KO LC LG LO LU MC MG MO NC NG NO OB OD OE OF
OH OI OK OL OM ON OP OR OT OU OX PE PL PO PP PU PY OU RC RG RO RT RU RV RW RY SI SM ST SU TC
UA UC UG UO US VC VG VS WC WG YC YS ZO Ac Ad Ae Ag Ao Ap Aq At Au Bb Bi Bk Bl Br Bu By B. B, Ca Cr

C. C, Da D D, Eu Ev Fa Fe Fi Fo Fr Ft Fu Fy F; F: Gu He Ho Hu Hy Ic Id Iq lo It Ja Je Jo Ju J. J, Ke Ko Ku K- K— Lu

Ly Ma Mc Md Me Mo Mu Na Ne Ni No Nu N. N, Oa Ob Oh Ok Ol O O, Pa Pe Po Rd Re Ro Rt Ru Si Sp Su S. S,

Ua Ug Um Un Up Us U U, Wd Wm Wt Yd ac ad ae ag ap af at au av aw ay ap bl br bu by b. b, ca ch ck da dc de

dg do dt du dv dw dy d. d, ea ei el em en ep er et eu ev ew ey e. e, fa fe fo f. f, ga ge gh gl go gg g. g, he hd he hg

ho hp ht hu hv hw hy ic id ie ig io ip it iu iv ja je jo ju j. j, ka kc kd ke kg ko la Ic Id le Ig lo Ip Iq If lu Iv Iw ly ma
mc md me mg mo mp mt mu mv my nc nd ne ng no np nt nu nv nw ny ob of oh oj ok ol om on op or ou ov ow ox oy

o. o, pa ph pi pi pp pu p. p, qu q. ra rd re rg rk rl ro rq rr rv sh st su s. s, td ta te to t. t, ua uc ud ue ug uo up uq ut

uv uw uy va vb vc vd ve vg vo w vy v. v, v- v— wa wc wd we wg wh wo w. w, w- w— xe ya yc yd ye yo y- y— 'A '. ',

Extended set of kerning pairs.
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Leaders

Essentially dots or dashes that lead the eye from one side of a

line to the other. Hairline rules or dashes under type can

sometimes replace leaders. In hot metal, leaders were unique

characters, with one leader dot centered on an en width or two
leader dots set on an em width. Dots come in varying weights,

ranging from fine, light dots to heavy, bold ones.

The linecaster provided various styles of leaders to meet
different publishing and printing conditions. They varied

primarily in weight of dot or stroke, in dots or strokes to the

em, and—in hot metal—in depth of punching:

Regular leaders in dot or hyphen style, in two, four, or six

dots (or strokes) to the em.

Universal leaders had a uniform weight of dot or stroke.

Thin leaders were used with either ttie regular or universal

style (four dots or strokes to the em) for close justification.

Newspaper leaders were the "regular" dot or hyphen leader,

supplied in two dots or strokes to the em.

Radial leaders were for newspaper use, with a uniform weight

of dot in all point sizes. They were made with a rounded or

radial printing surface to prevent perforating paper and
damaging press blankets.

Dash leaders were en- and em-width hairline dashes (.004 in

weight), punched to cast type high and present a continuous,

unbroken line.

Leader-aligning dashes cast a continuous, unbroken line.
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More/Leaders

For tables of contents it is sometimes best not to use leaders,

but instead to place the page number (after an em or en space)

immediately after the story title:

LegibiliU' of individual letters 23

Type size 27

Line width 29

Leading 30

Kinds of type 31

Serif or sans-serif type? 32

Justified or unjustified typography? 33

3 Young Urban Professionals
AND THE Need to Belong
Clay Felker

6 What Do the Men Read?
Mary Alice Kellogg

7 What Do the Women Read?
Merri Rosenberg

Functional Numbers may also be placed before the story title.

Word of Life 19

Experiences of life 20

Family life 22

Images for words 24

Functional
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More/Leaders

Do not use leaders just to fill space:

Break Sense 18

Color in Advertising 28

Copy Fitting 22

Correct Display 18

Cost of Typography 32

Today, the period is used most often as the leader dot.

Unfortunately, it does not always work well. For instance, one

might find better-looking leaders by going to a lower point

size, instead of setting the leader dots in the same size as the

text.

Leaders must align vertically as well as horizontally, which is

usually done automatically by the machine. One of the

problems faced with leaders is related to the mathematics of

dividing their width into the line length. A 9-point leader, for

instance, would divide into a 20-pica line 26.66 times (20 x 12 =

240 points, divided by 9). The blank space that results must
be placed somewhere, and machines may not put it where it

looks best.

Therefore:

1. Select the narrowest possible width that will achieve the

look desired. The en is most popular.

2. Key a word space at the beginning or end of the line as a

place for the excess space to go.

3. Reduce to a smaller point size.

This will allow more leaders to fit on a line and will provide for

remainder space.
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Legibility

The upper portion of a line of

type is easier to read than the

lower portion.

The lower portion of a line of

type is more difficult to read

than the upper portion.

LLlCLil \.il^ 4LypV,l ^V^l LV^l Ll\_/1 i.

A poet once said that legibility was the "certainty of

deciphering." It certainly has to do with ease of reading and
perception of the message communicated. Another similar

term is readability, which refers to writing style and the

resulting ease with which information is understood. We may
say that, ideally, typography is very legible and the text

content is very readable. You can control legibility by proper

typographic practice.

Legibility has been reflected in the design of letterforms.

Large x-height serif faces with a bolder print to them tend to

score highly in legibility research. Additionally, we have
learned that word spacing should be the width of a lowercase i

and the leading should be slightly larger than the word
spacing.

A letter is a symbol with definite shape and
significance indicating one sound or combi
nation of sounds, providing a means, throu

gh grouping, for a visible expression of wor
ds, that is, of thoughts. An individual letter,

standing by itself, like a solitary note in mus
ic, has no meaning, both acquiring a signifi

The history of writing is the history of

the human race, since in it are bound,
severally and together, the developm
ent of thought, of expression, of art, of

intercommunication and of mechanic
al invention. It has been said that the
invention of writing is more important

Legibility is related to the way we read. The human eye makes
a fixation each quarter of a second and takes in a group of

words. It then jumps to the next fixation, etc. Each of these

fixations is called a saccad, and saccadic jumps move the eye

from one saccad point to another. Speed-reading approaches

usually try to train you to make larger jumps and take in more

words at one time.

You i^^el)n sections^)cadicly;rea)J thisi
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More/ Legibility

jWORD

Iwordj

Type in all caps has reduced legibility

due to its uniform outline shape.

Thus, legibility research teaches us that narrower line lengths,

consistent word spacing, and well-designed typefaces will aid

in more efficient reading.

Before the words of an advertisement are

read, the reader sees mere blocks of type

If that first visual impression does not in-

trigue him, he may never read those words

you have so carefully chosen Good

Before the words of an advertisement

are read, the reader sees mere blocks of

type. If that first visual impression does

not intrigue him, he may never read

those words you have so carefully cho-

Before the words of an advertisement

are read, the reader sees mere blocks

of type. If that first visual impression
does not intrigue him, he may never

read those words you have so careful-

Samples of light, medium, and bold versions of the

same typeface. The medium weight version is the

most legible.

This copy is for study purposes

only; examine how well it reads

under various conditions.

Type in reverse is more difficult to read.

"What is most legible is also most appealing to the reader."
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Letter Elements

T Apex A

7
Arm ^^

L /crotch^
L

Vortex f Legs '
' Vortex

Apex

This is the top junction of two stems. It is most often evident

in the point of the cap A and the center of the cap W. The
opposite of an apex—that is, the bottom junction of tw^o

stems—is the vortex. Our cap W has one apex and two vortex

points. The inside of an apex or a vortex is a crotch.

Counter

Refers to the fully or partially enclosed part of a letter, as in the

lowercase e, which has a full counter above and a partial

below. Counter refers to the space, while the term bowl refers

to the lines enclosing the counter. The proportion of the

counter to the character is important to legibility.

A complete bowl is formed by curved strokes only, and a

modified bowl has the stem forming one of the sides. A loop

is a bowl that serves as a flourish, as in the descending part of

some lowercase g characters.

Beginning

Tail or swash

^Counter stem

Ending
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More/ Letter Elements

Stem

The main vertical stroke or principal stroke in an oblique

character or face is the dominant element in most characters.

Elements that are perpendicular to the stem or connected to it

or other main parts of the letter are:

Arm—Horizontal or diagonal stroke starting from the stem, as

in the cap E or F.

Bar—An arm connected on both sides, as in the cap H.

Crossbar—Horizontal stroke that crosses through the stem, as

in the lowercase t. The cap T stroke is more accurately two
arms.

CrossDar

Stem

Ear—Short stroke extending from the bowl of a lowercase g;

the stem of a lowercase r.

Tail—A downward-sloping short stroke, ending free.

Beak—The outer portion of arms and serifs of the letters E, F,

G, T, and Z.

Arc—Any curved stroke that is not a bowl.

Spine—The main cur\'ed arc section of the letter S.
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More/ Letter Elements

Terminal

This is a free-ending stroke with a special treatment:

Acute—Angle of acute accent

Concave—Rounded, out

Convex—Rounded, in

Flared—Extended

Grave—Angle of grave accent

Hook—Looped

Pointed—To a point

Sheared—Sliced off

Straight—Even

Tapered—Graduated

Another form of terminal is the finial, which may be an
alternative ending. There are several forms:

Beak—Most often a half-serif

Barb—At end of an arc

Swash—Flourished
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Letterspacing

Citizens for a Debt-Free
America is in the business of urg-

ing individuals to send contribu-

tions to the U.S. Treasury for the

purpose of reducing the national

debt!

Poor letterspacing interrupts the even

texture of text type.

Very simply, the space between letters. It comes in two
varieties: positive and negative. In a more general context,

negative space is the space within and around letters.

Positive Letterspacing

Here, space is added between letters in uniform increments for

one or more of the following reasons:

1. Automatic letterspacing activated so that word spaces are

not too wide during justification. Called into action when
word spaces reach a preset maximum amount. This approach

interrupts the even texture of text typography and impairs

legibility. Should be deactivated.

2. Selective letterspacing for certain character combinations.

In serif type, the serifs provide natural boundaries against

negative letterspacing (serifs should not overlap). More
caution is necessary with sans serif type, although when too

tight, certain letter combinations (such as m or ol) may flow

together (to look like m or d).

3. Word letterspacing for aesthetic reasons, such as all-capital

htles or headings.

S P A C I N G
All in all, positive letterspacing is not recommended, because
of poor legibility, although aesthetic considerations may
prevail.
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More/ Letterspacing

Negative Letterspacing

Space is subtracted equally from between all letters in small

units of space because:

1. Tight spacing (white space reduction) is desirable for artistic

reasons. Often preset into tracks.

abcdefghijklmnopqrstuvwxyz

abcdefghi jklmnopqrstuvwxyz

abcdefghijkJronopqrstuvwxyz

Ty Pr
Samples of kerning.

2. Selective subtraction (kerning) is required for certain

character combinations.

When reducing tight type photographically, letters also will

flow together.

The concept of tracking is simply presetting of universal

negahve letterspacing into degrees of spacing to allow type

specifiers to select the desired "look" or "color" for the

typeface and size in use. These may be:

1. Touching

2. Very tight

3. Tight

4. Normal
5. Open (tv)

6. Open (Foundry)

Touching Normal

Typography Typography
Very tight Open (tv)

Typography Typography
Tight Open (Foundry)

Typography Typography
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tB ta biti

to to to b3

IB tB Da tB

&6ir or

|a ^ Ipte
Ligatures used by Gutenberg.

ad an ai and a* d:

bedbfftrlieire

dfonoKrpepr
Ihli^tibtrtt

unmirit

Ligature

Two or more characters designed as a distinct unit. There are

five f-ligatures plus the diphthongs. Gutenberg's font had
many ligatures in order to simulate handwriting and to achieve

even word spacing in his justified text columns.

fiffflffiffl

The traditional ligatures are easily and automatically generated

on command. Although book production most often finds

them mandatory, advertising typography rarely finds them
useful—and, in fact, they cannot be used in copy set tighter

than normal spacing, since the space within ligatures cannot

be manipulated.

Computer automation will allow any ligature to be selected

without operator intervention—an incentive for the expansion

of ligature design and use until we someday develop a modern
version of the Gutenberg font, which, research suggests, may
increase legibility.

The diphthongs /E and CE, ae and ce, are also considered

ligatures. Historically, ligatures were developed for metal type

so that certain letter combinations that contained space buried

between them could be used more closely together.

Different languages had additional ligatures for often-used

letter combinations. In German, for instance, ch and ck were
ligatures.

An experimental set of ligatures by J. Scorsone.

85



Line Length

The overall width of a set line, usually the area between two
margins. Also called measure, column width, or line measure.

Text copy should adhere to certain time-tested rules for length

of line in order to achieve maximum readability.

Type Minimum Optimum Ma ximum
Size Length Loigtli Lvigth

6 8 10 12

7 8 11 14

8 9 13 16

9 10 14 18

10 13 16 20

11 13 18 22

12 14 21 24

14 18 24 28

16 21 27 32

18 24 30 36

Sometimes the formula point size x 2 is used to determine the

maximum line length. Lowercase alphabet x 1.5 is also used.

Wider faces look best with wider line lengths; condensed faces

look best with narrow line lengths. Instead of wide line

lengths, double or multiple columns of smaller line lengths

should be used.

Namque fluentisono prospect

classe tuetur indomitos in

sese quae visit visere credit,

desertam in sola miseram

Short line width for condensed typeface.

Namque fluentisono prospec
classe tuetur indonnitos in cor
sese quae visit visere credit, u
desertam In sola miseram se
Wider line width for expanded typeface.
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More/Line Length

A line should have 55 to 60 characters, or 9 or 10 words, for

optimum legibility. Also, as line length increases, paragraph

indentions should increase, too.

Multiple narrow columns are preferable to a single wide
column.

^6^
Other rules of thumb:

Small type—narrow line width

Short lines are better for lively design

Long lines are better for prolonged reading

Short lines are often best unjustified

L. De Vinne commissioned the cutting of a new type design for his

production of the Century Magazine. Many different versions have
appeared over the years, including this slightly less condensed text

face which became popular for the setting of school text books. The
letterforms reflect the taste for the modern face of the late 19th

Instead of one very long line width...

originated in 1894, when Theodore L.

De Vinne commissioned the cutting of a

new type design for his production of

the Century Magazine. Many different

versions have appeared over the years,

including this slightly less condensed

text face which became popular for the

setting of school text books. The
letterforms reflect the taste for the

modern face of the late 19th century,

but the design is nearer to the old styles

in having sturdier serifs and no fine

hair lines.

counters, it is comparatively narrow

and closely fitted. The large x-height,

coupled with short but adequate

descenders, makes it very legible in the

smaller sizes, and in the larger sizes it

takes on a clean, handsome appearance,

uncluttered by extraneous detail. The
exceptional evenness of colour has

brought it into favour again in recent

years, and the cutting of additional

sizes and a companion bold face is

likely to popularise its use even more.

...it is better to use two moderately narrow columns.
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Line Spacing
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\6^'

ate'd^^.
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,dote^-
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eate^^
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-^>^^

tvdtvo^'\>-<^^atv^ » ^it\t

TV,oi^^
ipo^^ Samples of leading.

The space between lines of type, called leading (pronounced
ledding), vertical spacing, or film advance should adhere to

certain time-tested rules for legibility. The term leading goes

back to metal typesetting days, when thin strips of lead were
inserted by hand between lines (i.e., lines were leaded).

Type

Size

Minimum
Leading

Optimum
Leadin;^

Maximum
Leading

6

7

8

Solid (no lead)

Solid (no lead)

Solid (no lead)

1 point

1 point

1 '/2 points

1 point

1 Vi points

2 points

9

10

11

Solid

Solid

1 point

2 points

2 points

2 points

3 points

3 points

3 points

12

14

16

18

2 points

3 points

4 points

5 points

3 points

4 points

4 points

4 points

4 points

6 points

6 points

6 points

In linecasting, the line was one unit of metal called a slug.

The slug could be cast with an amount of leading "built-in" or

added by hand later. If no leading was present at all, the lines

were said to set solid (for example, 10/10).

Leading should be in proportion to line length and point

size—about 2Q% of the point size—or it should be slightly

larger than the optimum word space. Very fine spacing was
called carding in hot metal, because pieces of card paper,

instead of lead, were inserted; trouble resulted when liquid

(i.e., type wash) hit paper slices: columns would suddenly

"grow" (expand in depth).

One of the capabilities that modern typesetting techniques

make available is called minus leading. This means that the

type is set with a leading value less than the point size, for

example, 9 on 8 Vi. Usually, this can be done only with faces

that are small on body (small x-height) or have short

ascenders/descenders or for all caps.



More/Line Spacing

<^**^ l.ae visit visere
creu

,

classe • .
.J yisere

«»^
^^

classe *•• .

1^ vtsere
tr -^

scsc q«»tY* sola mi^^r^n^i^f-

lese quae '•*
ola?5i5?^3ra55^

Type styles in the same size

and same leading but with different

x-height.

Small x-height faces and some sans serifs should have minimal

or minus leading. Large x-heights and bold type need more

leading.

To calculate the minimum amount of leading required between

two type lines when you are changing point sizes—take one-

third of the present point size and add it to two-thirds of the

point size to be used on the next line. If you do not have the

proper leading, the lines could overlap one another.

The most important point to remember: all leading is

measured from baseline to baseline. In hot metal, it was
merely the incremental space between slugs. Today, it is the

total space between lines, which is defined by the baseline.

QUICK LEADING CHART

POINT SIZE (FROM) 5 6 7 8 9 10 11 12 14 18 24 30 36 42 48 54 60 72

Va POINT SIZE 2 2 3 3 3 3 4 4 5 6 8

PLUS

10 12 14 16 18 20 24

POINT SIZE (TO) 5 6 7 8 9 10 11 12 14 18 24 30 36 42 48 54 60 72

y, POINT SIZE 3 4 4 5 6 7 7 8 9 12 16 20 24 28 32 36 40 48
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Logo

An old logotype.

A symbol representing a company or product.

Originally, in metal typesetting, logotypes were letter

combinations or words cast together as one body (for letters or
words used frequently) to speed up the typesetting process.
(In Greek, logos means word.)

Today, a logo is usually a specifically designed company name
(often with a symbol). A logo is a design that emphasizes
typography. A symbol is usually an abstract, nontypographic
image.

Today, logotypes (and symbols) are usually included in special

pi fonts.

iHm>

DBiie

coLouieu.
BANKeRQ

^^w

uni®n 1^

F:T«N

ft N

Prudential

OnM&sar

:quibank

Levis

B^jgCT

LENNOX

'M eg .i»^ cconoco)

Contemporary logotypes.
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Lowercase

The old two-part typecase.

The term is derived from the layout of the printer's typecase,

which had the capital letters in the upper part (case) and the

small letters in the lower part. Later on, both parts were

combined in a California job case, which printer's lore says

was invented during the gold rush days so traveling printers

could carry typecases better on horseback.

Lowercase letters evolved as scribes tried to write faster and
faster. Two handwriting styles—the formal hand of the church

and royalty and the informal hand of scholars—developed

over the centuries. The Caroline minuscule is the direct

ancestor of our lowercase.

The evolution of alphabetic characters (or written

communication, if you like) was not an organized

development. There were three "forces" —Phoenician, Greek,

and Roman—that shaped our alphabet, with the Roman
influence being the most important. It was more national

habits and peculiarities that influenced alphabet

characteristics, and only the eventual spread of printing

brought some standardization.

Scribes tended to write faster as the demand for written

material increased, so short cuts were developed to make serifs

and terminal strokes with more fluid motions of the pen
instead of with separate strokes.

NoaiuviiMuiviinivutNomuiDAiua
IQNDfMTVIUMOaiSUNIViMONIMliaiVAlOil
nQVlOAAliaOini5aN lADiVAll'N liiGN 15

Early Rustics hand.

The trend toward cursive writing gave both speed (an increase

in productivity) and, as a by-product, symmetry, beauty, and
simplicity. The rapidity of writing brought us the minuscule.

Up to this point, the uncial (Latin uncus , for crooked) was
still a capital letter that rounded the straight lines. The uncial

was a majuscule. Roman capitals written hurriedly were called

Rustica. The uncial was itself modified in hme into the half-

uncial, which became the manuscript style of the eighth

century.
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More/ Lowercase

Charlemagne commissioned the Caroline alphabet, which was
designed by a monk named Alcuin. It was a true small-letter

alphabet. The gothic hand evolved from the Carolingian

minuscule. It was the style that Gutenberg used, and the one
that the technology of printing spread.

xpTpcm ODoftuicnidhfc

txccutijxpomdo Cumcn

The new California job case.

Caroline minuscule hand.

Gothics were also called Textura—since they "wove the

texture" of a page—or black letter.

None of this was deliberate or organized. Within each

geographic area, there developed eccentricities. There were
many roman hands: the Square Capitals, Rustic Capitals,

Everyday Hand, and Roman Cursive. The uncials evolved

from the Rustic and Everyday Hand, while the half-uncials

came more from the cursive hand. But it was Charlemagne
who decreed that all writing throughout his kingdom was to

be recopied in a standard hand: the Caroline minuscule.

Thus, when printing spread throughout Europe, it became
possible to adapt national hands and resurrect many of the

characteristics that had been eliminated in the rush for faster

handwriting.

In 1585, Louis Elzevir was the first to use v and j as consonants

and i and u as vowels. These letters were universally adopted

in 1822. Typecases did not have provision for the j and u, and
thus they were added after the z.

Lowercase letters are easier to read because their shapes are

distinct, whereas caps present a monotonous appearance in a

line.

Complete lowercase font in Caslon Bold Condensed.

abcdefghijklmnopqrstuvwxyz
92



Magnetic Ink Characters/OCR

M 1963

3.
A 964

1971

1978

^5 ^^'

1972

1966

i:
1973

^9 ^^»°

n i:

In optical character recognition (OCR), a scanning mechanism
matches the shape of each character to an electronic master

pattern. Originally, OCR fonts had to be machine-oriented,

but as the sophistication of scanners increased, normal

typewriter fonts could be used. Newer scanners use advanced

pattern recognition to "read" any printed typeface.

aABCDEFGHIJKLMNO
PQRSTUVWXYZC\]^_
'abcdefghijkLmno
pq rs t uvwxyz-C I

>~

0123456789:;<=>?
!"#£«$%&• ()*+,

OCR-B font

Sometimes called E13B characters, they were designed to be

deciphered by machines. The metallic ink content allows the

machine to "read" the magnetic pattern and then match it to

its memory. Note that the characters are designed to eliminate

confusion pairs so that each pattern will be unique. ^^^_

El 2 S "™
1967

1974

1968

III
1975

19I ^^''

fe 'i ^' '"

1987
1988

111
1989
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Mathematics

Here are the names for a number of math symbols.

— Geometrically equivalent to

>c Equivalent to

'^^
1) Approximately equal to

2) Asymptotically equal

3) Chain homotopic to

^ Not asymptotically equal

/-v^
1 ) Similar to

2) Geometrically equivalent or

congruent to

3) Equal or nearly equal to

'->-/
1 ) Difference between

2) Is equivalent to

3) Asymptotic to

4) Similar to

5) Of the order of

6) The complement of

7) Is not, negation sign (math, logic)

8) Associate to

'^(U

1 ) Is not equivalent to

2) Is not asymptotic to

3) Is not similar to

4) Is not the complement of

^^ Is approximately asymptotic to

^ Nomothetic
(similar and perspective to)

< Smaller than

< Less than

> Greater than

< Not less than

> Not greater thin

> Equivalent to or greater than

> Greater than or equivalent to

> Not greater than nor equivalent to

< Equivalent to or less than

< Less than or equivalent to

>
< Greater than, equivalent to or less

than

< Less than or approximately equal to

> Greater than or approximately equal

to

<^ Much less than

« Much less than

> Much greater than

» Much greater than

M Not much less than

^ Not much greater than

<4 Very much less than

> Very much greater than

^
Less than or greater than (is not

equal to)

^
Greater than or less than (is not
equal to)

< Less than or equal to

^ Less than or equal to

^
Less than or equal to

i
Not less than nor equal to

# Congruent and parallel

« Smash product

1 ) Between

2) Quantic, no numerical coefficients

00 Infinity

* Not infinite

00

oc Varies as, proportional to

J Radical sign

\
End of operation of radical sign

\ (reverse slash)

4- Plus

— Minus

X Multiply
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More/Mathematics

-^ Divide

-\- Plus or minus

-|- Minus or plus

^^ Direct sum (group theory)

-i- Direct sum (group theory)

o

+
/'—X Rotation in negative direction

^"^^^ Rotation in positive direction

"r Plus or equal

I^ Equal or plus

-W Nim-addition

_1_ Positive difference or sum

~r Sum or positive difference

ffl

^^ Symmetric difference

(X) I ) Plethysm operator (group

theory)

2) Convolution product

3) Direct product

4) Tensor product

o
Qv3 Most positive

= I ) Equal to

2) Logical identity

' Is not equal to

^ I ) Is not equal to

2) Logical diversity

^ I ) Approximately equal to

2) Asymptotic to

3) Equal to in the mean

4) Isomorphism

* Not asymptotic to

'•>^
'"S^ Approximately equal to or equal to

= Approximately equal to

•=
Is the image of

— Approximately equal to

^ Approximately equal to or equal to

> Greater than or equal to

^ Greater than or equal to

i

Greater than or equal to

Not greater than nor equal to

<
>
<

Less than, equal to, or greater than

Greater than, equal to, or less th an

>< Greater than, equal to, or less th an

^ Less than, greater than, or equal to

i Greater than, less than, or equal to

> Equal to or greater than

^
^
<
>

^
><

=F

-r

*.

= 1 ) Approaches the limit

2) Approaches in value to

I— Estimates or is estimated by

-^

A
Is projective with or projective

correspondence

A Perspective correspondence

y Equiangular (geo.netry)

-^ 1 ) Approaches or tends to the limit

2) Implies (math, logic)

3) Referents of a relation

(used thus: [\ math, logic)

4) Transformation (set theory)

-->• Does not tend to

«_

^ Relata of a relation, used thus j\

T
1 ) Increases monotonically to a limit

2) Exponent (Algol)

i
Decreases monotonically to a limit

:

=> Implies

o 1) Implies and is implied by

2) If and only if

3- Convergence

<= Is implied by

<—

»

1 ) Mutually implies

2) One-to-one correspondence with

3) Corresponds reciprocally

4) Asymptotically equivalent to

5) If and only if

*+* Does not mutually imply

—

»

On to map (Topology)

>— 1 - 1 map

^
^

c Clockwise

o Anti-clockwise

> 1 ) Has a higher rank or order

2) Contains

> Contains or is equal to

> Is equal to or contains
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More/Mathematics

> Contains or is equal to

< Has a lower rank or order

< 1 ) Has not a lower rank or order

than

2) Is not contained in nor equal to

^ Is contained in or equal to

< Is contained in or equal to

* Is not contained in nor equal to

< Is contained in or is equivalent to

« Has much lower rank or order

o Implies

o 1 ) Implied by

2) Is a normal sub group of

[>o If and only if

p^ Does not imply

Z) 1 ) Implies

2) Contains as proper sub-set

? Contains as proper sub-set

* Does not contain

3 Does not contain

C= 1 ) Is implied by

2) Contained as proper sub-set

\within

* 1 ) Is not implied by

2) Is not a proper sub-set of

c 1 ) Contained as sub-set within

2) Is identical to

c Contained as sub-set within

^ 1 ) Is not contained as sub-set within

2) Is not identical to

^ Is not contained as sub-set within

3 1 ) Contains as sub-set

2) Is identical to

3 Contains as sub-set

*
1 ) Does not contain as sub-set

2) Is not identical to

Z)
cz

Contains or is contained in

c
Is included in, as sub-relation (math.
logic)

3) Includes as sub-relation (math, logic)

(£

c:
cz

Z)
Z)

1 ) Empty set

2) Diameter

3) Average value

V Non-alternation

O Non-alternation

n Product or intersection, or meet of

two classes (math, logic) or sets

(algebra) colloquially 'Cap'

u Sum or union or join of two classes

(math, logic) or sets (algebra)

colloquially 'Cup'

r\ Product of classes or sets between

1 1
rfj

limits, used thus: r\
1 1

n = m

1
j

Sum of classes or sets between

U 00

limits, used thus:
j

]

n = m

n Non-conjunction

^
h 1 ) What follows is true, assertion

(math, logic)

2) Is deducible from

n Logical negation

V 1 ) Disjunction of statements (math.

logic)

2) Sum of two sets (math, logic)

3) Logical 'or'

A 1 ) Vector product

2) Product of two sets (math, logic)

3) Symmetric difference of two sets

(math, logic)

4) Logical 'and'

3 There exists

^
There does not exist

e Is an element of

^ Is not an element of

e Is not an element of

V For all

D 1) D'Alembertain operator

2) Mean operator (fmite differences)

r Gamma function

d Partial differentiation

A Increment or forward finite

difference operator

V NabIa or del or backward fmite

difference operator

V Hamilton operator

v9 Curly theta

n Product sign

I Summation sign

F Digamma function

K Aleph. The number of finite integers

is JSr) and transfinite cardinal

numbers VS i 2 1

P Weierstrass elliptic function

& Conjunction of statements (math.

logic)

Z Eulers sign

Of order, used thus; ( -Y )

Of lower order than, used

thus: (.V)
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More/ Mathematics

/ Function of, used thus: / ( .X )

f1
Planck Constant over 2n

A Planck Constant over 2n

lim Upper limit

jirn Lower limit

lim Limits

J Integral

1) Contour integral

2) Closed line integral

Double contour integral

Contour integral (anti-clockv^ise)

Contour integral (clockwise)

Circulation function

Finite part integral

Line integration by rectangular path

around a pole

^ Line integration by semi-circular

*1 path around a pole

r
Y Line integration not including the3 pole

• J Line integration including the pole

^

i

* Quarternion integral

c Element of construction

I Element of construction

ti

^

L Angle

< Spherical angle

1 1 ) Orthogonal to

2) Perpendicular to

Parenthesis

Parenthesis

Bracket

Bracket

Brace

Brace

< Angle bracket, colloquially "Bra"

> Angle bracket, colloquially "Ker"

« Double angle bracket

» Double angle bracket

Open bracket

Open bracket

/
Italic open bracket

I Italic open bracket

,
1 ) Full point

2) Scalar product

1 Factorial sign

• Decimal point (5 unit)

Decimal point (9 unit)

* Central asterisk

*

It

Exponent (Fortran)

Prime

Double prime

lit

Triple prime

tilt

\

Quadruple prime

Reversed prime

o
Degree

Because or since

Therefore, hence

Sign of proportion

Sign of proportion

H Geometric proportion

/
Divided by, solidus

//
Tangental to

1

1) Modulus, used thus .v|

2) Joint denial, thus n lq
3) Divides, thus 3 |

6

II

1) Parallel to

2) Norm of a function, used

thus
II

.V
II

3) Norm of a matrix

1 Not parallel to

1 Necessarily satisfies

=
1 ) Congruent to

2) Definitional identity (math, logic)

3) Identical with

4) Equivalent to (math. logic)

)( Does not divide

#
# 1) Is homothetically congruent to

2) Recursive function

# Equal or parallel
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Newspaper Typography

The Bollon News-Letten
»uM(ii)tt br aai«oiiir.

'«••"•« >»> • » MnMr M.,

bar*>«^ w b*« At Wm > . kb-MM tad

(,wa M to fu • r^prd bf r.« Onw *rj4«m

W, ^ bU pMrUlf MfciuiW^ Yaw M*-
H\a (m(^V an 111 A* ^ari i^frarai tad
MV'ViM •' dM NM-d Har^ •brrr^r Your

M.fi • tj^Vqifi kifh ffr.ir.OH>*.Miika(9

iaMAiiiaunna'PnrfjnJ Yaw cbsA Cpul tad

utpanUcrd Gn« m4 OnrfsH. >o Ym PrapU,

lb P.t»UJ £mi, pwi..kilr Ya^ V'M'O
•A roCs'Albk uLdkW la ibi C«lk( ^ (»*•<

TV ~r, B«ir«p •« "Ff -^ ^"V"'^
In «»A .«!(««- Rn»fc -< Y"« "o^ «

^.r;' "TTYr M.^,:^ .op.
ihfl Yau f«p*U Ca-mw^ -ill (.ppwi lour

M%«/ « Y<« All««. .-- HT.a.^, ™.Wc

T«« Mir**? wt*^ » ibr Wu aft «I~7
la «Hk£ t"'<«—I cu BOM c(iwn.fauB. <ht» t but

u>* tMtu - i:^^itaul^»>a*f mntatMn4ram

T. »h«> Ho M*«*7 '•* ^ "" "^ ^•-

T ^ «^ -f f**^ -^ '— V-—' ^ jV

rt Y*M XbrR,, 'Ku I fciU a»t.A

TV Kai M if^. A>r«ff to H»M»^r
Mt Lidf m4 S>IItt.

Swca-on d'lca.m .[ {,\l mo* Md mot. Hm If-

bcMlxM UA BO lo*|<rhaUota Uaq^ ^ fa^r

v,d>,a ib'i l<nk vtuli, ibm k ^^ tAte MW
Ifv iKii > irrr ("^tii t^ia« wM ppfr** bM
ra 4^uT 1-W; (« '"*•' H^TuMCcar4«
C«|rrpi<.na( Siw, • nnotc I« CoaUv, «l«-

rtvr or lu hr bauM nctj ba NtnCM 6^ W^j.

cvrri <a <V N«pm br frroW MHL »*
f<^<JFra^fcac£DNb«riateTCM» »fer *m
V« Bdhj

The first American newspaper published

by Bartholomew Green in 1704.

A great deal of research and development has been done since

the 1930s to create special typefaces for newspaper use. The
problems of high-speed printing, paper shrinkage, and image
readability combined to present a challenge to the type

designer. One reason for the somewhat "heavier" weight of

the normal typeface cut was that the paper is slightly gray (not

white), ink is dark gray (not black); hence, type needs to stand

out more.

The Mergenthaler Legibility Group—Ionic, Excelsior, Paragon,

Opticon, Corona, and Olympus—and the Intertype (now
Harris) Flexibility Group—Ideal, Rex, and Regal—are the most
commonly used newspaper typefaces for text. These faces are

designed with a large x-height for maximum legibility and a

high number of characters per pica in order to get a large

amount of text into a small amount of space.

Ionic 5

1926 E GMRadegnr
Excelsio

1931 EGMRadegnr
Opticon

1936 EGMRadegnr
Paragon

1935 Fi GMRadegnr
Corona

1941 EGMRadegnr
Times
Roman
1945 EGMRadegnr
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More/ Newspaper Typography

Namcplatcs at the beginning of newspapers were simply set

by hand in the largest type available; now they are being

designed. The masthead is the area, usually on the editorial

page, that lists the newspaper's editors and management.

Ttieg^^Jourqal

THE WALL STREET JOl HNAL

Dalleg Nerves

OurSindayVisitor

Sl)eNetuJ|ark55imc$

A sampling of nameplates. Note that The Wall Street Journal

nameplate has a period.

»}-
1

USA Today—a newspaper with emphasis on graphics.

^^^^.-r
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Optical Spacing

The essence of typography is consistent spacing. This is often

difficult to achieve because of the optical illusions caused by
the proximity of various letter shapes. In good typeface

design, spacing betw^een lowercase letters is "built in."

Letters are made of these basic shapes:

Oval Inclined Vertical

The combined appearance of the spacing between letters is

called optical volume.

f
Narrow, upright strokes

f i j r t 1

u Dual vertical strokes

n h u k X z m

b Straight and round strokes

a b d p q g

Round lines

c e s

y
Wedge shaped
V y w

F
Narrow and straight strokes

WFHKLNTM*JUXZ
^Sometimes

B
1

Straight and round strokes

B D R P

All round strokes

C G QS

W Wedge shaped
M* AVYW
*Sometimes
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More/Optical Spacing

Today, many kerning options—both manual and automatic

—

usually take care of the problem of optical volume, which is

especially important for display type.

In this optical illusion, the space between the squares and circles

looks different even though it is the same.

To appear equal, the space must be modified (increased, as here with

the square). This is the basic principle of optical alignment—to

appear proper, spacing and positioning must be modified.

Normal edge Optical edge

The best rule to observe in achieving optical spacing is to use

the space in the counters of the font's characters as a guide to

consistent spacing.
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Ornament

A symbol or decorative element. Also called a dingbat. Borders

can be created by repeating an ornament or any other symbol.

They usually come in supplementary, or pi, fonts. You can

create your own ornaments as additions to fonts (e.g., a

company logo).

1

Ornaments

i
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Outline

A typeface with no insides. Outline faces are used in display

work. They lend themselves to colored or tinted layouts,

allowing the type to drop out of the background.

©©©
American Typewriter Outline

Insides of letters (normally white) can be used for special effect

in color or dropout of color. Since these are "busy" typefaces,

use them sparingly and then only in display sizes.

Bookman Bold Outline



Pagination

The assembly of type into pages, composition, and makeup.
Typesetting is the process of setting type; pagination is the

process of putting pages together with that type and other

graphic elements.

Pages can be assembled in the following ways:

1. Affixing reproduction quality typeset printout to a carrier

sheet to form a camera-ready mechanical. Also called paste-up

or keylining.

2. Assembling film-positive printout on clear acetate carrier

sheets to form a master for contact exposure to form a negative

film. Also known as stripping.

3. Electronically reviewing and/or assembling type on a page
makeup screen to create a page that will be output from the

printout device in position.

The basic building blocks of a page are:

One important segment of print

design is the development of corporate

identity programs. By presenting a

unified and appealing graphic image,

a newspaper creates constant graphic

promotion of all of the corporation's

products and services.

1. Text blocks

Typography
2. Display lines

3. Boxes and rules
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More/ Pagination

5. Photographs

A beautiful handwritten book of 1420
with unjustified lines.

6. Captions

76a/., paragraph 394.

'Decree on the Training of Priests, Optalam
Totius, Vatican II, paragraph 2.

7. Footnotes

Consumer Product-. WI6.h51 591.175

Eleclrical Products "411,39? 118.957

Industrial Products MK.616 19.-^. 13:

8. Tabular blocks

52 70 282 9. Page numbers (called folios)

A page is usually designed as an image area defined by the

margins and/or borders. A grid is created to position blocks

consistently within the image area. Columns must align at the

top and bottom of the image area. The image area is also

known as the live matter area.

A rough assembly of pages to see how they will look prior to

final assembly is called a dummy.

Grid system with designated

live matter area—actually

used in this booK.

Dummy
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Paragraphs

Units of English composition; copy blocks. Paragraphs are

usually defined by an indent at the beginning of the first line

and often have a short line of characters at the end. (Indents

should be at least one em—and probably more.)

An alternative format involves additional line spacing (twice

the visual line spacing) between paragraphs instead of the

indent, or running all paragraphs together, separated by a

special character, e.g., the paragraph symbol. Don't use both
indention and extra line spacing—it's redundant and breaks

up the text too much.

Research findings in optimal text type sizes have to be seen in light

of the x-height problem. PatersorVTinker (91, 93), and Tinker (135,

144) define the most legible type sizes to be either 9, 10, 11, or 12

point The somewhat generous range of sizes stems from the

differences in x-height. One carefully designed experiment by

Poulton (110) avoided the x-height problem by matching type faces

under investigation in actual x-height, reducing or enlarging

different type faces so that they matched optically

The experiment provided an interesting example of the problem: to

achieve the same x-height (1.6 millimeters) for 2 type faces, Univers

and Bembo, Univers had to be reduced to 9 5 point body size,

while Bembo required a 12 point body size! In other words, a 2.5

pomt body size difference existed for 2 type faces of the same

x-height.

A number of studies which have investigated the most legible text

type sizes have produced results which support the PatersorvTinker

findings that 9. 10, 11, and 12 point provide for maximum legibility

Larger type sizes increase the number of fixations, since they take

up more space both verhcally and horizontally Smaller type sizes

simplv reduce visibility of the type and hamper the all-important

word recognition, Paterson/Tinker (92 and 99) showed. Larger sizes

force readers to perceive words in sechons, rather than as a whole,

and consequently slow down reading speed. Tinker (136) found. In

general, readers tend to prefer moderate type sizes and small

amounts of leading, Hovde (64) reports.

While selecting type sizes for maximum legibility, disHnction should

be made between informative material requiring sustained reading,

and referential text material of which only a small portion is to be

read at a time. Adnan Fruhger, French typographer and designer,

points out (49) that while maximum legibility must be desired for

text requinng sustained reading, a different situation exists for

referential matenal. Here consideraHons of space available seem

to be of primary importance Smaller type sizes than those of

Research findings in optimal text type sizes have to be seen in light

of the x-height problem Paterson/Tinker (91, 93), and Tinker (135,

144) define the most legible type sizes to be either 9, 10, 11, or 12

point The somewhat generous range of sizes stems from the

differences in x-height. One carefully designed experiment by

Poulton (110) avoided the x-height problem by matching type faces

under inveshgation in actual x-height, reducing or enlarging

different type faces so that they matched optically.

The experiment provided an interesting example of the problem: to

achieve the same x-height (1.6 millimeters) for 2 type faces, Univers

and Bembo, Univers had to be reduced to 9.5 point body size,

while Bembo required a 12 point body size! In other words, a 2.5

point body size difference existed for 2 type faces of the same

x-heighl

A number of studies which have investigated the most legible text

type sizes have produced results which support the Paterson/Tinker

findings that 9, 10, 11, and 12 point provide for maximum legibility.

Larger type sizes increase the number of fixahons, since they take

up more space both vertically and horizontally. Smaller type sizes

simply reduce visibility of the type and hamper the all-important

word recognihon, Paterson/Tinker (92 and 99) showed. Larger sizes

force readers to perceive words in sections, rather than as a whole,

and consequently slow down reading speed. Tinker (136) found. In

general, readers tend to prefer moderate type sizes and small

amounts of leading, Hovde (64) reports.

While selechng type sizes for maximum legibility, disrinction should

be made t)etween informative material requiring sustained reading,

and referenfial text material of which only a small portion is to be

read at a hme Adnan Frutiger, French typographer and designer,

points out (49) that while maximum legibibty must be desired for

text requinng sustained reading, a different situation exists for

referential matenal. Here considerahons of space available seem

to be of primary importance. Smaller type sizes than those of

Paragraph indication by extra line spacing. Paragraph indication by indention.

As usual, word spacing should be as close to consistent as

possible. And no more than three hyphens (some say two)

should appear in a row at the ends of lines.

106



More/Paragraphs

The short line at the end of a paragraph, if less than one-third

the line length, is called a widow. Sometimes a widow is

considered the carry-over letters of a hyphenated word (if

there are no other characters on the line). If a widow is carried

to the top of a column or page, it is called an orphan. Orphans
should be avoided. Similarly, the last line at the bottom of a

column should not be the beginning of a new paragraph.

Yet the growth in direct market-
ing itself doesn't explain why the

general agencies have undergone
such dramatic attitudinal changes.
Rather, their curiosity comes from
those they listen to most—their cli-

ents.

winter.

To remove mildew from the

walls before painting, use a com-
mercially available mildew remover
(available at paint stores), or try

household bleach.

Widow Orphan

An Associated Press writer

called the 1968 event bizarre. The
media went yowling into the Mexico

sunset, interpreting the gloves, the

defiant posture of the two runners.

The U.S. Olympic committee

For visual effect, it is best not to have a new
paragraph start at the end of a column, unless

there are two lines minimum.

Frequent paragraphs are important for good legibility.

Research shows readers prefer text using frequent paragraphs

for better understanding and legibility.
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Percent

The symbol representing percentage (%). When the symbol is

not available, spell out percent. Make sure that this symbol
blends in with the typeface used. It is usually, but not always,

included in standard fonts.

% 7o % % %
% % % % %
% 9//o % % %
% % % % %
% % % /o %
% % % %

Various designs of the symbol.



Phonetics

An alternative alphabet for pronunciation.

SVWMZtt^t
cl d d d i ^ tD a Ji

nnNihlltlJAAr
%) » Z) \^ %J o o

(;r(J)P96jsssz;zz
J a § S.

Y%tiK*rfiqu I

H 9

a a o u

Ben Franklin, the most famous of all American printers,

attempted a phonetic approach in 1780.

So zchen some angel by divine command
With rising tempests seeks a guilty land

(Such as of late o're pale Britannia passed)

jnd, piHz-d Y aim^pils arjyr* lu pxfrfarm, Calm and scrcnc hc drives his furious blast

R^idt in Tp fut^iuind and diprekta ^i Harm. And pleased the Almighty's Orders to perform

Rides in the whirlicind and directs the storm

So hitn tym endful, 6yi divtfin kamand,

CTTj ryizig. tempetts fieeki ,t gilti land,

(Si^tfi az av Uet or peel Britania past,)

Kalm and siriin hi dryict Tjt fiunift blatt

;

Benjamin Franklin
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Pi Fonts

i

In typesetting, pi characters, or pi font, refers to a collection of

special characters, such as math or monetary symbols: Vh Va Va

Vi -Ys -14 % + £ * % (a $ etc., or decorative symbols, such as *

If you have a special need for certain characters, most
manufacturers will make a pi font to fit your needs using
standard characters or even develop nev^ ones for you. For

instance, this font was developed for television listings:

ooooaoaaciDCD mmm^mwmmmm
ffl®fflEB03©03S3eDQ) (32)(31®3D(3S(37)gig?)gi(4]]
C0£BCDCBCSC9QDCE©)Q) §2(l3)(l4)§DgS(I7](5i(I?)S6)(6])

tS®a)ffi©QiQD®QDQ) ^mm^m^m^mm
G0GBCEi®*[1bDi1[p1M!ere]

Font developed for TV listings.

Below are some typical pi fonts:

Primary Text Complement

ABCDEFGHIJKLMNOPQRSTUVWXYZ&
abcdefghij klmnopqrstuvwxyz
1234567890$ ([.,:;!?"%/ .* 1/2 1/4 3/41/32/3])

Primary Small Caps Complement

ABCDEFGHIJKLMNOPQRSTUVWXYZ
ABCDEFGHIJKLMNOPQRSTUVWXYZ&
1234567890$ ([.,:;!?"%/ .* 1/2 1/4 3/4 1/32/3])

Primary Wire Service Complement

ABCDEFGHIJKLMNOPQRSTUVWXYZ&
abcdefghijklmnopqrstuvwxyz

1234567890$ (.,:;!?"-- . . . VzVaV^V&VsW/s]

Supplementary Commercial Complement

+ - + = X -:-

V8%%%#°"'-£c@tt|f

Supplementary Advertising Display Complement
1234567890$c \^° '"

D^ • • O • -, ; ^@®© ©®™SM
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More/ Pi Fonts

Supplementary Newspaper Display Complement
1234567890$c \^°'"

Supplementary Superior and Inferior Complement
1234567890$c /,,,,,,,„„„/1234567890
^j®®(C)®T"SM M —

Supplementary Multilingual Complement

~(;(;:ifti^«»

Supplementary Publishing Complement
fiflffffiffl
®®(!^TMSMJ|g^|--],j

In handset metal type, pi also referred to the type of one style

mistakenly put in the storage drawer of another style.

When setting handset type, the compositor might run across

an m that didn't match the face being used. This "orphan"
would then be thrown into a box of pi type (this was called,

with unmistakeable emphasis, the hell box) to be sorted out

later or sent back to the type foundry for credit when ordering

a new font.

iiyiyiOld Tunes in the Print Shopj^
ll 9*e PudOonn

Reprinted by permission of Samuel

Bingham Company. Pi was also a form of type that had collapsed or spilled, a

feared occurrence in the composing room that was usually

attributed to the printer's devil: the apprentice.
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Pictograph

-TM
Early pictographs

The pictograph is a symbol representing an object. On the left

is an early symbol representing an ox; on the right is the

symbol for house. Pictographs were one stage in the

development of our alphabet. Hieroglyphics are a form of

pictograph. In time the sound of the word represented by a

pictograph was represented by a shorthand symbol. Here is

the evolution of the letter a.

WU
Development of the letter A.

T
A A

Fragment of hieroglyphics.
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Point System

Points American Didot Mediaan

1 .01383 01483 01374

2 .0277 .0296 0275

4 0353 .0593 0550
4V4 .0657 0704 0653

5 .0692 1)742 0687

3'/: .0761 .0816 0756

6 .0830 .0890 0824
6'/: .0899 ()964 0893
6V4 .0934 1(H)1 0927

7 .0968 .1038 0962

7'/: .1037 1112 1031

7V4 .1072 1149 1065

8 .1107 1186 1099

8'/: .1176 .1261 1168

9 .1245 .1335 1237

10 .1383 .1483 1374

10': .1452 .1557 1443

11 1522 1631 1511

11': .1591 1705 1580

12 .1660 1780 1649

14 .1936 .2076 1924

16 .2213 .2373 2198

18 .2490 .2669 2473

20 .2767 .2966 2748

21 .2906 .3114 2885

24 .3320 .3559 3298
27 .3736 .4004 3710

28 .3874 .4152 3847

30 .4150 .4449 4122

34 .4704 .5042 4672

36 .4980 .5339 4946

42 .5810 .6229 5771

48 .6640 .7118 6595

54 .7471 .8008 7420

60 .8301 .8898 8244

72 .9961 I 0678 9893

The point system is unique to typography. At one time, there

were three principal point systems in use, differing basically in

decimal detail:

The American-British System has for its standard of

measurement the .166-inch pica, and the .01383-inch point,

that is, one-twelfth of the pica. Thus, 1,000 lines of pica, or

12-point, matter measure 166 inches, and 1,000 lines of 6-point

matter measure 83 inches.

The Didot System, used in Europe, has the cicero as its basic

unit, equal to 12 corps, or .178 inch; and the Didot corps, or

point, measures exactly .01483 inch.

The Mediaan System, used principally in Belgium, has a corps

(point) measurement of .01374 inch. The Mediaan em, or

cicero, measured .165 inch. Now mostly Didot.

Much of Europe is now moving to purely metric

measurements.

For general, practical measurement purposes, three decimals

(thousandths of an inch) are deemed sufficient.

At 30 picas or 5 inches we get 4.98"—so be careful in your
calculations. It is convenient to remember 6 picas in one inch,

12 points in one pica, 72 points in one inch—but it's not quite

true. Picas and points do not have an exact relationship to

inches.

..-vvvv#''

1%
I'i

l^
1,\

1.1
-i^

^'>
-ifc

-ii
I'i

i.^

Av\\\^^^

v\A^\^

A\A^\^

aA^\^
aAA^

aA^\^
\^\A^^^

a\n
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Proof Marks

EeHyphen

May be indicated in any of the above ways.

EXAMPLE

Practical Typography /s/
RESULT

Practical-Typography

Space i#i
This is the shorthand notation for "space"-

horizontal or vertical. It is usually used in

conjunction with the "insert" mark or an

arrow of some type.

EXAMPLE^

PracticalTypoqraphy

RESULT

Practical Typography

EXAMPLE

Practical Typography ^ 4^5 <n

Practical Typography

RESULT
Practical Typography

Practical Typography

EXAMPLE
Practical Typography . | i^
Practical Typography '"*

Practical Typooraphy

RESULT
Practical Typography
Practical Typography
Practical Typography

.^v

Brackeu w
Since these marks are somewhat similar to those

for "move over" you must make them distinct

so that it is known that they printoui.

EXAMPLE

Practical Typography f 1

1

RESULT

[Practical Typography!

In typography, uniform proof marks are used so that

corrections can be clearly understood by both the typesetter

and the client/author.

Em Dash (or En Dash)

There is a distiiKt difference between the mark

for a hyphen and a dash. Dashes are usually in

Ef<l and EN widths, although some systems make
only have a 3/4 EM dash. When multiple dashes

are being indicated, make sure that the number is

plain.

H-.I

EXAMPLE

practical typography
/\

RESULT

practical- typography

Multiples are usually used v^en only the first

letter of a word is printed (Mr. B— ), especially

if profanity is used (Go to h— ), or if a state-

ment ends abruptly (The murderer is — ).

Dashes of this length are usually used as a rule to

separate heads and text, footnotes and text, or

other copy. Three dashes are also used where

names are repeated in a tabiiography or other

listing one beneath another.

0/t /!/ m m

Comma ^
The comma is made as a bold dot with a strong

curved Une. It must be written distinctly to

distinguish it from quotes and is further

emphasized by placing a triangular shaped roof

EXAI«»LE

>^^Practical Typography a guide J

RESULT

Practical Typography, a guide

Make boldface

The copy indicated with a wary line beneath

it is to be in boldface.

EXAMPLE

Practical Typography

RESULT

Practical Typography

b^

Move copj

(horizontally or vertically)

[]
I

Do not confuse with the brackets. The "move"

mark is written deeper.

EXAMPLE
Practical

^ Typoaraphy

RESULT

Practical

Typography

For vertical movement;

EXAMPLE

Practical Typography
r

1

RESULT

Practical Typography

Change copy as indicated J

First the copy to be acted upon must be circled.

Then the action to be taken should be written

nearby. Be clear in the action that must be taken.

EXAMPLE

^twenty-five) copi

RESULT

25 copies

EXAMPLE

25; copies

RESULT

twenty-five copies

*»5^

Space evenly

Insert and equal amount of space at the

points indicated.

EXAMPLE

This is Practical Typography

RESULT

This is Practical Typography

f//
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More/Proof Marks

Colon
-./

Designated by two clearly made

in by a diagonal line or lines. Ti

back to William Caxton.

EXAMPLE

Practical Typography

RESULT

Practical Typography:

' dots f

\e colo

er

n

ced

dates

//

Semicolon i/
Again, make it distinct, and fence it in for

good measure. If the dot isn't clear it may be

thought to be a comma, although the comma
should only be made with the triangular roof.

EXAMPLE

Practical Typography^ /:/

RESULT

Practical Typography;

Put In Roman or Regular Font

This indicates that copy which is already in bold

or italic should be changed to the roman or regular

version. The copy may be circled with the proper

notation nearby.

EXAMPLE

'feeTypography /consideration

RESULT

Typography considerations

Type character b bad; examine

This mark asks that the type be checked for

appearance. The character may be broken,

incorrectly photographed (poor density) or

its alignment or spacing are not correct.

EXAMPLE

PracticalOfpography

RESULT

Practical Typography

Quotation Marks (or Quotes)
V

The word "quotes" should be marked in the

margin or nearby as a safeguard against mis-

interpretation. Single quotes may be marked the

same way.

EXAMPLE

"Practical Typography

RESULT

"Practical Typography"

JANS'

copy

ACopy missing

This symbol is used to indicate that cu.iy which is

in the manuscript is not in the typeset material.

A copy of the missing text should accompany the

proof.

EXAMPLE

GAMA's Typography fraCVCtUA
RESULT

CiAMA's Practical Typography

Separate

Two items are too close together and

should be separated.

EXAMPLE

PracticaJ/Typography

RESULT

Practical Typography

/

Change to small caps;

make small caps

Copy with two lines beneath it is to be in small

capitals. Small caps are usually as high as the

x-height.

EXAMPLE

GAMA's Practical Typography S-^-

RESULT

GAMA's Practical Typography

Line up 1
»

Vert Horiz.

Copy that is not in alignment is to be

corrected as indicated.

EXAMPLE

11 Practical

y Typography

RESULT

Practical

Typography

Run copy continuously c^

Used to indicate that there is to be no break

in the copy. It is also called "no paragraph"

and may be marked

:

fJo ^
EXAMPLE
Practical^

^•Typography

RESULT

Practical Typography

Also, the term "run in" is used.

Parentheses (I)

Make certain that these marks are made clearly

so that it is known that they are to print.

EXAMPLE

Practical Typography

RESULT

(Practical Typography)

(/^

Question mark m
Supposedly from the Latin "Quaestio" for

question, written as q . Also called a "query".

EXAMPLE

''ractiral Typogaphic

RESULT

Practical Typography?

^
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More/Proof Marks

Make a new paragraph here
•ft

The copy is to be broken at the point indicated

and a new paragraph is to start. Make certain

that the proper paragraph indent is observed.

EXAMPLE «
Practical Typography GAMA's

y\
RESULT

Practical Typography.

GAMA's

EXAMPLE ^
Practical Typography:) H \i^

JAMA'S ^>'*'

RESULT

Practical Typography. GAMA's

Transpose

The word "transpose" or "tr" sho

the mark.

nj'

aid aceompany

EXAMPLE

Py^hical Typography ^
RESULT

Practical Typography

EXAMPLE

>'Practical\^

RESULT

Practical Typography is

Link or Kern characters

This mark indicates that the two characters so

marked should be the ligature version or should be

kerned together.

EXAMPLE

Practical Typography

RESULT

Practical Typography

Superior or Inferior Characters

or \/ for superior

or yA^ for inferior

EXAMPLE

RESULT

EXAMPLE

RESULT

H,0

55»

Period

A dot in a circle indicates a period. The circle

is important since the smallness of the dot may
cause it to be overlooked. Three of these

marks cire used to indicate an ellipsis.

EXAMPLE

Practical Typography^

RESULT

Practical Typography.

EXAMPLE

Practical Typography0OO
RESULT "^

Practical Typography . . .

Make caps and lowercase "'Ic

This notation usually means that the first letter

of the first word is to be a cap and all sub-

sequent letters are to be lowercase.

EXAMPLE .

PRACTICAL TYPOGRAPHY U/^ fC-

RESULT

Practical typography

Delete, Take out copy
-e/

This mark indicates that material is to be

deleted. It is usually assumed that the space that

results from the removal is to be closed up. In

some cases the proofreader may specifically

indicate "close up" by combining the delete

mark with the close up marks.

EXAMPLE

Pract^ical Typography

RESULT

Practical Typography

Exclamation point IL
Also called a "bang" or "screamer". From the

Latin "lo" for joy, once written as I .

EXAMPLE

Practical Tvpography

RESULT

Practical Typography!

•/

^ ^'
Apostrophe

Because this mark looks just like the comma,
the v-shape and loop are used to distinguish it.

EXAMPLE

GAMAs Practical Typography

RESULT

GAMA's Practical Typography

V>

Make caps; change to caps *"

Three lines under a word, words, or even just

a character indicates that it is to be a cap.

EXAMPLE

practical Typography

RESULT

Practical Typography

c^-V
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Proportional Width

lB]«ieS!F?OI!i

iisEiiyiMiffiiAiiiiiiiJM

UEyi^i^iiilEifiiil
ipiirrrihlillfil
SiJiilffiMMiiiiil^iJllzi

This illustration shows the relationship

of typeset characters, which vary in width

as the characters' design varies.

Refers to individual character-width relationships based on
character shape and typeface design. For example, the letter i

has a narrow width, and the letter m a wide width.

Its opposite is monospaced, which refers to characters with the

same width values, nonproportional. Thus, a lowercase i and a

lowercase m would have the same width, making it necessary

to extend the i and condense the m to keep their spacing

consistent relative to other characters.

Typewriters and line printers are the primary users of

monospaced typefaces. These are usually 10-pitch, or 10

characters to the inch (also called pica), or 12-pitch, 12

characters to the inch (called elite).

•

1 m Ik
M I K L

Monospaced typewriter characters.

Newer approaches offer finer escapement, thus allowing these

faces to have quasi-proportional spacing. However, a

monospaced character is a monospaced character, no matter

how you space it.

There are a few typefaces that, for novelty reasons, have
uniform letter width. They are generally all-cap fonts, used
primarily as initials, which is helpful because it allows for

standard (initial) indention. There are also "typewriter"

typesetting fonts that simulate typewriter faces.
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Punctuation

0tt|eraum0itelo:ubi

:nta ttmolifnubi fu^

ntcfuratur.Bbift(|^

toztuu.l'umnatozpj^

tu9*S)tomluetu9fu^

rurojp^tuuluaDumt.
Hanging punctuation used by Gutenberg.

One of the first printers to break up text with punctuation was
Aldus Manutius before 1500. Prior to Gutenberg's invention,

there was only inconsistent use of punctuation, mostly for

reading words aloud in church. The period was the full stop at

the end of a sentence, and the solidus was used as a comma to

indicate a pause in reading.

The semicolon was introduced in the late 1500s in England.

The question mark, from the Latin quaestio (for what), was
shortened to Q and came to England in 1521; while the

o ^
exclamation point (screamer or bang), from the Latin io (for

joy), shortened to I, came later.

The apostrophe is used in contractions and abbreviations or to

form possessives. (It is not needed in plural abbreviations or

numerals.)

In some cases an apostrophe should be added to avoid

ambiguity: "Give me all the a's."

The apostrophe is one close quote—or, the close quotes are

two apostrophes.

•

r
•

•

•

•

•

Various punctuation marks.

Additional space at the ends of sentences is called French

spacing, a very old practice, commonplace in books up
through the nineteenth century. It is applied in typewritten

copy where two full word spaces are placed at the end of a

sentence. In typesetting, a thin space set in addition to the

word space achieves French spacing. The practice is difficult to

implement, although computer systems can automate it.
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More/ Punctuation

v*) (,(,

A seemingly modern practice is hanging punctuation in the

margin so as to create optical justification. However, in the

Gutenberg Bible, the hyphens were hung in the margin. So

much for progress.

The modern comma, originally a slash, was introduced into

England about 1521 in roman type and 1535 in black letter. It

occurs in Venetian printing before 1500.

The question mark seems to have been used in England from

about 1521. The semicolon seems to have been first used in

England about 1569, but it was not common until 1580 or

thereabouts.

The period, or full stop, was commonly used before roman

—

and sometimes also with arabic—numerals until about 1580,

e.g., .xii.

The open single quote (') and the close single quote (') were
used indifferently in such abbreviations as th' for the. It may
be noted that 't'is' (instead of 'tis) was so common in the

Elizabethan period that it should perhaps be regarded as

normal.

For good display typography, the word space after a comma or

an abbreviation period should be reduced to compensate for

"built-in" space.

Early punctuation in printing: Griffo Roman.

ni di fcta plicati ,& bal

mi difleron.Chcilfuc
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Quadding

Quad with foundry type.

In typography, another term for placement. The word comes
from a short form of quadrat, a blank metal cube used for

filling blank space in handset type. All type had to lock up,

and this necessitated that lines with only one word on them,
for example, be filled with nonprinting blanks. The blanks

then positioned the type.

Linecasters mechanized the process with semiautomatic

attachments that filled the blank areas of a line with metal.

These quadders were either mechanized, electric, or hydraulic.

The popularity of the latter unit led to the use of the term
flush as a verb for positioning. Today, both flush and quad are

used interchangeably.

The function of quadding always takes place on the baseline

between preset margins.

This is Quad Left

This is Quad Right

This is Quad Center

This is Quad Middle

The term quad lock describes the function of repetitive

quadding to the same position. Thus, a quad center lock

indicates that every line (actually every item ending with a

"return") will be centered.
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(•(•
The effect of a

redesign is to reawaken
the staff. They begin
to see their work
in a new light.

Quotes in large size for special emphasis.

"Too many editors fill their

space with routine or

superficial education news."

Hanging quotes

Quotes

Quotes are opening and closing punctuation marks indicating

verbal statements or defining or emphasizing certain words.

Double quotes are normally used, with single quotes being

used within double quotes, as in "Doubles on the outside,

'singles' on the inside." The single close quote is an

apostrophe.

Quotation marks (or quotes) were originally commas only,

usually placed in the outer margin, applied by Morel of Paris

in 1557. A century later, they looked like the present so-called

French quotes («»), which were placed in the center of the type

body so that the same character could be used for either the

open or closed position. English printers refused to use the

French form and used inverted commas at the beginning and
apostrophes at the close. Of course they were not symmetrical.

It has long been recommended that a hair space (less than a

thin space—perhaps the equivalent of today's unit space) be

used to separate the quotes from certain letters:

"These are too close . . .

"These look better . . .

"And these don't need them . . .

"But 'Be warned to use them between multiple quotes.'"

Usually the punctuation at the end of a quote negates the need
for additional space at the close. For good display typography,

sometimes it is best to use quotes one size smaller so they are

not too overbearing.

But 'Be warned to use them
between multiple quotes/

"

Quotes one size smaller than text size.
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Ragged

Lines of type that are not justified. The quad, or optimum,
word space values should be used. Justified and unjustified

texts usually result in the same number of lines.

There is continuing argument about how ragged ragged

should be and whether hyphenation should be allowed.

There are no rules—except those the designer makes.

Lowercase letters evolved as scribes tried to write faster and faster.

Two handwriting styles

—

the formal hand of the church and royalty and
the informal hand of scholars—developed over the centuries. The Car-

oline minuscule is the direct ancestor of our lowercase.

The evolution of alphabetic characters (or written communication,

if you like) was not an organized development. There were three

"forces"—Phoenecian, Greek, and Roman—that shaped our alphabet,

with the Roman influence being the most important. The beautifully

shaped capitals of the Trajan column inspire more of our present

generation, than that of Mediaeval Europe. It was more national habits

and peculiarities that influenced alphabet characteristics, and only the

eventual spread of printing brought "standardization."

Scribes tended two write faster as the demand for written material

increased, and thus developed "short cuts" to make serifs and terminal

strokes with more fluid motions of the pen, instead of separate strokes.

The trend toward cursive writing gave both speed (an increase in

productivity) and, as a by-product, symmetry, beauty and simplicity.

The rapidity of writing brought us the minuscule. Up to this point the

uncial (Latin uncus, for crooked) was still a capital letter that rounded
the straight lines. The uncial was a majuscule. The uncial was, itself,

modified in time into the half uncial which became the manuscript style

of the 8th Century.

Charlemagne inspired the "Caroline" alphabet which a monk
named Alcuin designed. It was a true small letter alphabet. The Gothic

hand evolved from the Carolingian minuscule. It was the style which

Gutenberg used, and the one which the technology of printing spread.

The Gothics themselves went through several variations—the Round
Gothic, Pointed Gothic, Half Gothic (based on Rotunda). There was

also a Cursive Gothic called Schwabacher.

Gothics were also called Textura, since they "wove the texture" of a

page, or Blackletter.

Justified

Lowercase letters evolved as scribes tried to write faster and
faster. Two handwriting styles—the formal hand of the church

and royalty and the informal hand of scholars—developed

over the centuries. The Caroline minuscule is the direct

ancestor of our lowercase.

The evolution of alphabetic characters (or written

communication, if you like) was not an organized

development. There were three "forces" —Phoenician, Greek,

and Roman—that shaped our alphabet, with the Roman
influence being the most important. It was more national

habits and peculiarities that influenced alphabet

characteristics, and only the eventual spread of printing

brought some standardization.

Scribes tended to write faster as the demand for written

material increased, so short cuts were developed to make serifs

and terminal strokes with more fluid motions of the pen
instead of with separate strokes.

The trend toward cursive writing gave both speed (an increase

in productivity) and, as a by-product, symmetry, beauty, and
simplicity. The rapidity of writing brought us the minuscule.

Up to this point, the uncial (Latin uncus , for crooked) was
still a capital letter that rounded the straight lines. The uncial

was a majuscule. Roman capitals written hurriedly were called

Rustica. The uncial was itself modified in time into the half-

uncial, which became the manuscript style of the eighth

century.

Charlemagr\e commissioned the Caroline alphabet, which was
designed by a monk named Alcuin. It was a true small-letter

alphabet. The gothic hand evolved from the Carolingian

minuscule. It was the style that Gutenberg used, and the one

that the technology of printing spread.

Gothics were also called Textura—since they "wove the

texture" of a page—or black letter.

Ragged
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More/ Ragged

"Soft" ragged refers to subtle differences in the length of

adjacent lines. "Hard" ragged refers to severe differences.

"Soft" ragged usually allows hyphenation.

Fine typography is the result of nothing more than

attitude. Its appeal comes from the understanding

used in its planning; the designer must care. In

contemporary advertising the perfect integration of

design elements often demands unorthodox

typography. It may require using wrong fonts,

cutting hyphens in half, using smaller than normal

punctuation marks; in fact, doing anything that is

needed to improve appearance and impact. Stating

specific principles or guides on the subject of

typography is a practice to be approached only with a

goodly measure of restraint. It is worthwhile to

Fine typtjgraphy is the result of nothing more than atti-

tude. Its appeal comes from the understanding used in its

planning; the designer must care. In contemj^orary ad-

vertising the perfect integration of design elements often

demands unorthodox typography. It may require using

wrong fonts, cutting hyphens in half, using smaller than

normal punctuation marks; in fact, doing anything that

is needed to improve appearance and impact. Stating spe-

cific principles orguides on the subject of typography is

"Hard" ragged "Soft" ragged

It is sometimes a good idea to use column rules with

ragged right.

OurSindavV^sitor Background

Pornography light plan calk for five- year effort

^=^^^
1

liM
=^izf^~J ^^^i i^
^!E^ s=":H=;e^

1 r?J|

•W*«Wwwtr tm t—

y

iitilll(!!!|l!ii!|!M!i|i!i]!(<!il!(!!
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Reference Marks

Reference marks are used instead of superscript numbers,
usually if there are only a few footnotes. The proper

sequence is:

Asterisk *

Dagger +

Double dagger |
Paragraph symbol H

Section mark §
Parallel rules

||

Number sign #

If more are needed, you can repeat the marks from the

beginning of the list in doubled form, but at that point, you
should use superior numbers.

Reference marks are placed after the text to be referenced.

Usually there is no space before the reference mark, although

some people may prefer a thin space.

The paragraph mark and the section mark are commonly used

in legal work, as in 115 §351.2.

*
tt1I§
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Roman

An all-encompassing term for typefaces based on the serif

variations developed by the ancient Romans and further

developed by Italian humanistic lettering. Nicolaus Jenson and

Aldus Manutius are credited with early uses of roman type, in

place of gothic or black letter type. The term roman also refers

to type that is upright, as opposed to italic (making Helvetica

Roman a contradiction in terms).

Today, we sometimes use the term roman to indicate the main
typeface in a family of typefaces (Times Roman, Century

Roman, etc.), but this should not apply to sans serifs.

There were a number of "inspirations" for the roman typeface:

1. The first and foremost was the roman capital, as illustrated

by the inscription on the Trajan column (left),

2. The uncial and early black letter variations of the roman
caps.

lOKICIUS RCfUClS

3. The Caroline minuscules—the standardized hand under
Charlemagne.

cooifTujcmdhfc

4. The typefaces of Nicolaus Jenson of Venice as used in

Eusebius.

Moyfes nafcicur)feclnarurali

5. The faces of William Caslon, John Baskerville, and
Giambattista Bodoni.
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More/Roman

These Trajan letter shapes, cut into the stone panel ten feet

above the ground in the pedestal of the column, are

considered the perfect roman-proportioned form and still

guide type designers. They are not all the same size, because

they were taken from different lines, graduated in height to

look the same to the viewer on the ground.

1ABCDEFGILMNOPQ
Letters from the Trajan column.

Compare some roman typefaces. Note the relationship of

thicks and thins.

Old Roman: A characteristic style of roman typefaces typified

by very little differentiation between thicks and thins, diagonal

stress, capitals shorter than ascenders, and serifs that are small

and graceful.

abcdefghijkl

ABCDEFG
Modern; A characteristic style of roman typefaces typified by
vertical stress, hairline serifs, and maximum contrast between
thicks and thins.

abcdefghijkl

ABCDEFG
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More/Roman

Transitional: A characteristic style of roman t)'pefaces in

between Old Roman and Modern, t\'pified by sharper

thick thin contrast, sharper and thinner endings to serifs,

and vertical stress.

abcdefghijkl

ABCDEFG
"Feelings" of categories

Old Roman—warm, friendly, traditional

Modem—formal, classic, cold

Transitional—best of both (above)
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Rule Line
i

The rule line (often, but not always, aligned at the baseline) is

used for horizontal ruling, including underlining. A rule is

actually an em-width dash, repeated to form a line. Not all

dashes can form solid lines when repeated.

The problem with a line of rules is that the width of the rule

may not divide evenly into the line length. Rules are

commonly of em width, the width of the point size. If the line

length is an even number of picas, the 12-point rule (12-points

wide) would divide evenly. If the line length is in half-picas,

the 6-point rule would divide evenly. If there is other copy on

the line, then there is only luck. Since the typesetting machine

might put the excess space at the end of the line, you should

put a word space between the other copy and the start of the

rule so that the excess space has a place to go. This may not be

so with newer digitized typesetters.

The lightest weight rule is the hairline rule. Next we have the

half-point rule, the one-point rule, and then further versions

increasing in increments of (usually) one point.

Hairline

1-point

2-point

3-point

4-point

6-point

8-point

Coupon rules
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More/ Rule Line

The half-point rule is the thinnest one in common use. Only
when printing offset on quality paper should the hairline be

used. Especially in newspaper printing, hairlines are often

difficult to see, due to the poor production (printing) process.

Used in reversed fashion (white on black background) or

printed over a a nonwhite background, hairline rules also tend

to fill in or disappear.

In general, the half-point rule is the best choice.

Vertical and horizontal rules are used to create boxes. Make
sure that the weight of the rule complements—and does not

visually overpower—the type inside.

Ornamental dashes (which are really ornamental line rules) are

used primarily to separate elements, to signal the end of an
informational segment, or—as the name indicates—to

ornament. Since these dashes have an old-fashioned look,

they combine best with traditional roman or black letter

typefaces.

8 Point 992

5 Point 945

5 Point 969

S'/i Point 995

5 Point 9-41

10 Point 9SS

10 Point 990

Ornamental dashes.
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Sans Serif

CASLON JUNR
Caslon's sans serif letters of 1816.

Characters without serifs are called sans serif. Supposedly, the

first sans serif typeface was shown by Caslon in 1816 and
picked up in 1832 by Vincent Figgins and William Thorowgood.
In the United States, the term gothic was sometimes used as a

synonym for sans serif, but this is a misnomer. Serif type is

easier to read in text; sans serif is generally more easily

perceived in headlines than serif.

In the 1920s, Paul Renner created the typeface Futura, based
upon geometric elements and influenced by the Bauhaus, a

German school of design.

abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ&
1234567890(.,:;!?'7$-%)

Future

nn
Sans serif letter Serif letter

Grotesque is the generic term used for sans serif faces in

Germany today. The first time the word appeared was in 1832,

when William Thorowgood, in a supplement to his type-

specimen book, showed an unserifed design that he named
Grotesque.

William Caslon (the Fourth) had designed a sans serif in 1816,

and when, decades later, Stephenson Blake bought it out (then

Blake, Garnett & Co.), they renamed it Grotesque, also.

At the turn of the century, the Germans—eager to find

faces more legible than Fraktur—quickly popularized the

Groteskschriften. D. Stemple AG (Frankfurt) was one of the

foundries that, by the early 1900s, had Groteskschriften in a

large number of weights and sizes.

In the period between the two world wars, England and

Germany apparently did not go out of their way to share with

each other the "secrets" of their new typeface design

developments. The British Monotype Corporation, founded at

the beginning of the twentieth century, had cut, as its fourth

typeface, an alphabet of unserifed capitals. In 1926, the

corporation cut the 215 and 216 series, which were their first

sans serif typefaces.
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More/Sans Serif

Tschichold's innovative book.

Meanwhile, the Germans were philosophizing on letters

without serifs, the principal catalyst being the Bauhaus, a

training school for architects and designers that was founded

in 1919 by the architect Walter Gropius. The basic principle in

all Bauhaus work was functionalism: simple, clinical forms

without decorations. To the typographer, this meant a letter

form uncluttered by serifs or variations in stroke width.

This school and its philosophy had a profound influence on
the United States and Switzerland, particularly in the 1930s,

when Nazi destruction of the Bauhaus drove many members
of the school to find refuge in these two countries. The Swiss

Graphiker's (graphic designer's) fine use of grotesque faces,

and the excellence of Swiss presswork were fundamental to

the success of these faces.

They became even more popular after the publication in 1928

of Jan Tschichold's innovative book Die Neue Typographic
(The New Typography), which was itself set in a light

grotesque. In fact, grotesques were used so extensively by the

Swiss (Max Bill was one of the major trendsetters) that the

New Typography was ultimately known as Swiss typography.

In the 1950s, the most popular grotesques were the Monotype
215 and 216 series, which symbolized fine Swiss typography.

Designers, using 215 and 216 mainly as text faces, combined
them with display sizes of Neue Haas Grotesque, later

developing them into Helvetica.

The popular Helvetica design.

abcdefghijklmnopqrstu
vwxyzABCDEFGHIJK
LMNOPQRSTUVWXYZ
12345678901.,:;?!
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More/ Sans Serif

In the United States, these faces were called gothic, grotesque,

and grogothic for many years. At present, none of the terms is

in common use, but they may be seen in such typeface names
as News Gothic, Trade Gothic, etc.

Most sans serifs have a "neutral" or "cold" feeling; some sans

serifs, however, have touches of serifs in some of their

letters—such as a, g, t—to give them more character. The more
popular sans serifs today have a calligraphic feel to them.

abcdefgh ijkimnopqrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890 {&.,:;!?'" "-*$<(%£/)
Trade Gothic

abcdefghijklmnopqrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ
1234567890(&., :;!?'""— .*$<r%/£)

Syntax

abcdefghijklmnopqrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ
1234567890 .,;:"&!?$

Franklin Gothic
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Script

Typefaces designed with connecting characters in imitation of

fine handwriting. There are various levels of script, ranging

from informal (Brush) to Spencerian styles. All are calligraphic

in nature. In script typefaces, letters are connected; in cursive,

letters are not connected.

Never use in all caps; and use sparingly, in any case.

.diW€

W0C'&^^ VaicdefyAp

Commercial Script
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Serif

Letter chiseling In ancient Rome*

ft . .?

Serif is an all-inclusive term for characters that have a line

crossing the free end of a stroke. It is said that Romans
invented the serif as a solution to the technical problem of

getting a chisel to cut a neat, clean end to a character.

Later, it became an emulation of handwriting, w^ith flat

"pens" producing thick and thin curves, based on the angle

of the pen.

Certainly, serif characters help reading by providing a

horizontal guideline for the eye to "tie" the letters of a word
together. It is generally better to use serif faces when
typesetting long stretches of copy, such as books with few
illustrations, since serif faces cause less fatigue of the eyes.

According to one study, there is reader preference for and
better legibility of serif faces.

Early typefaces were imitations of the handwriting of scribes,

or copyists, who ended characters with graceful arcs and
curves.

Half-serifs on horizontal arms are sometimes called beaks, and
serifs at the end of arcs are called barbs.

IVIV
Carefully constructed serif letters by Albrecht Duerer (1525).

Examples of serifs.

134
•Taken from Graphic Communications Through the Ages.

Originally © 1971 Kimberly-Clark Corp. Used by permission

of Rochester Institute of Technology



More/ Serif

The most common types of serifs are:

ABCDEFGabcdefe
Thin (f\r hairlino\ corifc ^Thin (or hairline) serifs

ABCDEFGccbcdefg
Square (or slab) seriTs

ABCDEFGabcdefg
Round serifs

ABCDEFGabcdefg
Cupped serifs ^^-^^

ASCDSFGabcdefg
Novelty designs.
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Set Width

3 Units 4 Units 5 Units 6 Units 7 Units 8 Units 9 Units

1 a b P B W V tn

J C d S C A X M

1 e h • E D Y W

g k t F G &

V n $ L H %

z + T K (?

J P = Z N -

9 q 1 %

1 u Q vi

X R %

y U
All

numtotfrf

A 9-unit system of width allocation.

A concept applied to character width that is no longer

universally applicable. You know that all characters of a

typeface can be output in a particular point size. The width of

the characters increases as the size does; and the widths are

programmed to relate to the size. Thus, a 9-point font has

widths that are 9-set (width); 18-point is 18-set. Some faces are

designed to be somewhat narrower, e.g., you might have
9-point on 8.5-set.

Some typesetters allow you to change the set size by machine
command. Actually, what changes is the space on either side

of the character (its total width), but the actual width of the

character itself does not change. Thus, 9-point, 8-set actually

tightens the character spacing.

More appropriately, negative letterspacing commands, in

either actual or relative unit values, are used to tighten up
spacing (reduce white space).

-lem

c
o
Q.

6
V

•
nanrow

60 set - 55 set

A unit is not a constant; it gets bigger

or smaller as the point size changes.

-— 18 units—
to the em

Only the side space changes.

The concept of set is different as practiced by digitized

typesetters. Here, because characters are made up of dots, one
can actually condense the width of a character electronically.

A 9-point character can be output at various levels of

condensation (or expansion). But here again, the use of the

word set is not accurate. The characters are being condensed
(or expanded) in programmable increments (12% units or 1%
units, for example).
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Shaded

A typeface designed with a third dimension: a drop shadow or

a drop outline. It lends itself to two-color display applications,

since open areas inside letters may be printed in color.

Sans Serif Shaded (in cap only)

(^i(^xi>-

Belwe Bold Shaded
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Small Caps

Capital letters designed to match the x-height of a particular

typeface and size:

ABCDEFGHIJKLMNOPQRSTUVWXYZ
ABCDEFGHIJKLMNOPQRSTUVWXYZ
abcdefghijklmnopqrstuvwxyz $1234567890

Since many fonts today do not have small caps, they are

created by reducing the point size by two sizes (or 80%),
setting capital letters, and then returning to the original size.

Of course, these are not true small caps; they may be lighter

than the caps and look out of place. True-cut small caps are the

same height as the x-height and are usually equal to the

normal cap width: they are slightly expanded because they

were on the same hot-metal matrix as the cap character and
had to have the same width as the wider character. Digitized

typesetting devices have the advantages of being able to

reduce size in smaller increments and to electronically expand
characters horizontally to form small caps.

CAPS and SMALL CAPS
Words in text that are specified as all caps could look better (in

terms of typographic color of the page) in small caps. This is

also true of lining figures: they look best slightly smaller. Old
Style figures look best with small caps.

MANY TLMES IT IS DESIRED TO SET MATTER
In Measures So Narrow That It Is Impossible To
Avoid Either Wide Spacing Between The Words Or Spac-

ing between letters, and often both. Again the ability of

Also, the use of full-cap initial letters with small caps is not

advised. All small caps is better. Small caps should be used for

abbreviations of awards, decorations, honors, titles, etc.,

following a person's name.
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Special Effects

Type may be reproduced in a variety of artistic forms:

This copy is for study purposes

only; examine how well It reads

under various conditions.

Screened: Tmts or tones may be screened over the type or the

type may drop out of the screened area. Display type may
have certain parts of the characters screened.

This copy is for study purposes

only; examine how well it reads

under various conditions.

Reverse: Type may be dropped out of a black or colored

background. Light or condensed typefaces are not advised for

this purpose.

,^0-WVEnER,A,5
Curves: Type may be cut (manually or electronically) and
curved around an arc for display purposes.

PHOTO-LETTERING IN&
Perspective: Type may be re-created in three-dimensional

form.
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More/Special Effects

Bleeding type: Type characters or words may be repeated as a

design element and then printed as a page background by
bleeding type areas off the page.

Type in color: Certain type lines may be printed in color for

emphasis or for artistic reasons. Usually it is not good practice

to put text blocks in lighter colors.

rrsd-'fcr;

Word or character pictures: The use of light, bold, condensed,
and expanded characters can visually combine to create an
image (for example, a face of a person). Usually done when
there's not much work in the department.

^jriscr- rr—ir.-^

Special effects should be done where appropriate and in

moderation.

Jack Sprat could ^BR no

fat his
^jJ2i^ could eat no

lean, and so it was te^iiaati

them both tuGy licked the

platter clean

Just because it's possible, does not mean you should do it.
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The gradation in curved strokes from thick to thin. The
original lettering of scribes had strong diagonal stress caused
by the pen. Today's refined designs usually have a vertical

stress. Sans serif type generally has no stress at all.

N

Diagonal stress Vertical stress No stress
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Superior/Inferior

Superior figures in food ad.

^od^o-^"*'"

Superior and inferior characters are usually set in a smaller

point size than the typeface in use and positioned above or

below the baseline. They are also called superscripts and
subscripts. They are used for:

chemical equations

mathematics
footnote references

They are most often numerals, but alphabetic characters are

sometimes used, as well.

Superiors and inferiors can be "manufactured" by changing to

a smaller size and advancing or reversing line spacing (if this

capability is available) for positioning.

Superior figures are also used for product prices in food ads.

Correct superior position XT AAA

Aligned at top of cap JJBBB

Centered on cap height Hccc

Base aligned Hddd
Correct inferior position Heee
Below baseline HpFF

'Gollin, James, Worldly Goods, Random
House, NYC, 1971, p. 82.

'Cited in Bonaparte, Tony and Flaherty,

John, Drucker, New York University Press,

NYC, 1970, p. 98.

Superior figures in footnotes.
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Symmetry/Asymmetry

A predictable pattern or arrangement. Symmetry implies order

and balance, but it is also dull to some people.

O^lfr ilotttoii (Olobr |iln(inHiir

On August 14, 1981,my
im|iicit ti-ust in the vworid

ended. On that day twD

ofmyfiiendswere

murdened,and I escaped

deathbyafhika

Examples of symmetrical magazine layouts

(left and right).

ATGET
Virtually unhumm uiieti he diedm 7927 France's Ejigem Atget

wHl he the subject cftht Lirgest shou- the Museum cfModem Art has

ever dei'Ottd to a singlephotographer

»rl«h»«a—ill

fi H mem jBM 30 jtan «mx r »* rtni twcfCMcd

tkM sa laMBf old Ficacka«a uacd Lwjcac

Aifci wn omt of ibc gicMai pkoiofrapkcn *bo

ifec; AR aow. but tkH dais did ao

— Of Madopwicd AAcr aQ. the luaoncaJ fwecim-

caoe of ctfUa plMiofripfacn au a B«nc( tbow
vfacfe poMMM kiad bem hdd aod fonJkd for ^en

eraooak

•m AifH'i Pipponcn did Ml back down Dunag
• aroET ikM bcgaa la ike Uu ISKTi aad coauaaed

an) tW da; oT b» death, u Hk B9C of TO la 1*27 iw had ibywa a

fcanH^ they argued He eoald do the b«g ae> aad the aaall

ra sad ifce opco oooai/yude ai aU tcwoBi He *as ai gped ladoan
OMidoon- He cnUd do (raad old hoaaes Aad cvea fraadei oU |»f-

ift. b« he orald aln do the oae-tanuly (a/«houac thai had aealhcr

Maor water

le ceald do arckMeditfc of every kiad aad due He couU do aa-

Bi memmmtaax m thew every detail He coitld do tadividuaJ mca
lihrahaaad Boa era. Heco«ld doihop wtadowi aad Mock pamei

icMaonMi aad ban. He could do doac tattles ihai

I aad waMad far the foaaiaa le be tanaad oa. He

ihetKi

10 AifcL' the taid la 1939. ~aa ttym^ was 10 Laad-

Aaad Adaaa «ai caie|nncal. 100. m hit pr*Me

Already la 19)1. »hca he »a> oaty 29. be vai lay-

isf ihai ~ihe charm of Aiget bea aoi a the aalrn
of the platea aad papen of ha tuae. aor m the

i (BBH ai the ««ddnf pgiftimri HeooaM bethel

aa vho ooaaes dowi the choMey aio the caipty badrooa. He coald

do m)M*mi, the vay OKfccai aad taluc ooald do aayihaf m then

aovck. aad he aew obtnaded teMdf
Aaea| the dac9«cfcn of AifH la (he l93Crt«cfc thrae ki^hly fiftad

jKMBBf Aaencaa phwairapbm. Maa Ray. BcicaMe AbboB aad Aaad
Miwi After aa<Mg wmt of Algna •eeh hl«i ftay-i aadaorMm
Abbon Boafbi hn a« ailhc ead of bM Ue. befrmded huB aad took

ta«e of the fe« kaowa phoMfrapht of hMi (oae of the« a rcprodaoed

oa ihM page) After he ted. ike iyail to bay the wieaM of ha
«adn. *hKh aiifei oihawMe have baea dH^erwd. loM or;«H aMiilj

throwa B*ay She aevcr had aay do«bi thai Aifei'i »ai • pcM e»-

aa revealed ba ptaiirct. bw la htf aqwubk aad

•atiaau poiai of view The Aiget pnaaa aft d»-

red aad eaoboaally deaa reeocdi of a rare aad

ubilc percaptooa. aad lepreaeai perhape the earfacai

eaprraarta of trae phoiofriphaE art
~

Thia poMM of VIC* has gatfed aa ever-«ider au-

rcacy over the yean, bai ao aagle eihibaioa has pvca aa a ooapleu

overoew of Aiyefi achwveaMM Aigci h« hfn«i Bade aa aaioM
aasber of phoiofrapha Thoaaaads of ihea »crc boafhi by the •«-

«• aad bbranea of Pana far thev docaaeaiary mm (Mo« of

ihae we filed aader thev svbyaa awtier. wHh ao refcreace u Atfet

)

Mm Abhoulevad the hafe oDlkcuaa of M«c 3.000 pnais aad 1.000

•avad frov peaaMr doinKOaa, baiio pal the«

Ac »•• a «ovtaa( phoiaypher — aad a very good oae adaad —
Mb her cwB vMoa 10 parwe
h »aa 19M thai the Maaca^ of Modcra An * aUe w bay the

Abboa-Levy coOenaoa (to caOad becaaee the an dealer Jafaea Levy

had ai OK t^ aoqaoad a ihare m) A (tm taaple of the hoard

•cat ea vw m the aae^aw 1969 bai there vat ao vay 10 harry

the a>ort of dataa^ nnDafMf aad crDa»-f«fn>eaaa| At|et'i lanMiM
aad abifanoai aomty k ha> takea ioha Starkowaki. the itim 1

dtfaewr cf the dcpaitiM^ of phninyaphy. aad ha mMe^aei 12 yean
10 prepare the faar-pan reuaapocttvc that a^ p«c aa. far the fir«

tiMC aoMethMf aka 10 The CoOocud AlfH.

Pan oae of the aenea opcaa at the M—— of hlodcra AH oa Oa 3

Eaukd "Old Fraacc" a m devoted to the photo(i^te Ai^ look «
the coaairyde (aMMty aoi tai fro* Pane) aad isall lovat hke

.
fCmmtmdcm P^tw »;

Alba laaefl a aa an cnc« for TW Nr« Vorft Tiaes.

Oiilv

Lscjuire

1
ill ;

BBRe?Btff ^ .

-=r :=.Jm£
S=^^=- =^.--: ffr-.^

TUe SUgaziue Eieut a( die^eai

Example of a symmetrical advertisement.
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More/Symmetry/Asymmetry
I*

I
Asymmetry is the opposite: with no predictable pattern, it is

more dynamic.

Examples of asymmetrical magazine layouts

(left and right).

THF

COWBOV
^ . »»0q«| wimgw pKer i neMr fwvj- Sara m 5< l.»u* I>Mrd

ftt0 'pWT « w« K Jbow ^vtnf *<^MtK off Md e« tar at
..ttyr . k6 «/ ihc » c« if Mr ' tu mom r.««v twt Hr

ptynj dmig^ hvtf n^)« — rgAirvn. acu. puun leqiMiwad

*«|t< MHTW) r«c>. ikt-towwi hnf pnoe*, and <«»- v«t> tem and ite r^vdw
Mn^»n.«ida>(Uu — ta>«)w<niD«awnt><« erf ft>r> Wa txAxc dwr
* Aa«rcq» «»otT» or oir o^itw viAo o/ popobr «c* '" 'ran erf (W amm
wiin ip R^Sg '^mwpim p>rwwT»»

, » Tii^ ftt " -ir r ni r|ii 1*7 ir -fitm miiib ! in ii fid i i Mv^ilKV^Mpvt ^f«ya«r
hmcr » aril wK vvrrxo^ M ban <V coated pnMovw a/ dw odwvcr 4^ fwh U<: TW poMt TV »r^ eDDnrrtrf n ttev pmw* pa k««Mrf
w i n^f iwdfHvik Pcrtift «t'it ha) fwiM^h «/ '

r-'n^ ti- ii
i

"ii i i i 1 1 |iiilii \\ im.jji.ii irfrtii f im' - '-
'in i i |-^i j- ti

t*n tray'dMr-es-dK-bnd ti>nni« i hard, a'l w ttiari^ rtwr « * pcobv ondcMs^ a the fiftro m^k cr^c t«o. aid «bi ^^ry •« rf ^^^
- wtMfi a- aari dm Mr^tidki^ £«*( tor i fc« wb)f ik- frac Md wsob <kcM» «IC^fti»v> >^

M MTttanf b« 1 hMoncD lak dMc pteMfrspte erf *arfcin( eooton nfhi Hspen. (or aaiMc. r«« *>« •« Wadv^'askn
F> iHMChi<rfihcvtsfarArUi9Dtf1.Mta^C«l]r

fmbn Twai »c '<eW » be tt^-rr^dm. r iMrrw tw*T «iwt>i o«( <rf WW. « » not tao^ d* ««« dwwf dM («U aowlH dM Im* dc»fl (# iii'ii
<W Mmv^fomMr «omMi <ta n « KiD pomWc Wbcan°n on (be f«n erf d. f*<°(^>rWr or b. „mb » Snm^ - » frxaa^ mx —

^

fvr BW mfr-^wfc i» A^dw *««) chr dxrvrM- irt««ca. ti • m rtar due p<Eiph ha»« chcKv le tt-Tu«Wi> b>«itWk»dafU(tta ^*aW
fncva^ov Ui; w«ri kMf hoMrt fe Inic pw» . »<d hn oa wvk tW nm ifa4>M^ aoc^i. whcrr (St aetftlr how. i >ii»iii to. cm omm M.«^*a»
w>«r«M*«o.vlranrfKuo>»f*<««nmu.eMtrW Nv " do«v. riir rnvdi «c a»*it»Y b« >«»> .vntml tdMcxn^ far >«v dbUrav B> tf km'k
nn i^m Irw^ok -twbm cwwfewaWi *«l> vv- vid «ac on fcsd «4w Oim^ ob -rf dv pMyco*«i Vrvkwi. *«• cm • W cc*awvMd
rnJUvcM'te-i — w<h kr(mbr^ on**— »d«« pndr dw «m -^ »«rkmf ItwKfank ' TV $p«i. ^nr -hi l^w^i » >ii1mt> ^i^ructw i\*

ilM* omcT^-wf <« itNrmTi iVr X 'ft* &^ tn ^ wan) aMlrw tw n onpat » c<k «»o (rf * Dvwrf'* ««rt
i rtii i'm -|ii i iiii ^ ii

l^lTvrffww gid *WB«.-)r«nn|hor»ftodL i^w^ cte c/ a-ifan ar -fai^te twrKmB.' »rf "
| I'l i -|i li'ii if i i ^

' - .J— - »
i

.. (j^ ^^^ ^ ^oat • brwd Ban peaao ud** to* - "-^ 'wbmc^t

a4d^ Or pcto^ d«r (vrviJ <rf t*w tadwo bW ta*vbM>ak«Bdv«roTfaw

SAMPLE
SOME
OF THEWORLDS
BEST WRITING
OF 1983.:

Vimnl K.AVc< axviivtl ih.

l<ulH/>crfc*t)Mtnci><«h«l

rohtxcffrM-

Ml K.oivAfS.lnni-l'ii/i-

TheWill Streetjournal.
It workv

An asymmetrical advertisement.
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Tabular Composition

Figure spaces and thin spaces used

in combination can line up tabular material.

Tabular composition is essentially vertical alignment within

multiple columns.

A combination of en (figure) spaces and thin spaces is used to

line up tabular material. The figures and $ are the same width,

which is either the figure or en fixed space, depending on the

system. Punctuation (period, comma, semicolon, colon) is the

same width: the thin space. To achieve alignment with

columnar items that are not consistent . . .

Consistent 233

411

511

222

Not Consistent 101.05

75

10.4

.06

We must use fixed spaces to create the electronic version of

quadding.

In word processing and computer systems, the same lineup is

accomplished by automatic decimal alignment.

Make sure tabular elements are organized and/or connected.

Consumer Products 537,508 476,002

Electrical Products 142.759 156,051

Industrial Products 136,340 134,538

Elements "float" by not being connected.

Consumer Products 606,651 591,175

Electrical Products 740,393 118,957

Industrial Products 548,616 193,132

Elements connected together with rule lines.
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Text Type

Before the development of the typesetting machine,

all text type had to be set by hand. A small army of

typesetters work in a newspaper composing room
of the nineteenth century.

Copy set as paragraphs in sizes between 6-point and 12-point;

copy blocks. Over 80% of the type that is set and read is text,

and thus should follow certain rules for legibility based on
point size, leading, typeface, format, intercharacter spacing,

and line length. The issues to be addressed are:

Point size: What size is most appropriate for the task?

Newspapers use 8- or 9-point; books use 10- to 12-point; ads

use 9- to 11-point.

Typeface: Which face is most appropriate, based on the

amount and type of copy?

Leading: How much line spacing is needed, based on the face

and size in use? Large x-height faces need more leading; small

x-height faces need less leading.

HELIOS
A letter is a symbol with definite shape
and significance, indicating a single so
und or combination of sounds and provi

ding a means, through grouping, for the

visible expression of words, that is, of

thoughts. An individual letter, standing
alone, like a solitary note in music, has

MALLARD
The history of writing is, in a v^^ay, the his

tory of the human race, since in it are bou
nd, severally and together, the developm
ent of thought, of expression, of art, of int

ercommunication, and of mechanical inv

ention. It has been said that the invention

of writing is more important than all the

GARAMONDN0.49
The history of writing is, in a way, the history

of the human race, since in it are bound, sever

ally and together, development of thought, of

expression, of art, of intercommunication and
of mechanical invention. It has been said that

the invention of writing is of more importance

than all the victories ever won or constitutions

SOUVENIR LIGHT
The history of writing is, in a way, the history

of the human race, since in it are bound, seve

rally and together, the development of thou

ght, of expression, of art, of communication,
and of mechanical invention. It has been said

that the invention of writing is more importa

nt than all the victories ever won or constituti

BASKERVILLE18
The history of w'riting is in a way the history

of the human race, since in it are bound up,

severally and together, development of tho

ught, of expression, of art, of intercommuni

cation, and of mechanical invention. It has

been said that the invention of writing is of

more importance than all the victories ever

NEWS N0.4
A letter is a symbol with a definite sha
pe and significance indicating a single

sound or combination of sounds, provi

ding a means, through grouping, for a

visible expression of words, that is, of

thoughts. A single letter, standing alo

ne like a solitary note in music, has no

UNIVERS55
The history of writing is, in a way, the hist

ory of the human race, since in it are bound
up, severally and together, the development
of thought, of expression, of art, of interco

mmunication, and of mechanical invention.

Indeed, it has been said that the invention of

writing is more important than all the victori

ORACLE
The history of writing is, in a way, the hist

ory of the human race, since in it are bou
nd, severally and together, the developm
ent of thought, of expression, of art, of int

ercommunication, and of mechanical inv

ention. Indeed, it has been said that the in

vention of writing is more important than

FUTURABOOK
A letter is o symbol with definite shape and
significance indicating one sound or combi

nation of sounds, providing a means, throu

gh grouping, for a visible expression of wor

ds, that is, of thoughts. An individual letter,

standing by itself, like a solitary note in mus
ic, has no meaning, both acquiring a signifi
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More/ Text Type

Line length: Is the relationship between line length and point

size being observed? Would two narrow columns be better

than one wide one?

Format: Would justified or ragged text be appropriate? Ragged
lines have consistent word spaces and are more legible, but in

wider text blocks, justified lines would work as well.

Intercharacter spacing: What level of negative letterspacing

would work best with the face and size in use? The design of

the typeface has a significant effect on the use of tight spacing.

NEWSN0.9
The history of writing is the history of

the human race, since in it are bound,
severally and together, the developm
ent of thought, of expression, of art, of

intercommunication and of mechanic
al invention. It has been said that the
invention of writing is more important

NEWSGOTHICN0.49
A letter is a symbol with definite shape and
significance, indicating one sound or combi
nation of soundsandprovidinga means, thr

ough grouping, for the visible expression of

words, that is, of thoughts. An individual let

ter, standing by itself, like a solitary note in

music, has no meaning, both acquiring signi

BASKERVILLE
The history of writing is, in a way, the history

of the human race, since in it are bound, seve

rally and together, the development of thou

ght, of expression, of art, of intercommunica
tion, and of mechanical invention. Indeed, it

has been said that the invention of writing is

more important than all of the victories ever

PALADIUM
The history of writing is, in a way, the hist

cry of the human race, since in it are bound
up, severally and together, the development
of thought, of expression, of art, of interco

mmunication, and of mechanical invention

Indeed, it has been said that the invention of

writing is more important than all the victor

ENGLISH TIMES
The history of writing is in a way the history

of the human race, since in it are bound, sev

erally and together, the development of tho

ught, of expression, of art, of intercommun
ication, and of mechanical invention. It has

been said that the invention of writing is of

more importance than all the victories ever

CENTURY TEXTBOOK
The history of writing is, in a way, the hist

ory of the human race, since in it are bou
nd, severally and together, the developm
ent of thought, of expression, of art, of int

ercommunication and of mechanical inve

ntion. Indeed, it has been said that the in

vention of writing is more important than

AVANT GARDE GOTHIC MEDIUM CONDENSED
The history of writing is, in a way, the history of

the human race, since in it are bound up, severe

lly and together, the development of thought, of

expression, of art, of intercommunication, and

of mechanical invention. Indeed, it has been sa

id that the invention of writing is more important

than all the victories ever won or constitutions

SERIF GOTHIC [REGULAR

The histor/ of writing is, in o way, the hist

ory of the humon race, since in it ore bou
nd, severally and together, the developm
ent of thought, of expression, of ort, of inte

rcommunication, ond of mechonicol inven

tion. Indeed, it hos been said that the inve

ntion of writing is more important than oil

NEWS ITALIC N0.9
The alphabet is a system and series of
symbols representing collectively the
elements of written language. Letters
are the individual signs that compose
the alphabet, each signifying primari
ly but one thing— its name. Each has a
secondaryfunction, the part it plays in
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More/ Text Type

Paragraphs are defined by indents at the start of each unit,

additional line spacing between paragraphs, a combination of

indent and spacing, or initial capital letters. Extracts, quotes,

and call-outs are copy blocks indented on one or both sides

with or without additional line spacing to set the block apart

from the rest of the text.

White space, or nontype areas, is important for producing a

balanced, legible page. The use of margins, gutters, space

around heads and illustrations, and leading are areas where
white space may be applied.

CHELTENHAM LIGHT CONDENSED
The history of writing is, in a way, the history of

the human race, since in it are bound up, several

ly and together, the development of thought, exp

ression, art, intercommunication and of mechani

cal invention. Indeed, it has been said that the in

vention of writing is more important than all the

victories ever won or the constitutions devised by

GARAMOND ITALIC 18

The alphabet is a system andseries ofsymb
ols representing collectively the elements of
written language. Letters are the individual

signs that compose the alphabet, each signi

fying primarily but one thing, what letter it

IS— its name. Each has, moreover, a second
aryfunction, the part itplays in a word— its

NEWSN0.6
The history of writing is the history of

the human race, since in it are bound,
severally and together, the developm
ent of thought, of expression, of art, of

intercommunication and of mechanic
al invention. It has been said that the

invention of writing is more important

STYMIE MEDIUM
A letter is a symbol with definite shape and
significance, indicating a sound or combin
ation of sounds and providing a means, tlir

ough grouping, for the visible expression

of words, that is, of thoughts. An individual

letter, standing by itself, like a solitary note

in music, has no meaning, both acquiring

BEM 18

The history of writing is, in a way, the history

of the human race, for in it are bound up, seve

rally and together, the development of thou

ght, of expression, of art, of intercommunicat

ion, and of mechanical invention. Indeed, it

has been said that the invention of writing is

more important than all of the victories ever

UNIVERS47

The history of writing is, in a way, the history of the human

race, since in it are bound up, severally and together, the

development of thought, of expression, of art, of intercom

munication.andof mechanical invention. Indeed, It has be

en said that the invention of writing is more important th

an all of the victories ever won or constitutions devised by

man. The alphabet is a system and series of symbols repr

HOLLAND SEMINAR
The history ol writing is, in a way, the history ot the

human race, since in it are bound up, severally and to

gether, development of thought, of expression, ol art,

ot intercommunication, and of mechanical invention.

Indeed, it has been said that the invention of writing

is more important than all the victories ever won or

constitutions devised by man. The alphabet is a syst

CENTURYLIGHTITALIC
The alphabet is a system and series ofsym
bols representing collectively elements of
written language. Letters are the individu

al signs that compose the alphabet, each si

gnifying primarily but one thing, what let

ter it is — its name. Each has, moreover, a

secondary function — its sound; but as this

CALIFORNIA
The history of writing i.s the history of the

human race, since in it are bound up, sever

ally and together, the development of tho

ught, of expression, of art, of intercommun
ication, and of mechanical invention. Ind

eed, it has been said that the invention of

writing is more important than all the victo
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Trap

CBS News 36

A compensating indentation cut into the intersection of strokes

on a letter, particularly in early photographic typesetting and
especially with bold faces. The problem of bleed arises

frequently, due to changes in focus, light-exposure intensity,

and even bleed of ink in printing. If any of these factors is off,

the intersection of strokes on the character will look rounded
(not sharp) in the finished piece. The concept is also used in

special type designs for TV, as in "CBS News 36" by Bass.

To compensate for this, traps are cut in these problem
areas (see illustration below, left). When finally printed,

photographic and ink bleed bring the intersection out

optically to where it belongs.

Often, a character must be redesigned several times before the

ideal trap for that character is found.

One problem with traps is that they often show up when
typesetting in large point sizes with photographic

(nondigitized) methods.

Art for text sizes, 4 to 14 point. Art for display sizes, 15 point and up.
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Type Family

A group of typefaces created by common design

characteristics. Each member may vary by weight and
width and may have related italic versions.

uuuuu
uuuuu
UUI#

A schema of the Univers family
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More/Type Family

Garamond Light

Garamond Book
Garamond Bold
Garamond Ultra
GaramondLight Italic

GaramondBook Italic

GaramondBold Italic

Garani€Mtd Ultra Italic
Garamond Light Condensed

Garamond Book Condensed

Garamond Bold Condensed

Garamond Ultra Condensed
Garamond Light Condensed Italic

GaramondBook Condensed Italic

GaramondBold Condensed Italic

Garamond Ultra Condensed Italic

The range of ITC Garamond.
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Type Series

ABCDE abcdef

ABCDEabcdef

ABCDE abcdef

ABCDEabcdef

ABCDEabcdef

ABCDEabcdef

ABCDEabcdef

ABCDEabcdef

ABCDE abcdef

A series is the range of sizes of a particular font in a particular

typeface. In metal typesetting, it meant the series of a given

typeface available from the foundry, sometimes a rather

limited supply. Today, practically all desired series can be

generated from a master font.

Type family: Helvetica

Typeface: Helvetica Light Condensed (weight and width)

Type size: 10-point Helvetica Light Condensed

Type font: 10-point Helvetica Light Condensed, with a job

layout of 96 characters

Type series: 6- to 18-point Helvetica Light Condensed, with a

job layout of 96 characters

There are several variations in the output of type:

Master: The master image may be modified for the technical

considerations of the device.

Outputting: The output device, in the process of outputting,

may create variation because of poorly set optics or electrical

malfunctions.

Processing: The development of the image by photographic

means or the use of newer technologies can affect the resultant

image.

Operator Control: Deliberate changes in density, weight,

width, size, or position by the operator.

It is no wonder that type cannot be matched precisely.

ABCDEabcdef

ABCDEabcdef

ABCDEabcdef
A series of a metal typeface.
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Type Size

1 point = .01383'

1 inch = .996" or 72 point

1 pica = 12 point or .166"

The basic unit of measurement in typography is the point.

All other dimensions and terms used in printing derive from

this one measurement. The point is used to describe the

differences in size between typefaces, line spacing, and other

elements of composition, but it also leads to great confusion.

1 2 3 4 5 6

6 picas = 1 inch

12

lillili

12 points = 1 pica 1 inch = 72 points

In North America and Great Britain, the point is approximately

Vii of an inch (.351mm); it is called the pica point. In Europe,

the point is a little bigger (.376mm); it is called the Didot
point.

In both systems, points have alv^ays been used to describe the

length of one metal chunk of type. A 72-point H, in metal

type, is a character cast onto the top of a metal block; the block

carries the letter through all the printing operations, and the

block's top surface is itself exactly 72 points (one inch) in

height. The actual impression, or image height, of the H,
when printed on paper, will be smaller than the overall size of

the metal. Traditionally, the point size refers to a specific

dimension of the metal, not to the image height. This

discrepancy is necessary because of the ascenders and
descenders. If the type is to line up squarely and securely, each
character must be cast onto oversize metal blocks that are large

enough to allow for these extremes of projection above and
below the baseline. Thus, all the metal blocks end up being

equal in height. This height is what determines the point size

of the typeface.

Overall view of type Face view of type
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More/Type Size

Double Pica Romaia

SPHERES according to

the Copemican and Ptoloma-

ickSynemc. ThcCopcrnican
Spheres arc of two fores, Gene-

ral and Particular. Made by Jo-

fcph Moxon, Hydr. A BD F
Gaabdech£lMprstuy*

Great Primmer.

A Large Mapp of the World: con-

taining one and rwenty Royal Sheets

of Plate Print, and ten Sheets ofLet-

ter Print, for the Deferiotions. The
Length ofthe Mapp (when made up)

contains ten Foot, and the Depth fc-

ven Fool Newly Correded by Jo-
feph Moxon, HycLr,

From a seventeenth-century type specimen book;

sizes are given by names, not in points

(reduced).

At one time, each individual size had a name, not a number
(e.g.. Diamond, Brevier, Pica, Great Primer, etc.), but it could

not be related quantitatively to faces just above and below it in

size. Finally, in the late 1800s, the industry adopted the point

system, which had been developed a century earlier in France

by Pierre Fournier.

Point size is only an expression of the distance from ascender

to descender (plus a little bit of space above and below for the

metal shoulder) and, as such, cannot describe the proportional

relationship of a typeface's x-height to its ascenders and
descenders.

If one chooses two dissimilar 60-point faces (e.g., Helvetica

and Garamond), they will appear on the page very differently.

Since it is the x-height of the typeface that most directly

influences its appearance on the page, a 60-point face with

short ascenders and descenders will have a much greater

visual impact. Both of the faces below are 60-point, yet notice

how much larger the Helvetica seems by virtue of its x-height.

Helvetica (left) and Garamond (right) in the same size.

When one is discussing very small type, it is preferable to deal

in round numbers, rather than fractions of inches or

millimeters. In the United States, we used only pica points

until 1960 or so, with the exception of such faces as Bauer

Bodoni and the original Helveticas (which had been around

—

in Didot points—for considerably longer). Then typefaces from

Europe began to be imported for use in Linotype and
Monotype systems, and these faces were cut in Didot points.

A font of 24-point letters may have been adapted from hot type

24 pica points high, hot type 24 Didot points high, or from

photolettering that had some tenuous point designation.

It may even have been designed originally for phototype, in

which case the capital letters might be 24 points high (pica or

Didot).
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More/Type Size

Atad
Times Roman

Atad
Garamond

Atad
Souvenir

Atad
Helvetica

Each of these samples is 72 point-

but notice that there are visual differences.

The traditional point measurements associated with hot type

are a hindrance in the world of phototype. Much of the type

composed these days does not use metal slugs, but appears

directly on a sheet of paper or film. We could change to a

system using actual letter-image heights with very little

difficulty. This would be much more logical: the height of a

capital H can simply be expressed in points or, perhaps,

millimeters. What you see is what you get.

Originally, type size referred to the individual piece of metal

that held each character. The character-casters and linecasters

did not change this approach. For many years, type size was a

constant measurement, and only the x-height varied. Since

there were few sizes cast for faces at that time, it was not a

difficult task to learn to identify sizes on sight. The advent of

photographic typesetting changed all that.

Photolettering referred to headline and display work.

The master size on the photomatrix was usually one inch

(72 points), and all enlargements and reductions modified this

basic size. Thus, the concept of standard type sizes was lost,

since one could specify any size necessary to fit a layout, and
the past increments of 6, 7, 8, etc. were meaningless.

Phototypesetting—or better, phototextsetting—had three

approaches applied for type-sizing:

1. Each photomatrix had a different master size, and characters

were photographed 1:1.

2. The photomatrix had one master size (8-point, for example),

and lenses enlarged or reduced the character image.

3. There were ranges of master sizes so that a photomatrix

with the 8-point master would only be used for enlargement

up to 12-point, and another photomatrix would have a master

size of 12-point for enlargement up to 18-point, for example.

Some suppliers made their master sizes all the same size and
worked from constant-sized artwork. Thus, all typefaces

would be 7 inches and reduced to the 8-point master size. In

many cases, this effectively eliminated the x-height variability.

All sizes were then the same.
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More/ Type Size

.A&L

iiPH""!"

iSiiSXISSwSSlw

iiill
••:ffl!

;BiHir

nsr
:mil
«:»:{

A large digitalized letter.

In newer, digitized typesetting, the image is not a

photographic master. It is made up of thousands of dots,

overlapped to create lines (called rasters). Thus, the number of

type sizes is increasing as technology changes the typesetting

process:

1. Hot metal limited the number of type sizes because of the

sheer weight of carrying a face in too many sizes

2. Size-for-size photomatrices also limited the number of sizes

available, since the typesetting device could not hold too many
masters

3. The lens machines were at first limited by the number of

lenses that could fit in the turret, but zoom-lens machines can
give an extended range

4. Digitized typesetters create sizes electronically and can thus

give us an almost infinite size range

To summarize:

1. Hot metal: 15 to 20 sizes, from 6 to 72 points

2. Photo (size-for-size): 20 to 25 sizes, 6 to 72 points

3. Photo (lens-turret): 12 to 20 sizes, dVi to 72 points

4. Photo (zoom-lens): 50 to 140 sizes, SVi to 74 points

5. Digital: 200 to 700 sizes, 5 to 120 points
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Uncial

From the Latin word for crooked (uncus), an uncial was a

capital letter that rounded the straight lines. Uncials were
essentially biform characters making the transition from caps

to lowercase as scribes tried to write faster and faster.

Illustrated below is the evolution of the alphabetic characters.

2^aj^ii^^^
A^rAEHk
ABCDEHKM
pM3C(i6hkm
CLboclcltkm

abcdcfehikm

abrDtjTpJiiklini]^

abcDcfghihlm

Phoenician

Greek

Roman

Uncial

Half-Uncial

Caroline

Caroline Minuscule

Gothic

Black Letter

aBcddeffqhijklm
nopqRstuvwxyz
1234567890.,:;

""&

Libra

One of the few uncial faces remaining in use today is Libra

—

and it is used primarily to suggest tradition or evoke medieval
feelings.
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Unit System

*T-v<-i}

Monotype keyboard

It all started when Tolbert Lanston invented the Monotype.
He wanted to separate the functions of input and output, and
he needed a method that would let the operator know when
to end a line for justification. Arithmetic was the best idea:

he would add up character widths. To store the widths of

every character in every point size of every typeface would
have been prohibitive, so he created relative widths.

In any typeface, all characters are proportional to one another,

and from point size to point size, that proportionality remains
the same. Thus, if I describe the width of every character as a

multiple of some value, then those numerical relationships will

still be valid, no matter what the size is.

lO-point 10-point 10-point

em en thin

72-point em 72-pointen 72-point thin

o
Each relative unit of a

36-point em is 2 points wide.

Each relative unit of a

72-point em is 4 points wide.
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More/Unit System

An a in 9 points might be "/isths; the a in 72 points is also

¥i8ths. You differentiate the real width that these characters

occupy by multiplying the relative values by the point size:

9-point X 8-unita = 72

72-point X 8-unita = 576

Thus, one set of values serves for all sizes of a particular

typeface. Lanston's base was 18, which served

phototypesetting for many years. In order to speed up film-

font manufacture, suppliers moved to 36-, 54-, and 72-unit

systems.

A 54-unit system has smaller

increments— allowing finer spacing.

In an 18-unit system, all characters have widths that are in units of Visth wide.
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More/Unit System

Helvetica Italic Times Roman Times Italic

Samples of the unit width of letters

on an 18-unit system.

16 units

14 units

16 units

i^:::

t mttHtiittr-ri
10 units

ir -'--jm''— ill: ^-~#B~-1 mMn M
: =:* = ? wt---9--

M.
^... Jli.. jL . 4 4Bi 1 w

16 units

" ~

1^

™̂
^

::";:::1

13 units

'W --I E--Jt-^ft Hf M

m/L-_

1 7 units

WM1'- 8'-
. - _ _'

:: : ::::| ik

—

iE ^K
'--"

Jj'
'

» r

13 units

m—K

9uilits

PWMs jH^ M
:::: 1 \

1-^^--
-- J

_ _3

j_

IS units

15 units

11 units

9 units

:l::.i -T- :;

- --
^-

. ^ .^

[:
::::

T'r
1... 1 i

14 units 13 units 12 units
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Vertical Setting

Setting type with letters over and under one another.

Vertical stacking (which should not be done):

09

0^

E-i

The Erection of the hjlurv erf

type design wd be nfluenc«d

by the type ma and the photo-

rype manufaclK^ei Snoe it a
iJCvTMldy the coniumer that

»«U the <|uAiity ilandank n «iir

nduatry the type iMcn khtxid

rc^MC to accept vt^lhuii lea^

iha/i «rh*l « practical for normaj

uaagc Thry ahoiid aiko com-

mwucalc to the ma/iuiactura

ihov typographic n«ed* and

deuie* The rrwumum reapon-

ifaility ol • rnanufactu/cr to

provtde a large compeOdve type

kbrvy thai « conavleni with the

deaign ttarxWda ai the ndustr>

Sometimes used with regular horizontal type arrangement for

attention-getting. Use only one (short) line, not several.

Standard book edge. For book backbones, print in downward
position. When the book is flat on a table with its cover up
the type can be read easily:
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Refers to the lightness or darkness in print of a particular

typeface, based upon its design and thickness of line. We call

this a variation of weight.

The standard gradations of weight are extralight, light,

semilight, regular, medium, semibold, bold, extrabold, and
ultrabold (also called heavy or black). Extremely light

typefaces are often called hairline.

There is no standardization of these terms: Helvetica

Medium may be the same weight as a Univers Bold.

In phototypesetting, one must be very careful when
determining if a face is light or regular, medium or bold.



More/Weight

Due to such variables as the condition of processor chemicals,

length of time since processing the galley (fading), and the

density setting on the typesetting machine, differences in

weight may be artificially created.

When trying to identify the typeface on a previously printed

piece, you must consider thickness, or density, of the ink, the

amount of bleed, and the number of photographic steps that

the image went through.

A bold lead-in, where the first word of a paragraph is bold,

should have the same face and size as the text. If not, at least

base-align the copy.

Brightness contrast is the contrast between "blackness" of

letters and "whiteness" of papers. It is important in

maintaining typographic color.

In markup, bold is indicated by a wavy line. Most typefaces

have companion bold versions.

The many weights of Baker Sans.
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Word Space

KXI e f U PMC K

Early writing without word space.

Unlike a typewriter, which has word spaces of the same width,

the word space in typography is variable: it expands or

contracts based on the length of the line and the number of

characters and word spaces on the line. In early writing there

were no word spaces; all the letters were tied together.

It is important to know that the justification process can only

work with variable word spaces. Practitioners must realize that

a word space cannot be used as an indent or in other places

where a fixed (constant-width) space is required.

Typists who are accustomed to keying two word spaces at the

end of a sentence will find that this practice is not applicable

(and unnecessary) in automated typography.

Word spaces are usually within certain ranges—minimum,
optimum, maximum—which, in many cases, can be tailored

by users to their own taste. The minimum word space is the

value below which the space will not go, to eliminate the

possibility that a line would be set completely tight (with no
discernable word spaces). The maximum word space is the

widest value you would allow, which is usually the threshold

point where automatic letterspacing (if allowable) might be

employed. The optimum word space is the value that you
would like most often for good, even spacing (this is just about

the width of the lowercase i of the font and size).

em The space between words

en The space between words

thin The space between words

thin kern 2 The space between words

no space Thespacebetweenwords

164



More/Word Space

In ragged setting, or quadded lines, the optimum value is

usually used throughout. Too much word space creates rivers

(white space running vertically in text columns). For short line

widths, use unjustified (ragged right) to avoid drastically

uneven word space and/or rivers.

Less word space, or evenly kerned word spaces, often looks

better after commas, periods, apostrophes, or quotes.

Among them were: Mr. and
Mrs. Samuel Goldwyn, Mr. and
Mrs. Florenz Ziegfeld, Mr. and
Mrs. Louis B. Mayer, Mr. and
Mrs. Irving Thalberg, Mr. and
Mrs. Jack Mulhall, Dr. Harry

|

Martin, Luella O. Parsons, Mr.
and Mrs. Paul Zuckerman, Mr.
and Mrs. Hugh Murray, Mr and
Mrs. Ben Jackson, Mr. and Mrs.
Edgar Selwyn.

Among them were: Mr. and Mrs.
Samuel Goldwyn, Mr. and Mrs.
Florenz Ziegfeld, Mr. and Mrs. Louis
B. Mayer, Mr. and Mrs. Irving
Thalberg, Mr. and Mrs. Jack Mulhall,
Dr. Harry Martin, Luella O. Parsons,
Mr. and Mrs. Paul Zuckerman, Mr.
and Mrs. Hugh Murray, Mr. and
Mrs. Ben Jackson, Mr. and Mrs.
Edgar Selwyn.

Typographic rivers created by word spaces. After resetting, rivers have been eliminated.

Rules of thumb:

Condensed type—less word spacing

Small type—more word spacing

Expanded type—more word spacing

Large type—more word spacing

165



x-Height

hpx hpx hpx hpx
Same size, but different x-heights.

The height of the letter x, representing the most important

area of the Ictterform for 90% of lowercase characters:

abcdefghijklmnopqrstuvwxyz

x-height is a more realistic measurement of the size of a

typeface than point size.

Namque fluentisono prospectans litore Diae Thesea c

classe tuetur indomitos in corde gerens Ariadna furo

sese quae visit visere credit, utpote fallaci quae turn

desertam in sola miseram se cemat harena. immemor

An example of low x-height.

Namque fluentisono prospectans 1

classe tuetur indomitos in corde ge
sese quae visit visere credit, utpote
desertam in sola miseram se cerna

An example of tall x-height.
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Zero

A numeral representing nothing when used alone, and a

decimal position for tens, hundreds, thousands, etc., when
used in combination with other numerals. Because of their

proximity on the typewTiter keyboard, the zero is often

confused with the letter o.

Data processing people traditionally put a slash through the

zero to avoid such confusion. Of course, binary arithmetic is

only ones and zeros.

Letter
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Type Cross-Reference

This cross-reference links basic typeface designs with the

various names under which they are offered by different

manufacturers. The list is reproduced from Ligature, the

publication of the World Typeface Center. It cross-references

only those typefaces that have changed their names in making
the transition from supplier to supplier. The compiler of this

list—who is also the author of The TypEncyclopedia—has

been subjective in the names selected and the amount of cross-

referencing that appears. The subjectivity of type design and
naming inevitably causes a high degree of inconsistency. Any
lack of uniformity in this list should not detract from its

usefulness in identifying or locating typeface names. Any
additional information that may update this list would be

appreciated.

Identification Codes: AFT = American Type Founders; Alpha
= Alphatype; AM = AM Varityper; Auto = Autologic; BH =

Berthold; CG = Compugraphic; Dymo = Dymo, Photon faces

(Now Itek); HC = Harris; III = Information International Inc.;

IBM = International Business Machines; Itek = Itek

Quadritek; LSE = Leonard Storch Enterprises; Merg =

Mergenthaler Linotype; Wang = Wang Graphic Systems.

Ad Bold (Auto, Dymo) Casual, Dom Casual fCG;,
Polka (BH)

AG (Itek). Avant Garde Gothic (Alpha, AM, Auto, BH, CG,
Dymo, HC, Merg) Cadence, Suave (Wing)

Airport Europe, FU (Itek), Futura (AlphaJ BH, CG, HC,
Merg), Photura (Auto, Dymo), Sirius, Spartan (Merg),

Techno C^M, Auto, Dymo), Tfempo, Twentieth Century
Utica (Mhng)

Aldine Roman (IBM), Bern (CG), Bembo (AM, BH. Dymo,
Merg, Wing), Griifo (Alpha)

Alexandria (Wing). Cairo (HC). Memphis (Merg).

Pyramid (IBM), ST (Itek), Stymie (Alpha, AM, Auto, BH.
CG, Dymo)
Alpha Gothic (Alpha),' Classified News Medium (IBM),
News Gothic (Alpha, Auto, BH, CG. Dymo, HC. Wing),
Toledo, Trade Gothic (Merg)

Alphatara (Alpha), Futura

Alphavers (Alpha), Aries, Boston (Wing), Galaxy (HC),
UN (Itek), Univers (AM, BH, CG, Dymo, IBM. Merg).

Versatile (Alpha)

Alpin Gothic (CG), Alternate Gothic (AM, Auto, HC,
Merg, Wing)

Alternate Gothic (AM, Auto, HC, Merg Wing), Alpin
Gothic (CG)

Americana (BH, Merg), American Classic (CG),
Colonial (AM)
American Classic (CG), Americana (BH, Merg),
Colonial (AM)
American Uncial (BH). Uncial (CG)

\nAov6i (AM. Auto, Dymo). Elegante f/fC;, Malibu('.4Mfo;,
Paladium (CG), Palatino (BH, Merg), Patina (Alpha),

PontiacfHfengJ

Antique Olive (BH, CG, Merg), Oliva, Olive (AM), Olivette,

Olivette Antique (Wing)

Anzeigen Grotesk (BH), Aura (CG), Aurora (Alpha),

Aurora Bold Condensed, Grotesque Condensed (Dymo),
(resembles Helvetica Compressed)

Aqoarios, Corona (Merg). CR (Jtek). Crown (AM. Dymo).
Koronna (flJpha), News No. 3, 9 pt., 8 set (CG), News No. 5,

5.5 pt., 6 set (CG), News No. 6, 8 pt., 8 set (CG), Nimbus
(Auto). Quincx Royal (HC). Vela

Aries, Alphavers f/l/p/ia;, Boston CH&ng;, Galaxy (Ti/CJ,

UN (Itek), Univers (AM, BH. CG, Dymo, IBM, Merg),

Versatile (Alpha)

Aster T-BW, CG, Merg), Astro (Alpha, Wing), Aztec (Auto)

A»tTO (Alpha. Wing). Aster (BH. CG, Merg), Aztec (Auto)

Atlantic (Alpha), PL(Itek), P]anet (Wing). Plantin C/IM,
BH, CG, Dymo. Merg)

Aura (CG). Anzeigen Grotesk (BH), Aurora (Alpha).

Aurora Bold Condensed, Grostesque Condensed (Dymo)
Anrora (Alpha), Anzeigen Grotesk (BH), Aura (CG),
Aurora Bold Condensed, Grosteque Condensed (Dymo)
Aurora (Merg), Empira (Alpha, AM. Dymo), News No. 2,

8.55 pt., 8 set (CG). News No. 12, 8.5 pt., 8 set (CG).
Polaris, Regal (HC). RG (Itek)

Anrora Bold Condensed, Anzeigen Grotesk (BH), Aura
(CG), Aurora (Alpha), Grotesque Condensed (Dymo)
Anrora Bold Face No. 2 (Merg), Boldface No. 2, Engravers
Bold Face No. 9, News Bold No. 2 (CG), News Bold No. 12

(CG) ITC

Avant Garde Gothic (Alpha, AM, Auto. BH. CG. Dymo,
HC. Merg). AG (Itek), Cadence, Suave (Wing)

Aztekf/lufoJ, Aster (BH, CG. Merg), AstTo(Alpha, Wing)
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Ballardvale C^uto, £>vmq), Hanover f/4M), Lyra, Mallard
CCG;, me (Itek), Medallion (HC). Melier, MeUor (BH,
Merg), Uranus (Alpha), Ventura (Wing)

Bankers Gothic, Bank Gothic (Dymo, Merg), Commerce
Gothic, De Luxe Gothic (HC), Stationer's Gothic

Bank Gothic (Dymo, Merg), Banker's Gothic, Commerce
Gothic, De Luxe Gothic (HC), Stationer's Gothic

Baskerline (Alpha), BaskerviUe (AM. BH. CG. Dymo. HC.
IBM, Itek, Merg), Beaumont (W2ng), BK (Itek)

BaskerviUe (AM, BH. CG, Dymo, HC, IBM, Itek, Merg).

Baskerline 01 /p/ia;, Beaumont THfang), BK (Itek)

Basque (CG, Dymo), Sophisticate

Beaamont ruling) Baskerline (>l/p/iaj, BaskerviUe f/4Af,

BH, CG, Dymo, HC, IBM, Itek, Merg). BK (Itek)

Bedford (Auto, Dymo), BeU Gothic, Directory Gothic (CG).

Imperial f//C;, New Bedford f^ttto;. News No. 4, 8 pt., 8
set (CG). Taurus

Bern (CG), Aldine Roman (IBM), Bembo (AM. BH. Dymo,
Merg, Wing), Gritfo (Alpha)

Bembo (AM. BH. Dymo, Merg. Wing). Aldine Roman
(IBM). Bern (CG), Gritto (Alpha)

Bernhard Cursive, Bridal Script, Liberty (CG, Dymo).
Lotus (HC)

BK (Itek), BaskerUne f/l/p/ia;. BaskerviUe 64iW, B/f, CG,
Dymo, HC. IBM. Itek. Merg), Beaimiont (Wang)

BK (Itek). ITC Bookman (AM. BH. CG. Merg)

BO (Itek), Bodoni (Alpha, AM. BH. CG, Dymo. HC. IBM,
Itek. Merg). Brunswick (Wing)

Bodoni (Alpha. AM. BH, CG, Dymo, HC, IBM, Itek, Merg),

Bo (Itek). Bnmswick CH^ngJ

Boldface f/fC;, Bookman
Boldface No. 2, Aurora Boldface No. 2. (Merg).

Engravers Boldface No. 9, News Bold No. 2 (CG), News
Bold No. 12 (CG)

Bookface (HC). Bookman (Alpha. BH. CG. Dymo. Merg)

Bookman (Alpha. BH. CG. Dymo, Merg). Boldface (HC).
Bookface ITC (HC)

Bookman (AM, BH. CG. Merg), BM (Itek)

Boston (Wang), Alphavers (Alpha), Aries, Galaxy (HC),

UN (Itek), Univers (AM, BH, CG. Dymo. IBM. Merg).

Versatile (Alpha)

Bridal Script, Bernhard Cursive, Liberty (CG. Dymo),
Lotus (HC)

Brunswick (Wing), BO (Itek), Bodoni (Alpha, AM, BH,
CG, Dymo, HC, IBM, Itek, Merg)

Cadence, AG (Itek), ITC Avant Garde Gothic (Alpha, AM.
Auto. BH, CG, Dymo. HC, Merg), SviSive (Wang)

Cairo (HC). Alexandria (Wang), Memphis, (Merg),

Pyramid (IBM), ST (Itek), Stymie (Alpha, AM, Auto, BH,
CG, Dymo)
Caledo (Alpha), Caledonia (BH, Merg), CaUfornia (CCi),

Cornelia, EdinburgCWing), Ga]e (III). Gemini, Highland
(Auto, Dymo), Laurel (HC)

Caledonia (BH. Merg), Caledo (Alpha), California (CG),

ComeUa, EdinbtirgCVKingJ, Gale (III) Gemini, Highland
(Auto, Dymo), Laurel (HC)

California (CG), Caledo (Alpha), Caledonia (BH, Merg),
ComeUa, Edinburgf H6ng), Gale (HI), Gemini, Highland
(Auto, Dymo), Laurel (HC)

Cambridge Expanded CH&ng^, CE(Itek). Century Century
Expanded (Alpha. AM, Auto. BH. Dymo. HC Merg),
Century Light (CG), Century X (Alpha)

Cambridge Old Style (Wing). Century Old Style (Alpha,
BH, CG, HC, Merg)

Cambridge Schoolbook (Wing). Century Medium (IBM).
Centiu-y Modern, Centiu-y Schoolbook (Auto. BH. Dymo.
HC, Itek. Merg), Century Text (Alpha). Century Textbook
(CG). CS(Itek). Schoolbook

Camelot (AM). Excelsior

Casual, Ad Bo\d (Auto. Dymo). Dom Casual fCG;,
Polka (BH)

CE(Itek). Cambridge Expanded rWiwg), Century Century
Expanded f/l/p/ja, AM, Auto, BH, Dymo, HC, Merg),
Century Light (CG), Century X (Alpha)

Century, Cambridge Expanded CHfang), CE(Itek), Century
Expanded (Alpha, AM. Auto. Dymo. HC. Merg), Century
Light (CG), Century X (Alpha)

Century Expanded (Alpha, AM, Auto, Dymo, HC. Merg),

Cambridge Expanded rWjng), CE (Itek), Century Century
Light (CG), Century X (Alpha )

Century Light rCG;, Cambridge Expanded CHfang), CE
(Itek). Century Century Expanded (Alpha. AM. Auto.
Dymo. HC. Merg), Century X (Alpha )

Century Medium (IBM), Cambridge Schoolbook (Wing),
Century Modern, Century Schoolbook (Auto, BH, Dymo,
HC, Itek, Merg). Century Text (Alpha), Century Textbook
(CG), CS (Itek), Schoolbook

Century Modern Cambridge Schoolbook (Wing). Century
Medium (IBM). Century Schoolbook (Auto. BH. Dymo.
HC. Itek. Merg). Century Text (Alpha), Century Textbook
(CG), CS (Itek). Schoolbook

Century Old Style (Alpha, BH, CG. HC. Merg). Cambridge
Old Style (Wing)

Century Schoolbook (Auto. BH. Dymo. HC. Itek. Merg).

Cambridge Schoolbook (Wing). Century Medium (IBM).

Century Modern, Century Text (Alpha). Century Textbook
(CG). CS (Itek), Schoolbook

Century Text (Alpha), Cambridge Schoolbook (Wing),
Century Medium (IBM), Centxu-y Modern, Century
Schoolbook (Auto, BH, Dymo, HC, Itek, Merg), Century
Textbook rCG>, CS(Itek). Schoolbook

Century Textbook (CG). Cambridge Schoolbook (Wing),

Century Mediimi (IBM), Century Modern, Century
Schoolbook T/Im to, BH, Dymo, HC, Itek, Merg), Century
Te-xX (Alpha), CS(Itek), Schoolbook

Century X (Alpha), Century Expanded (Wang), CE (Itek),

Century Century Expanded r/4/p/ia, AM, Auto, BH, Dymo.
HC, Merg), Century Light (CG)

Chelmsford (AM, Auto, Dymo), Musica (Alpha), OP (Itek).

Optima (BH. Merg), Optimist (Auto), Oracle (CG), Orleans
(Wxng), Theme (IBM), Ursa, Zenith fi/C)

Chelsea Black f/luto, Dymo). Gothic No. 'i(GC), Metro
Black (Merg)

Chelsea Light (Auto, Dymo), Gothic No. 2 (CG). Metrohte
(Merg)

Cheltenham (Alpha. AM, Auto, BH. CG. Dymo. Merg),
Cheltonian r//C^, Gloucester, Nordhoff(>lu(oJ, Winchester

Chehonian (HC). Cheltenham (Alpha, AM, Auto, BH. CG.
Dymo, Merg). Gloucester, Nordhoff f/l utoj, Winchester

Clarendon (Alpha, AM, BH, CG, Dymo, Merg), Clarion
(Auto), Claiique (HC)

Clarion (Auto), Clarendon (Alpha. AM. BH. CG, Dymo.
Merg). Clarique f//C;

Clarique (HC). Clarendon (Alpha. AM, BH, CG, Dymo,
Merg), Clarion (Auto)

Cl»TO (Alpha), Corvus, Geneva fVMjngJ, HE (Itek), HeUos
(CG), HeWetica (BH. Merg), Megaron (AM), Newton (Auto,

Dymo), Vega(HC)

Classified News Medium (IBM), Alpha Gothic (Alpha),

News Gothic (Auto, Alpha. BH, CG, Dymo, HC, Wing),

Toledo, Trade Gothic (Merg)

Cloister, Eusebius (Ludlow). Nicholas Jenson
Cochin (Merg). Le Cochin (BH)

Colonial (AM). Americana (BH. Merg). American
Classic (GC)

Commerce Gothic (Ludlow). Banker's Gothic,
Bank Gothic (Dymo. Merg). De Luxe Gothic (HC),
Stationer's Gothic

Computer (CG). Moore Computer

Continental (HC), Knight (Wing), Trxxmp Mediaeval (AM),
Olympus (Alpha). Saul (Auto). Trump Imperial, Trump
Mediaeval (BH. CG, Merg)

Cooper Black (Alpha, AM, Auto, BH, CG, Dymo, Itek),

Pabst (Merg). Pittsburgh Black
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Copper Light, Copperplate (Alpha, BH. CG. Merg),

Copperplate Gothic (BH, Dymo, IBM, Merg), Formal
Gothic (Dymo), Gothic No. 31 (HC), Lining Plate Gothic

Copperplate (Alpha. BH. CG, Merg), Copper Light,

Copperplate Gothic (BH, Dymo, IBM. Merg), Formal
Gothic (Dymo), Gothic No. 31 (HC), Lining Plate Gothic

Copperplate Gothic (BH, Dymo, IBM, Merg), Copper
Light, Copperplate (Alpha, BH. CG. Merg). Formal Gothic
(Dymo). Gothic No. 31 (HC), Lining Plate Gothic

Corinth (Auto), Doric (Auto, Dymo), Ionic No. 5 (Merg),

News Text .Medium (Alpha)

Cornelia, Caledo (Alpha), Caledonia (BH, Merg),

California (CCj), Edinburg (Wing), Gale (III). Gemini,
Highland (Auto. Dymo). Laurel (HC)

Corona (.Merg). Aquarius, CR (Itek). Crown (AM. Dymo),
Koronna (Alpha). News No. 3, 9 pt., 8 set (CG). News No. 5,

5.5 pt., 6 set (CG). News No. 6, 8 pt., 8 set (CG). Nimbus
(Auto). Quincx Royal fHCj, Vela

CoTvxu, C]2iTo (Alpha). Geneva (Wing). HE(Itek). Helios

(CG). HeK-etica (BH, Merg). Megaron (AM). Newton (Auto,

Dymo). Vega(HC)

CR(Itek). Aquarius, Corona TAfergJ, Crown 64 iW, i>ymo^,
Koronna (Alpha), News No. 3, 9 pt., 8 set (CG). News No. 5,

5.5 pt., 6 set (CG). News No. 6, 8 pt., 8 set (CG). Nimbus
(Auto). Quincx Royal r//C;, Vela

Crown (AM Dymo). Aquarius, Corona (Merg), CR (Itek),

Koronna (Alpha), News No. 3, 9 pt., 8 set (CG). News No. 5.

55 pt., 6 set (CG). News No. 6, 8 pt., 8 set (CG). Nimbus
(Auto). Quinch, Royal (HC), Vela

CS (Itek), Cambridge Schoolbook (Wang). Century Medium
(IBM), Century Modem, Century Schoolbook (Auto, BH,
Dymo, HC, Itek, .Merg), Century Text (Alpha), Century
Textbook (CG), Schoolbook

CRT Gothic (Merg), Video

>^'^VN\\*^^\^^WSS''

De Luxe Gothic (HC), Banker's Gothic, Bank Gothic
(Dymo, Merg), Commerce Gothic, Stationer's Gothic

Directory Gothic (CG), Bell Gothic

Dom Casual fCG>, Ad Bold (Auto, Dymo), Casual,
Polka (BH)

Doric (Auto, Dymo), Corinth (Auto), Ionic No. 5 (Merg),

News Text Medium (Alpha)

Dow News (Auto. Dymo). Ideal (HC). News No. 9, 8 pt .,

8 set (C(y)

Edehreisg (Alpha), Weiss (BH, HC, Merg)

Edinburg (Wang), Caledo (Alpha). Caledonia (BH. Merg).

California (CG). Cornelia, Gale (III). Gemini, Highland
(Auto. Dymo), Laurel (HC)

ElanteCCQ, E)ecXia (Merg). Selectra r^utoj

Electra (Merg), Elante (CG), Selectra (Auto)

Elegante (TfC^, Andover (AM, Auto, Dymo), Malibu
(Auto), Paladium fCQ), Palatine (BH, Merg). Patina
(Alpha). PontiacCWang;

Embassy (HC). Florentine Script (CG), Helanna Script
(AM), Lucia Script

Empira (Alpha. AM, Dymo), Aurora (Merg), News No. 2,

8.5 pt ., 8 set (CG), News No. 12, 8.5 pt ., 8 set (CG), Polaris,

Regal r//Cj, RG (Itek)

English (Alpha), English Times (CG). London Roman
(Wang), Pegasiis, Press Roman (IBMJ Times New Roman
(BH). Times Roman (AM, Auto, Dymo, HC, Merg).

TR (Itek)

English Times (CG). English (Alpha). London Roman
(Wang). Pegasus, Press Roman (IBM), Times New Roman
(BH), Times Roman (AM, Auto, Dymo, HC), TJi(Itek)

Engraver's Boldface 9, Aurora BoldXace No. 2 (Merg),

Boldface No. 2, News Bold No. 2 (CG), News Bold
No. 12 (CG)

ES (Itek), Evaogorhic (Alpha), Europa rWang^.
Eurostile (AM BH, Merg), Eurostyle, Microstyle (CG),

Waltham (Dymo)

Emogottuc (Alpha), BS(Itek), Europa CWang^,
Eurostile (AM, BH, Merg), Eurostyle, Microstyle (CG)
Waltham (Dymo)

Eutopai(Wang), ES(Itek), Eurogothic f/lilpfca;,

Eurostile (AM. BH, Merg), Eurostyle, Microstyle (CG).

Waltham (Dymo)

Europe (D&P). Airport, FU Gtek). Futura (Alpha. BH, CG.
HC. Merg). Photura (Auto. Dymo). Sirius, Spartan (Merg).

1echno(AM, Auto, Dymo), Tempo, Twentieth Century
Utica (Wang)

i.txtoM\\e (AM, BH, Merg), ES(Itek). Eurogothic
(Alpha). Europa (Wang). Eurostyle, Microstyle (CG).

Waltham (Dymo)

Eurostyle, ES (Itek). Eurogothic (Alpha). Europa
(Wang), Eurostile (AM, BH, Merg), Microstyle (CG),

Waltham (Dymo)

Eusebius (Ludlow), Nicholas Jenson, (resembles Cloister)

EX (Itek). Excella (Dymo), Excelsior (Merg), fvJews

No. 14 (CG)

Bxe*:nm (Dymo), EX. (Itek), Exceisior (Merg), News
No. 14 (CG)

Excelsior (Merg), Camek)t, EX (Itek), Excella (Dymo),
News No. 14 (CG)

^^»^t^}^J^^v^^

Fairfield, Fairmont (Alpha)

Fairmont (Alpha), Fairfield

Florentine Script (CG), Embassy (HC), Helanna Script

(AM). Lucia Script

Floridian Script (CG, Dymo), Nuptial

Formal Gothic (Dymo). Copper Light, Copf>erplate (Alpha,
BH. CG. Merg). Copperplate Gothic (BH. Dymo. IBM,
Merg), Gothic No. 31 (HC), Lining Plate Gothic

Franklin rCG;. Frankhn GoXhic (Alpha, AM, Auto, BH,
Dymo, Merg), Pittsburgh (Wang)

Franklin Gothic (Alpha, AM. Auto. BH, Dymo, Merg).

Franklin (CG). Pittsburgh (Wang), (resembles Linoscript)

French Script (CG), Kaylin Script (AM)
ITC Friz QnadraU (Alpha. Auto, CG, Dymo), Katrina
(BH), Quadrata rAferg)

FU (Itek), Airport, Europe, Futura (Alpha, BH. CG, HC,
Merg), Photura (Auto. Dymo), Sirius, Spartan (Merg),

Techno (AM, Auto, Dymo). Tempo, Twentieth Century
Ltica (Wang)

Futura (BH CG, HC, Merg), Airport, Alphatura (Alpha),

Europe, FU (Itek), Photura (Auto, Dymo), Sirius, Spartan
(Merg), Techno (AM, Auto, Dymo), Tempo, T^ventieth

Century Utica (Wang)

Futura r5.5 Classified AD) (HC), Alphatura (Alpha), Sans,
5.5 pt .,6 set rCG;, Spartan r.Werg;, Techno Book M.VI,

Dymo), Utica Book (Wang)
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Type Cross-Reference

Galaxy CHQ Aipbavers (Alfitia). .\ries, Boston (Wing).

\SS (Itek). Umvers (AM. BH. CG Dymo. IB-M. .Mer^.

\"ersatile (Alfika)

Gakr/Ql Cakdonia
GaraMMd C-ilfiha. .A.H. BH. CG Dymo. HC. .Hcrg/. GD
'lukj. Grenada (^^ang)

Gaith rCG;. Man Antiqae

Gaxene, Bedford 6-1 uro, IH-mQi. Imperial (T/O. New
Bedford (.Auto). News Nol 4 fCG;, Tatiras

GC (Itek). Gaiamond 3 (Alfiha. .A.M. BH. CG. Dymo. HC.
.Her^ Grenada rttong^

GcaiH, Ca^do (AI(*aX Caledonia (BH .Herg). CaUfomia
(CG). CoroeUa. Edinbnrg rWangJ. Gale (IIQ. Hiehland
.Auto. Dymc^. Laurel <WO
Gtmevu(mtng). O^lzo (.Alpha). Conrxjs. SB Gtek). HeUos
(CG). Helvetica (BH .Merg). Megaron CAM). Newton (Aula
Dymt$. \e^(HQ
Oa Smwm (BH CG Merg). Glib (.Alfiha). Giai^c
GiXbic Cnizng)

Gfib (AJpha) Gin Sans (BH CG. .Herg). Graphic
GatbicCmme)
Chiiit«r (Monotype). Cheltenham (Alpha. .AM. .Auto. BH
CG. Dymo. .Herg). Cheltonian (HC). Nordhoff
(.Auto). Winchester

Gold Nnuet (CG). Gold Rush (BH). Klondike

Gold Rosh ^BH). Gdl^ Nugget (CG), Klondike

Gothic No. 1 (CG). Gothic 19 (Merg). TG Bold Ei. Cood.

Gothic No. 2 (CG). Chelsea Light (Auta Dymo).
.Nletrciile (Merg)

Gothk No. 3 (CG), Cbdsea BiaA (.Auto, Dymt^ Metro
Black 'Mergj

Gothic No. 4 (CG). Gothic 13 (Merg)

Gothic 13 Mergj. Gothic >ix 4 (C(S)

Gothic V ^Merg). TG Ex. Cond.

Gothic 18 'Mergj. TG Cond.

Gothic 19 .»ferg^. Gothic Na 1 (CG). TG Bold Ex. Cond.

Gothic 20 'Merg). TG Bold Cond.

Gothic No. 31 (HC). Copper Light, Cc^ipeiplate (Alpiia,

BH CG. .Herg), Ccqjpen^rte Gothic (BH Dymo, IBM,
.Merg). Formal Gothic (Dymci, Luting FTate Gothic

Gomiy Light (DymoX Gondv OJdstyfe (Alpha, BH CG HC.
Me'g,: Grecian (Wang). Number II

Goodj OhUtyle (.Alpha, BH CG HC. .Herg). Goody Light
Z>.»ncy Grecian rBimg;. Ninnber II

Granite .Auto, Dymt^ Lisbon (CCd. Ljdian (BH HC)
Gnphk Gothic ntimg), GiJiSans(BH CG .HergX
GObOHplia)

Gfcctaa nKnigX Goody Light a>K>>(Q>. Goody CUstvle
(.Alpha. BH CG HG .Herg). Number U
GresMla rWoTig/. Garamond (.Alpha, .AM, BH CG Dymo,
HC .Herg). GD atekj

Gritfo CAlpha). .Mdioe Hotaan (IBM). BemCCC^ Bembo
CA.H. BH Dymo. .Herg, Uintg)

Grotenqw Cia^Mril (Dymo). .\nzei@en Grotesk (BHX
Aura (CG), .Aurora (Alpha), .Aurora Bold Condensed,
(Hesembtes Hebxtica Contpressetf)

^G HC) .Melia;MdkrrBa
.Herg„ "..rinui ^.-Lfx.^ '.entura (Wayig)

HE rliekt daro rAlpho) Corvus, Geneva (Wxng), Helios
r r- - nrr I'^-g^

.NiegarOTi r.4.H). ScyeVm (Auto.

iCC^
:.njbassy (HC), Florentine Script

Hclio* (CG). daro (.AlphaX Cor\-us. Gei^va (Wang). HE
(luk). Heh'etica (BH .Herg). .Megaron CA.H). Newton
(Auto. DymoX Vega CHC)

HcKctka (BH .Herg). daro CAlpha). Ccrvos, Ge:K^-a
(Wang). HEateb). Ifclios fCQ. .Megaron f.4.*0. Newton
CAuto. IS-moX \ega (HC)

mghlmai (.Auto. Dymo). Caki^ CAlpha). Caledonia ^BH:
Herg/. California ^Gr). Cornelia, EdinbargCHtDie^, Gale
(HO. Gemini, Laurel (HQ

tCBH.Herg). Irampr.'luaV

Meal (HC). Dow News (Auto, Dymci, News No 9, 8 pt.,

SsetfCG)

Imperial ^C/ Bedford r.-luto, £>>mo;. Gazette, New
Bedford (Auto). News Na 4. S pt _ S set (CGj. Taurus

loaic (Merg), Corinlh (Auto). Doric (.Auto, Dymo). News
Text Medium CAlpha)

K—y, Soii\«nrr Gothic CAlpha. CGj

)em^ (Wang). FTC Tiffany (.Alpha. .AM. .Auux BH CG
Dymo, Merg)

\omimal nB.H). Janson
rrC Kabd CAlpha. .A.H. BH CG Merg). Kabot (Wang),
Sans Serif

Kabot rTA'ang/. ITC Kabel CAlpha. AH. BH CG .Herg).

Sans Senf

Kamak ''Ludioc). (resembles .HemphisJ

Katrtaa rBHj. ITC Friz Quadrata (Alpha. .Auto. CG
Dymo). Qnadraia f-Hcrg;

KayUa Script (.AMI Frendi Script ^CQJl fresemties

Lhtoscript)

Kfuky (CG). Kenntonian r70 Kensington (^aOQll

LSEKennerley

tJemmtmmmmCHQ, Kennerley fCQ. Kensington C'liaqt,

LSEKenneriey
y I!(! rii r iT Kennerley (CC9, Kenntonian fCGX
LSEKennerley

, Gold Nogget ^G). GcddRushrBff)

tfWufgjL ContiiMital (WQ. .Mediaeval r.4.»C>.

Compos (AlphaX Saul (Auto). Trump Imperial, Trump
.\iediaevalfBH CG .Herg)

%m*Btm (Wxng), ITC Korinna (Alpha. .A.H. .Auto. BH CG
Dymo, Merg)

rrc raiJMi (Alpha, .AM. .Auto BH CG Dymo. .Herg),

Katdava (Wang)

riinaa» CAIphaX .Aquarius. Corcma (.Herg). CR Gtei).

Crown CA.H. D\-mq). News Na 3. 9 pt , 8 set (CG). News
-Na 5, 5.5 pt., 6 set (CGX News .Na 6, 8 pt , 8 set (CG).

Nimbos (Auti^ Qnincyi Royal (HCX V^
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Type Cross-Reference

<K«».VIl,V^'«lk\ V«.\

Latiac (Auto, Dymo). Meridien (BH, Dymo. Merg).

Zenith r Wang;

Laud (HCJ, Caledo (Alphaj. CaJedonia (BH, Merg),

California rCG;, Cornelia, Edinburg C »anfei. GaitdUj,
Gemini, Highland (Auto, Dymo)

LcagBC Text (Alphaj. Excelsior

Le Codun (BHj, Cochin (Merg)

Liberty (CG, Dymo), Berahard Cursive, Bridal ScrijA,

Lotus (HC)

Libra rCC;, Ubrtno (Alpha)

Wbtttto (Alpha), Uhn(CG)
Line Gothic (Wang), ITC Serif Gothic (Alpha, AM, Auto,

BH. CG. Dymo, Merg)

Linii« Plate Gothic, Copper Light, Copperpiate (Alpha,

BH CG, Merg). Copperplate Gothic (BH, Dymo, IBM,
Merg). Formal Gothic (Dymo), Gothic No. 31 (HCj

Lisbon (CG). Granite OJuto, Dymo), Lydian (BH, HC)

Londoa Roman nVan^, English (>l^>ta>, English Times
(CG). Pegasus, Press Roman (IBM), Times New Roman
(BH), Times Roman M.M, Auto. Dymo, HC. Merg),

TRGtek)
Lorraine (Dymo), Venetian Scrii* (CG), Lucia

Lotns (HC), Bemhard Cursive, Bridal Script, Liberty

(CG. Dymo)
LSE Keincflty, Kennerley (CG), Kenntonian (HC).

Kensington (Auto)

Locia Script. Embassy (HC). Florentine Script (CG!),

Helanna Script (AM)

Lsadian (BH HC), Granite (Auto, Dymo), Lisbon (CG)

Lyn, Ba]i2iTdva)e (Auto. Dymo), BsLVOvei (AM), MaBard
(CG), ME (Itek), Medallion (HC). Melier, Melicw (BH
Merg). Vrsinas (Alpha), Ventura CWzng;

Malibn (Auto), Andover (AM, Auto, Dymo). F-V-eantP (HCj,
Paladium (CG), Palatino (BH Merg). Patina (Alpha),

Pontiac (Viing)

ManardrCG/ Baliaxdivait (Auto, Dymo), Hanover fAMJ.
Lyra, ME (luk). Medallion (HC), Melier, Melior (BH,
Merg), Xji^rras (Alpha), Ventura fWrng^

ME ntek), BaUardi-ale (Auxo. Dymo). Hanover (AM). Lyra,

Mallard (CG), Medallion (IK). .Nielier, Melior (BH Merg).

Uranus (Alpha), Ventura (mmg)
MedaOion (HC), Ballard%-afe (Auto, Dymo). Hanover (A.M).

Lyra, Mallard (CG). ME (ItekJ, Melier, Melior (BH Merg),

Uranus (Alpha), \"entura CUhng)

Mediaeval 64.H;, Continental fflC^, Knight rHons*.
01>*mpus (Alpha), Saul (Auto), Trump Imperial, Trump
Mediaeval (BH CG. Merg)

Megaroa (AM). Claro (Alpha). Corvus, Geneva (Wing). HE
(Itek). Helios (CG), Helvetica (BH Merg). Newton (Auto,

Dymo), VegafHO
Mdirr, Ballardvale (Auto. Dymo), Hai»ver (AM), Urra,
Mallard rCG;, ME (Itek), Medallion riiQ, Melior TBH,
Merg), Uranus (Alpha). Ventura (Wing)

MdioT (BH Merg), Ballanh-ale (Auto. Dymo), Hanover
(AM), L>-ra, .Mallard rCG/ WE. (Itek), .Medallcn r«Q,
.Melier, Uranus (Alpha), Ventura (Wing)

lAitmptu* (Merg), .Alexandria rHfang>, Cairo rHC;, Kamak
(Ludlou.). P>ramid HEM). ST (luk). Stymie (Alpha. AM.
Auto, BH CG, Dyrnoj

.Meridien (BH Dymo, Merg). Latine (Atuo. Dymo),
ZemthrHang;
Mttiiom (ATF). .Melior

Metro Black (Merg). Chelsea BladL CAuto. Dymo). Gothic

No. 3 (CG)

MetroliU (Merg), Chelsea Light (Auto, Dymo), Gothic No.

2 (CG)

Micro«yk rCG), fS(Iuk), i.moga^iac (Alpha).

Europa (Wing), Eurostile (AM, BH .^erg), Eurostyle,

Waltham (Dymo)

.Mimct (HC), Piranesi (CG, Dymq)

.Moore Coinpvtcr, Computer (CG)

.Mn«ica (Alpha). Chebnsford r/!.M, Auto. Dymo), OP (Itek),

Opt.nm(BH Merg). Optimist (04 uto/ OraderC©, Orleans
(Wing). Theme aB.M). Ursa, Zenith (IK)

New Bedford 64 u(q;, Bedford 64 uto, Z>ymo;, Gazette,

Imperial (HC), News No. 4, 8 pt., 8 set (CG). Taurus

New* Gothic (Alpha, Auto, BH CG. Dymo, HC. Wing).

Alpha Gothic (Alpha). Classified .News .Medium (IBM).
Toledo, Trade Gothic (Merg)

News Nou 2, 8.5 pC, 8 set 6CCr^, Aurora (Merg). Empira
(Alpha, AM. Dymo), News No. IZ 8.5 pt, 8 set (CG),

Polaris, Regal rWC;, TiG Gtek)

News Bold No. 2 (CG). .Aurora Bold Face No. 2 (Merg).

Boldface No. 2, Engravers Bold Face No. 9. News Bold
No. 12 (CG)

News No. 3, 9 pt., 8 set (CG), Aqnaritis, Corona (Merg),

CR (Itek). Crow n (AM. Dymo). Koronna (Alpha). News Na
5, 5-5 pt., 6 set (CG), News No. 6, 8 pt., 8 set (CG), Nimbus
64uto;, Quincx Royal (HC) Vela

News No. 4, 8 pt.. 8 set (CG). Bedford (Auto. Dymo).
Gazette, Imperial (HC). New Bedford 64uto^, Taurus

News No. 5. 5.5 pt., 6 set (CG), .Aquarius, Corona (Merg).

CR (Itek). Crown (AM, Dymo), Koronna (Alpha), News No.

3, 9 pt, 8 set (CG). News No. 6, 8 pt, set (CG). Nimbus
64ulo;, Quincy Ro>al (HC). Vela

News No. 6,8 pC, 8 set (CG). .Aquarius, Corona (Merg), CR
(luk). Crow n (AM. Dymo). Koronna (Alpha). News No. 3,

9 pt, 8 set (CG). News No. 5, 5-5 pt, 6 set (CG). Nimbus
64u«o;, Quincs Roj-al (HC), Vela

.News No. 9. 8 pC, 8 set (CG). Dow .News (Auto. Dymo).
Ideal (HC)

News No. N, 10 pt., 9.5 set (CG), Rex (Merg), Zar (Dymo)
News No. 12, 8.5 pt., 8 set (CG), .Aurora (Merg), Empira
(Alpha, AM, Dymo), News .No. 2, 8.5 pt, 8 set (CG),

Polans, Regal (HC), RG (Itek)

News Bold No. 12 (CG), Aurora Bold Face No. 2 (Merg).

Bold Face No. 2, Engravers Bold Face No. 9, News Bold
No. 2 (CG)

News No. M (CG). EX (Itek). Excella (Dymo), Excelsior

r.Merg;

News Text Medinn (Alpha). Corinth (Auto), Doric (AtOo.
Dymo), Ionic No. 5 (Merg)

Newton 64uto, Dymo), Claro (Alpha), Cor\Tis, Geneva
(Wing), KB (Itek), ¥klios(CG), H^veiica (BH Merg),

Siesazon (A.M). Xesa(HC)
Nicholas fenson. Eusebhis, (resembles Cloister)

Kmbu» (Auto), Aquarius, Corona r.Merg;, CR (ItelQ,

Crown (Dymo, Merg), Koronna (Alt>ha). News .No. 3, 9 pt,
8 set (CG). News No. 5, 55 pi, 6 set (CG). News .No. 6, 8
pt, 8 set (CG). Quincs Rcpjal (HC). Vela

Nordhorr64>uo;, Cheltenham (Alpha, .Auto. A.M. BH CG.
Dymo, Merg), Cheltonian (HC), Gloucester, Winchester

Nnnbcr II (Monotype). Goud\' Light (D\mo). Goudv
Oldstyle 644>fca. BH, CQ HC.'Merg), &ecian (Wm^
Nnptial, Floridian Script (CQ Dymo)
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Type Cross-Reference

^\x5^^

Oliva. Antique OUve (BH. CQ Merg), OUve (AMJ.
Olivette, Olivette Antique CMfang^

Olive (AM). Antique Olive (BH, CG, Merg), OUva, OUvette,

Olivette Antique <" Wing)

Olivette (Starch). Antique Olive (BH, CG, Merg). Oliva,

0\ive(AM), Olivette Antique CH6n&)

Olivette Antique (Vixng). Antique Olive (BH, CG, Merg),

Oliva, Olive (AM), Olivette

Ofympaa (Alpha), Continental TH^Q Knight f Wing),

Mediaeval 64 AO, Sa\il(Auto), TVump Imperial, Ti-ump
Mediaeval (BH. CG. Merg)

OP (Itek). Chelmsford f/!M, /4ufo, />vmoJ, tA\3sicsi (Alpha),

Oplima (BH. Merg). Optimist f/luto), Oiade (CG), Orleans
(Wing). Theme (IBM). Ursa, Zenith (HC)

Optima (BH. Merg). Chelmsford (AM, Auta, Dymo).
Musica (Alpha). OP (Itek). Optimist f/luto;, Orade (CG).

Orleans (Wing), Theme (IBM). Ursa, Zenith (HC)

Optimist (Auta). Chelmsford (AM, Auta, Dymo), Musica
(Alpha). OP (Itek). Optima (BH. Merg), Orade (CG).

Orleans (Wing). Theme (IBM). Ursa, Zenith (HC)

Onde (CG). Chelmsford (>!M, /luto, Oymo), Musica
(Alpha). OP (Itek). Optima (BH. Merg). Optimist (Auta),

Orleans (Wing). Theme (IBM), Ursa, Zenith (HC)

Original Script (CG). Typo Script

Orleans fWjng), Chelmsford C/4uto, /4Af, I)ymo^, Musica
(Alpha). OP (Itek). Optima BH, Merg), Optimist (Auto).

Orade (CG). Theme (IBM), Ursa, Zenith (HC)

OxSotdCAFT), (resembles Monticello)

PA (Itek). Park Avenue (AM. CG, Dymo. HC, Merg)

Pabst (Merg), Cooper Black (Alpha, AM, Auta, BH. CG,
Dymo, Itek), Pittsburgh Black

Paladinm (CG), Andover (AM, Auta, Dymo), Elegante

(HC), MalibuC4 utoj, Palatino fBH, Aferg), Patina (Alpha),

Pontiac (Wing)

Palatino (BH, Merg), Andover (AM, Auta, Dymo), Elegante

(HC), Nialiba (Auto), Paladium fCG), Patina f/l/p/i a),

Pontiac (Wing)

Park Avenue (AM, CG, Dymo, HC, Merg), PA (Itek)

Parkway (Ludlow), (resenbles Park Avenue)

Patina (Alpha), Andover (AM, Auta, Dymo), Elegante
(HC), Malibu r^utoj, Paladium fCG), Palatino rBH, Aferg),

Pontiac (Wing)

Pegasus, English (Alpha). English Times (CG). London
Roman (Wing), Press Roman (IBM), Times New Roman
(BH). Times Roman (AM, Auta, Dymo, HC Merg),

TR (Itek)

Peignot (BH, Merg), Penyoe (CG)

Penyoe (CG). Peignot (BH, Merg)

PercepU (Alpha), Perpetua (AM, Auta, BH, CG, Dymo),
Perpetual (Wing)

Perpetua (AM, Auta, BH, CG, Dymo), Percepta (Alpha),

Perpetual (Wing)

Perpetual fWing), Percepla (Alpha), Perpetua 64Af, /I uto,

BH, CG, Dymo)
Pbotura (Auta, Dymo), Airport, Europe, FU (Itek), Futura
(Alpha. BH, CG, HC. Merg). Sirius, Spartan (Merg), Techno
(AM, Auta, Dymo), Tempo, Twentieth Century Utica
(Wing)

Piranesi (CG, Dymo), Minuet (HC)

Pittsburgh (Wing), Franklin (CG), Franklin Gothic
(Alpha, AM. Auto, BH, Dymo, Merg)

Pittobnrgh Black, Cooper Black (Alpha, Auta, AM, BH,
CG, Dymo, Itek), Pabst (Merg)

PL (Itek), Ax\anUc (Alpha), Planet rWing;, Plantin64M,
BH. CG, Dymo, Merg)

Planet rWfang;, Altantic f/lft)/ia;, PL (luk). Plantin 64M.
BH. CG. Dymo, Merg)

Plantin (AM. BH. CG, Dymo, Merg), Atlantic (Alpha), PL
(Itek), Planet rVteng;

Polaris, Avirora (Merg), Empira (Alpha, AM, Dymo), News
No. 2, 8.5 pt., 8 set (CG), News No. 12, 8.5 pt., 8 set (CG),
Regal r/ZCJ. RG (Itek)

Polka (BH). Ad Bold (Auta, Dymo), Casual, Dom
Casual (CG)

Pontiac 6 Vt^ing), Andover 64A1, /I uto, Z>ymoJ, Elegante
(HC), Malibu64wto;, Paladium fCGJ, Palatino fBH, Merg;,
Patina (Alpha)

Press Roman (IBM). English (Alpha). English Times (CG),
London Roman (Wing), Pegasus, Times New Roman (BH),
Times Roman (AM, Auta, Dymo, HC, Merg)
TR (Itek)

Pnmn(Merg), PectoT (Alpha)

Pynmid (IBM). Alexandria rH^ng), Cairo (HC). Memphis
(Merg), ST (Itek), Stymie (Alpha, AM, Auta, BH, CG,
Dymo)

QS Gtek), Quill (CG), Thompson Quill Script

Quadrata (Merg), ITC Friz Quadrata (Alpha, Auta, CG,

Dymo), KatTina (BH)

QuiU (CG), QS (Itek). Thompson QuiU Script

Qnincy, Aquarius, Corona (Merg). CR (Itek). Crown (AM.
Dymo). Koronna (Alpha). News No. 3, 9 pt., 8 set (CG).

News No, 5, 5.5 pt., 6 set (CG), News No. 6, 8 pt., 8 set (CG),

Nimbus 64Mto;, Royal rHC;, Vela

r
Rector (Alpha), Primer (Merg)

Regal (HC), Aurora (Merg), Empira (Alpha, AM, Dymo),
News No. 2, 8.5 pt., 8 set (CG), News No. 12, 8.5 pt., 8 set

(CG), Polaris, RG (Itek)

Rex (Merg), News No. 10, 10 pt., 9.5 set (CCJ), Zar (Dymo)

RG (Itek), Aurora (Merg), Empira (Alpha, AM, Dymo),
News No. 2, 8.5 pt., 8 set (CG), News No. 12, 8.5 pt., 8 set

(C<3), Polaris, Regal (HC)

Roman Stylus (CG, Dymo), TVpo Roman Shaded

Royal (HC), Aquarius, Corona (Merg), CR (Itek), Crown
CAM, Dymo), Koronna (Alpha), News No. 3, 9 pt., 8 set

(CG), News No. 5, 55 pt., 6 set (CG), Nimbus (Auta),

Quincx Vela

Sabon (CG, Merg), Sybil (Auta)

Sans 5.5 pt., 6 set (CG), Futura (HC). Spartan (Merg),

Techno Book (AM. Dymo), Utica Book (Wing)

Sans Serif, ITC Kabel (Alpha, AM. BH. CG. Merg).

Kabot (Wing)

Smal (Auta). Continental T/ZC;, Knight fHfang), Mediaeval
(AM). Olympiis (Alpha), Trump Imperial, Trump Mediaeval
(BH, CG, Merg)
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Schoolbook, Cambridge Schoolbookf HfangJ, Century
Medium (IBM), Century Modern, Century Schoolbook
(Auto, BH, Dymo, HC, Itek, Merg), Century Text (Alpha),

Century Textbook (CG). CS (Itek)

StUcin (Auto), ElantefCQ), Electra fAferg)

ITC S«rif Gothic (Alpha, AM, Auto, BH, CG, Dymo,
Merg), Line Gothic fHfang)

Sirias, Airport, Europe, FU (Itek), Futura (Alpha, BH,
CG, HC, Merg), Phoiuia (Auto, Dymo), Spartan fAferg;.

Techno (AM, Auto, Dymo), Tempo, Twentieth Century
UticaCWjng)

Society Text, Wedding Text (AM, BH)
Sophisticate, Basque (CG, Dymo)

ITC Someniw (Alpha, AM, Auto, BH, CG, Dymo, HC,
Merg), Sovran rH6ng), SV (Itek)

Soovenir Gothic (Alpha, CG), Jenny

Sovran (Wing), ITC Souvenir (Alpha, AM, Auto, BH, CG,
Dymo, HC, Merg), SV (Itek)

Spartan (Merg), Airport, Europe, FU (Itek), Futura (Alpha,
BH, CG, HC, Merg), Photura (Auto, Dymo), Sirius, Techno
(AM, Auto, Dymo), Tempo, Twentieth Centura Utica
(Wing)

Spartan (5-5 pt Classified Ad) (Merg), Futura (HC),
Sans 55 Pt. 6 set rCGJ. Techno Book C^M, Z>y»2o;, Utica
Book (Wing)

ST (Itek). Alexandria CHfang;, Cairo (HC), Memphis
(Merg), Pyramid f/BAO, Stymie (Alpha, AM, Auto, BH,
CG, Dymo)

Stationer's Gothic, Banker's Gothic, Bank Gothic (Dymo,
Merg), Commerce Gothic, De Luxe Gothic (HC)

Stylon (Dymo), Vogue

Stymie (Alpha, Auto, BH, CG, Dymo), Alexandria (Wing),
Cairo (HC), Memphis CMerg), Pyramid f/BM), ST (Itek),

(resembles AES Gallatin)

Suave (Wing), AG (Itek), ITC Avant Garde Gothic (Alpha,
AM, Auto, BH, CG. Dymo, HC, Merg), Cadence

SV (IteW, ITC Souvenir (Alpha, AM, Auto, BH, CG, Dymo,
HC, Merg), Sovran (Wing)

Sybil (Auto), Sabon (CG, Merg)

\5S\^A-\{.;^-^

Tanras, Bedford (Auto, Dymo), Gazette, Imperial (HC),
New Bedford (Auto), News No. 4, 8 pt., 8 set (CG)

Techno (AM. Auto. Dymo), Airport, Europe, FU (Itek),

Futura (Alpha, BH. CG. HC. Merg), Photura (Auto. Dymo),
Sirius, Spartan (Merg), Tfempo, TVventieth Century Utica
(Wing)

Techno Book (AM, Dymo), Futura (HC), Sans 55 Pt-.

6 set (CG), Spartan (Merg), Utica Book (Wing)

Tempo, Airport, Evu-ope, FU (Itek), Futura (Alpha, BH,
CG, HC, Merg), Photura (Auto, Dymo), Sirius, Spartan
(Merg), Techno (AM. Auto, Dymo), Twentieth Century
Utica (Wing)

Theme (IBM), Chelmsford (AM, Auto, Dymo), Musica
(Alpha), OP (Itek), Optima (BH, Merg), Optimist (Auto),

Oracle (CG), Orleans (Wing), Ursa, Zenith (HC)

Thompson QniU Script. QS (Itek), Quill (CC^

ITC Tiffany (Alpha, AM, Auto, BH CG, Dymo, Merg),
Jewel (Wing)

Times New Roman (Monotype), English (Alpha), English
Times (CG), London Roman (Wing), Pegasus, Press
Roman (IBM), Tinies Roman (AM, Auto, Dymo, HC,
Merg). TR(Itek)

Times Roman (AM. Auto. Dymo. HC. Merg). English
(Alpha). English Times (CG). London Roman (Wing).

Pegasus, Press Roman (IBM). Times New Roman (BH),

TR (Itek)

Toledo, Alpha Gothic (Alpha). Classified News Medium
(IBM). News Gothic (Alpha. Auto, BH, CG, Dymo, HC,
Wing). Ti-ade Gothic (Merg)

TR (Itek), English (Alpha), English Times (CG), London
Roman (Wing), Pegasus, Press Roman (IBM), Times New
Roman (BH), Times Roman (AM, Auto, Dymo, HC, Merg)

Trade Gothic (Merg), Alpha Gothic (Alpha), Classified

News Medium (IBM). News Gothic (Alpha, Auto, BH, CG,
Dymo, HC, Wing), Toledo

Tramp (Auto), Hobo (BH, Merg)

Tromp Imperial, Continental (HC), Knight (Wing),
Mediaeval (AM), Olympus (Alpha), Saul (Auto), TVump
Mediaeval (BH, CG, Merg)

Tramp Mediaeval (BH, CG, Merg), Continental (HC).

Knight CVMjng), Mediaeval C/IM;), Olympus r^/()/ia;, Saul

(Auto), "D-ump Imperial

IWentieth Centary (Monotype), Airport, Europe, FU (Itek),

Futura (Alpha, BH, CG. HC. Merg), Photura (Auto, Dymo),
Sirius, Spartan (Merg), Techno (AM, Auto, Dymo). Tetnpo,

Utica (Wing)

Typo Roman Shaded, Antique Roman, Roman Stylus

(CG, Dymo)
Typo Script, Original Script (CG)

UN (Itek). Alphavers (Alpha), Aries, Boston (Wing).
Galaxy (HC). Univers (AM. BH. CG. Dymo. IBM. Merg),
Versatile (Alpha)

Uncial (CG). American Uncial (BH)

Unde Bill (BH). Unde Sam Open (CG)

Unde Sam Open (CG). Uncle Bill (BH)

Univers (AM, BH, CG, Dymo. IBM, Merg), Alphavers
(Alpha). Aries, Boston (Wing). Galaxy (HC). UN (Itek),

Versatile (Alpha)

Uranns (Alpha), Ballardvale (Auto, Dymo). Hanover (AM),
Lyra, Mallard (CG), ME (Itek), Medallion (HC), MeUer,
Melior (BH Merg) Ventura (Wing)

Ursa, Chelmsford (AM, Auto, Dymo). Musica (Alpha). OP
(Itek), Optima (BH, Merg), Optimist (Auto), Oracle (CG).
Orleans CHfang), Theme (IBM). Zenith f/fC;

Utica (Wing). Airport, Europe, FU (Itek), Futura (Alpha,

BH CG, HC. Merg), Photura (Auto, Dymo), Sirius, Spartan
(Merg), Techno (AM, Auto. Dymo), Tempo IXventieth

Century

Utica Book (Wing). Futura (HC). Sans 5-5 pt., 6 set (CG).
Spartan (Merg). Techno Book (AM, Dymo)
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\^^*^^

VegafWQ, C]aTO (Alpha). Corvus, Geneva fHdng;, HE
(Itek). Helios (CG). Helvetica (BH. Merg). Megaron (AM),
Newton (Auto, Dymo)
Vela, Aquarius, Corona fMerg), CR (Itek), Crown 64M,
D%-mo), Koronna (Alpha), News No. 3, 9 pt., 8 set (CG),
News No. 5, 5.5 pt.. 6 set (CG), News No. 6, 8 pt., 8 set (CG).
Nimbus f/lufo;, Quincy RoyalC/fCJ

Venetian Script (CG), Lorraine (Dymo), Lucia

Ventura CVMang), Ballardvale f^uto, Z>ymq), Hanover f/4A0

Vidao, CRT Gothic (Merg), Lyra, Mallard fCG;. ME
(Itek), Medallion (HC). MeUer, Melior (BH, Merg),

Uranus (Alpha)

Versatile (Alpha). Alphavers (Alpha), Aries, Boston
(^Ming). Galaxy (HC). UN (Itek), Univers (AM, BH, CG.
Dymo. IBM, Merg)

Vogae, Stylon (Dymo)

\;^^:^^5«^5^\««^^^^^W

ITC Zapf Book (AM, BH, CG, Merg), ZF (Itek)

Zar (Dymo), Ionic No. 5, News No. 10, 10 pt., 9.5 set (CG),
Rex (Merg)

Zemth (HC), Chelmsford (AM. Auto, Dymo), Musica
(Alpha), OP (Itek), Optima (BH, Merg), Optimist (Auto),

Oracle fCQ), Orleans rWjng), Theme (IBM). Ursa

Zenith fHirng), Latinef/luto, £>ymQ), Meridien (BW,
Dymo. Merg)

ZF (Itek). ITC Zapf Book (AM. BH. CG, Merg)

Waltham fDymo;, BS(Itek), EuroGothic Ci4ft)/ia;,

Europa (Wjng), Eurostile (AM, BH, Merg), Eurostyle,

Microstyle (CG)

Wedding Text (AM, BH). Society Text

Weiss (BH. HC. Merg). Edelweiss (Alpha)

Winchester, Cheltenham (Alpha. AM. Auto, BH,
CG. Dymo, Merg). Cheltonian (HC), Gloucester,

Nordhofff/lMto)

Windsor (Auto, BH. CG. Merg). Winslow (Alpha)

Winslow (Alpha), Windsor (Auto, BH, CG, Merg)
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Type Specimens

.
Here are one-line settings of the most popular typefaces.

Throughout the book we have used samples—and thus

names—of faces by many different suppliers. The first listing

of typefaces in this section uses AM Varityper names and
the second listing uses ITC names (see pp. 181-182); the text

samples under Text Type (pp. 146-148) use Compugraphic
names. The Type Cross-Reference (pp. 169-176) will help

you to cross-match names.

Albertus Light

Albertus

Albertus Bold

American Uncial

Aster

Aster Italic

Aster Bold

Bank Gdthic Light

Bank Gothic Medium

Bank Gothic Bold

Baskerville

Baskerville Italic

Baskerville Bold

Baskerville Bold Italic

Bembo

Bembo Italic

Bembo Bold

Bembo Bold Italic

Berner

Berner Italic

Beton Bold Condensed

Bodoni

Bodoni Italic

Bodoni Bold

Bodoni Bold Italic

Euro Bodoni

Euro Bodoni Demi
Euro Bodoni Demi It.

Crcadway
Cable Heavy

Camelot

Camelot Italic

Camelot Bold

Candida

Candida Italic

Candida Demi Bold

Caslon Bold Condensed
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Type Specimens

Caslon No. 471 (^fj^Hm^'triri/ f^tihf

Casio n Italic No. 4J1 Computer

Caslon Antique Cooper Black
Oaslon OpenJare Cooper Black Italic

Century Expanded ©©©[pciff IBIlg}©& ©uattHBijiKg

Century Expanded Italic Copperplate Gothic Lt.

Century Hxpanded Bold Crown
Century Oldstyle Crown Condensed

Century Oldstyle Italic Crown Bold

Century Oldstyle Bold Crown Bold Condensed

Charlemagne Deepdene Bold 1

Charlemagne Bold De Vinne

Chelmsford De Vinne Italic

Chelmsford Italic DeVinne Bold ^
Chelmsford Medium DeVinne Bold Italic

Chelmsford Demi-Bold Oom Casual

Cheltenham Medium Dom Bold

Cheltenham Medium Italic Dominante

Cheltenham Bold Dominante Italic

Cheltenham Bold Italic Dominante Bold

Clarendon Dominante Bold Italic

Clarendon Italic himpira

Clarendon Bold hlmpira Bold
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Engravers Roman
EivoRAVERS Bold
Eurostile

Eurostile Extended
Eurostile Bold

Folio Light

Folio Medium

Folio Medium Condensed

Folio Bold

Franklin Gothic

Franklin Gothic Italic

Franklin Gothic Condensed

Franklin Gothic X Condensed

Futura Light

Futura Book

Fufuro Book Italic

Futura Medium
Futura Demi Bold

Futura Extra Bold

Garamond

Garamond Italic

Garamond Bold

Garamond Bold Italic

Gill Sans

GUI Italic

Gill Bold

Gill Bold Italic

Goudy Catalogue

Goudy Catalogue Italic

Goudy Oldstyle

Goudy Oldstyle Italic

Goudy Bold

Goudy Bold Italic

Janson

Janson Italic

Kennerley Oldstyle

Kennerley Oldstyle Italic

Kennerley Bold

Kennerley Bold Italic

Lectura Roman

Lectura Italic

Lectura Demi Bold

Lydian

Lydian Bold

jCydiuH Cursive

Megaron Light
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Megaron Medium

Megaron Bold

Modern
Modem Italic

News Gothic

News Gothic Condensed

News Gothic Bold

Ne\NS Gothic Bold Italic

Plantin

Plantin Italic

Plantin Bold

Plantin Bold Italic

Rockwell Light

Rockwell Light Italic

Rockwell

Rockwell Italic

Rockwell Bold

Rockwell Bold Italic

Schoolbook

Schoolbook Italic

Schoolbook Bold
Schoolbook Bold Italic

Souvenir

Souvenir Italic

Souvenir Demi Bold

Souvenir Demi Bold Italic

Souvenir Bold

Stymie Medium
Stymie Medium Italic

Stymie Bold

Stymie Bold Condensed

Techno Medium

Techno Medium Italic

Techno Bold

Techno Bold Italic

Techno Extra Bold

Techno Extra Bold Italic

Times Modern

Times Modern Italic

Times Modern Bold

Times Roman

Times Italic

Times Bold

Times Bold Italic

Univers Medium
Univers Medium Italic
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Univers Medium Condensed

Univers Bold

Walbaum

Walbaum Italic

Walbaum Demi Bold

333cbbtng (Ecxt

Windsor Light

Windsor Light Condensed

Windsor

ITC Names

Avant Garde Book

Avant Garde Demi

Avant Garde Bold

Barcelona Book
Barcelona Book Italic

Barcelona Bold

Barcelona Bold Italic

Bouhous Medium

Bouhous Bold

Benguiat Book

Benguiat Book Italic

Benguiat Medium

Benguiat Bold

ITC Berkeley Oldstyle Book

ITC Berkeley Oldstyle Medium

ITC Berkeley Oldstyle Black

Bookman Light

Bookman Medium
Bookman Bold

Caslon #224 Book

Caslon "^224 Book Italic

Century Book

Century Book Italic

Centm-y Bold

Century Bold Italic

ITC Cheltenham Book

ITC Cheltenham Book Italic

ITC Cheltenham Bold

ITC Cheltenham Bold Italic

Clearface Regular

Clearfece Bold

Gushing Book

Gushing Bold

Eras Book

Eras Demi
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ITC Franklin Gothic Book

ITC Franklin Gothic Demi

ITC Franklin Gothic Heavy

Friz Quad rata

Friz Quadrata Bold

Galliard Roman
GalUard Bold

ITC Garamond Light

ITC Garamond Book

ITC Garamond Bold

Isbell Book

Isbell Book Italic

IsbeU Bold

Kabel Book

Kabel Bold

Korinna

Korinna Kursiv

Korinna Extra Bold

Korinna Kursiv Extra Bold

Lubalin Graph Book

Lubalin Graph Book Ohl.

Lubalin Graph Demi

Lubalin Graph Bold

Lubalin Graph Bold Obi.

New Baskerville

New Baskerville Italic

New Baskerville Semi Bold

Novarese Book

Novarese Book Italic

Novarese Bold

Novarese Bold Italic

Serif Gothic

Serif Gothic Heavy

Tiffany Light

Tiffany Demi
Tiffany Heavy
Zapf Book Light

Zapf Book Light Italic

Zapf Book Medium

Zapf Book Medium Italic

ZapfBook Demi

ZapJ Chancery Light

Zapf Chancery Demi

ZapfChancery Bo(d
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Accented characters.

See Accents

Accents, 1-2

acute, 1

angstrom, 1

breve, 1

cedilla, 1

circumflex, 1

diaeresis, 1

"floating" 1, 2

grave, 1

macron, 1

short, 1

tilde, 1

umlaut, 1

use with Cyrillic

alphabet, 37

use with English alphabetic

characters, 2

Acknowledgments page, 14

Acronyms, 22

Acute accent, 1

Advertising

asymmetry in, 144

ligatures in, 85

measurement unit in, 3

type size in, 3

typefaces in, 12, 46

Agate type, 3

Alcuin, 92

Alignment, 4-5, 21.

See also Spacing; Typography
baseline, 4, 5, 11, 89, 163

character, 5

columns, 105, 145

horizontal, 4

initials, 66

leaders, 77

optical, 4, 22, 45

vertical, 4, 29, 145, 161

visual, 5, 22

Alphabet length, 6

Alphabets. See also Pictograph

Caroline, 92

Greek, 91

length, 6

Phoenician, 91

phonetic, 109

Roman, 91

Alphanumerics, 50

Alternate characters.

See Characters

American-British System.

See Point system
Ampersand, 9, 50

Angstrom accent, 1

Apex, 80

Apostrophe, 118, 165

Appendixes, 14

Arabic numerals, 47

Arc, letter elements, 81

Arm, letter elements, 81

Arrows, 10

Ascenders, 11, 21, 126, 153, 154.

See also Descenders
Asterisks, 52

Asymmetry, 143, 144

Avant Garde typeface, 7, 8

Back matter, 14

Bad break, 59

Baker, Arthur, 20

Ball terminal, 82

Bang. See Exclamation point

Bar, letter elements, 81

Barbs, 82, 134

Baseline, 4, 5, 11, 89, 120, 128

Baskerville, John,

typefaces of, 125

Bauer typeface, 154

Bauhaus, school of

design, 130, 131

Beaks, 81, 82, 134

Biform, 12.

See also Uncial letter

Bill, Max, 131

Black letter typefaces, 13,

92, 125, 129

Blake, Garnett&Co., 130

Blake, Stephenson, 125

Bleed (bleeding type), 140, 149

Bodoni, Giambattista,

typefaces of, 125, 154

Bold typefaces, 44, 70, 89, 162

gradations, 162

Book typography. See Typography
Bookman typeface, 7

Borders, 16, 102

Bowl, 80

Boxes, 17, 104, 129

Bracketed characters, 18

Breve accent, 1

British Monotype Corporation, 130

Broadside, 15

Brush style typefaces, 19, 133

Bullets, 17

CPP. See Characters Per Pica (CPP)
California job case, 91

Calligraphy, 20, 70, 132

Cancellarsca style, 68

Cap line, 21

Capital letters. See Caps
Caps, 2, 21, 22, 33, 117, 125, 130,

138, 157. See also Emphasis;
Lowercase letters; Typefaces;

Individual names of

typefaces

accented,

2

in black letter type, 13

and brush typefaces, 19, 133

initial, 65-67, 148

italics, 70

Roman, 91

small, 9, 12, 22, 138

Captions, 10, 105

Carding, 88

Caroline minuscules, 91-92, 125

Carrier sheet, 104

Case fractions.

See En fractions

Caslon, William,

typefaces of, 46, 125, 130

Cathode ray habe (CRT), 40

Cedilla accent, 1

Century Expanded typeface, 46

Century Roman typeface, 125

Chancery script, 20, 68

Chapter opening, 15

Character count, 23.

See also Measurements
table, 6, 35

Character pictures, 140

Characters. See also Sans serif

type; Serifs; Typefaces

accented, 1-2

alignment, 5

alternate, 7-8, 45

ascending, 11

bracketed, 18

closed, 25

descending, 11

escapement value, 1, 117

Greek, 56

inferior, 142

keying, 1

magnetic ink, 93

monospaced, 117

open, 25

pi, 17, 102, 110-111

position, 1

reduced, 2

specialized, 1

standard, 2

subscripts, 142

superscripts, 124, 142

swash, 45

width, 117
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Characters Per Pica (CPP), 6, 24,

35, 36, 98

Charlemagne, 92, 125

Chemical equations, 142

Cicero, 113

Circumflex accent, 1

Clarendon typeface, 18

Classified ads, 3

Closed character, 25.

See also Open character

Colophon, 14, 15

Color printing, 137, 140

Color, typographic, 26

Column rules. See Rule lines

Column space. See Gutter space

Column width. See Line length

Columns, 72, 107, 145

aligning, 105

Comma, 119, 165

Complete bowl, 80

Composing room. 111

Composition, 104

Compositor, 111. See fl/so Typesetting

Compound words, breaks in, 38, 60

Compressed.

See Condensed typefaces

Computer systems, 34, 43, 58, 85,

118, 145

digital, 40

kerning, 74

Condensed typefaces, 27-28

Connected words, breaks in, 38

Contour typesetting, 29, 30

negative, 30

Contrast, 31-32, 126

form, 31

placement, 31

posture, 31

size, 31

strong, 32

structure, 31

weak, 32

weight, 31

width, 31

Copperplate engraving.

See Engraving, copperplate

Copperplate typefaces, 33

Copy blocks. See Paragraphs

Copy preparation, 34

Copyfitting, 23, 35-36

Copyright page, 14

Corona typeface.

See Mergenthaler Legibility

Group
Corsiva style, 68

Counter, letter elements, 80

Crossbar, letter elements, 81

Crotch, letter elements, 80

Cupped serifs, 135

Cursive typeface. See Italics

Curves, 139

Cyril, Saint, 37

Cyrillic alphabet, 37

Dashes, 25, 38-39, 75.

See also Em dash/space;

En dash/space; Hyphenation
ornamental, 129

Decimal fractions, 54

Dedication, in book, 14

Delphin typeface, 12

Density, ink, 163

Descenders, 11, 80, 153, 154.

See also Ascenders
Diaeresis, 1

Didot System. See Point system
Digital type, 40-42

Dingbat, 102

Diodes, light-emitting, 40

Diphthongs, 85

Discretionary hyphen, 60

Display lines, 104

Display material, 103, 121, 139.

See also Advertising

Dots, 75. See also Raster

Drop out, 103, 139

Drop outline, 137

Drop shadow, 137

Duerer, Albrecht, 134

Dummy, 105

Ear, letter elements, 81

Egyptian typeface, 18

Electro-erosion, 40

Elite type, 23, 117

Ellipses, 43

Elzevir, Louis, 92

Em dash/space, 28, 38, 48,

49, 62, 76, 128

3/4 em dash, 38

Em fractions, 54

Emphasis, 44

En dash/space, 38, 48, 62, 76, 145

En fractions, 54

End-of-line breaks, 38

Engraving, copperplate, 33

Escapement, 1, 117

Eusebius, typefaces in, 125

Evocative typography, 45

Excelsior typeface.

See Mergenthaler Legibility

Group
Exclamation point, 118

Expanded, 6, 24, 39, 46

Extended. See Expanded

Fact title page, 14

Fading, 163

Fake fractions, 54

Family, type, 150-151

Figgins, Vmcent, 130

Figure space, 48, 145

Figures, 47, 48

Arabic system, 47

list of in book, 14

Roman system, 47

Film advance, 88

Finial, 82

Fixed spaces. See Spacing
"Floating" accents, 1, 2

Flush alignment, 4, 120

Folio, 15, 105

Fonts, 6, 7, 10, 22, 47, 50-51, 66,

101, 108, 117, 138, 152,

154, 159, 164

machine-oriented, 93

pi, 17, 102, 110-111

Footnotes, 52, 105.

See also Reference marks
numbering, 52, 142

Foreword. See Preface

Format, 53, 106, 147.

See also Markup
Foundry, 111

Fournier, Pierre, 154

Fractions, 54

Fraktur typeface, 13, 130

Franklin, Benjamin, as

printer, 109

French quotes, 121

French spacing, 118

Front matter, 14

Full stop, 119

Functionalism. See Bauhaus,
school of design

Futura typeface, 130

Galley, 55

processing, 163

Garamond type family, 151, 154

German typefaces, 13, 130, 131

Gothic type, 13, 92, 130, 132

Granjon, Robert, 68
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Graphics

elements, 104

newspaper, 99

Grave accent, 1

Greek characters, 56

Grid, 105

Griffo, 68

Grogothic type, 132

Gropius, Walter, 131

Groteskschriften typeface, 130

Grotesque sans serif faces, 130,

131, 132

Gutenberg, as printer, 65, 71, 92,

118, 119

Gutter space, 57

Hair space, 121

Hairline rules, typefaces, 75, 128,

129, 162

Half-point rule, 128, 129

Half-serifs, 134

Half title page, 14

Half-uncial. See Uncial letter

Handset type. See Compositor
Handwriting styles, 91

Hanging hyphenation, 60

Harris Flexibility Group, 98

Heads, subheads, 12, 46

display, 45

running, 15

Height, letter, 1, 166.

See also Spacing; Typography
Hell box. 111

Helverica typefaces, 24, 51, 125,

131, 152, 154, 162

Hieroglyphics. See Pictograph

High-cap mold, 2

Homographs, 58

Horizontal reference line.

See Baseline

Hot metal. See Metal, hot
HyphenaHon, 36, 38, 58, 59-60, 106,

107, 122, 123

discreHonary, 60

Ideal typeface.

See Harris Flexibility Group
Ideogram, 61

Ideograph, 61

Illustrations, 134.

See also Pictograph; Symbols
line, 104

list of in book, 14

Image area, 105

IndenHon, 29, 62, 63, 117.

See also Paragraphs
hanging, 63

Index, 14

Inferior characters.

See Characters; Subscripts

Initials, 65-67, 117, 138

alignment, 66

decorative, 65

drop cap, 65

raised, 65, 67

stickup, 65, 67

sunken, 65

Inline, 64

Intercharacter spacing, 147

International Typeface

Corporation (ITC), 20

Intertype Flexibility Group.
See Harris Flexibility Group

Introduction, in book, 14

Ionic typeface.

See Mergenthaler
Legibility Group

Italian hand typeface, 68

Italics, 20, 34, 44, 50, 58,

68-70, 91

matching, 68

oblique, 68-70

slants, 69

sympathetic, 68

unrelated, 68

Jenson, Nicolaus, 125

Justification. See Margins;

Ragged margins

Kerning, 26, 38, 43, 73-74, 84,

101, 165

topographic, 73

Keyboarding, 34

Keying, 1

escapement, 1

output device, 1, 2

Keylining, 104

Lanston, Tolbert, 158, 159

Layouts, 103, 143-144

Lead-in, bold, 163

Leaders, 75-77

dash, 75

leader-aligning, 75

newspaper, 75

period, 77

radial, 75

regular, 75

in tables, 76

thin, 75

universal, 75

Leading, 88, 89, 146

minus, 88, 89

Legibility, 78-79, 83, 86, 87,

107, 147

Lens machines, 156

Letter elements, 80-82

apex, 80

arc, 81

arm, 81

bar, 81

barb, 82, 134

beak, 81, 82, 134

complete bowl, 80

counter, 80

crossbar, 81

crotch, 80

ear, 81

finial, 82

loop, 80

modified bowl, 80

spine, 81

stem, 81

swash, 82

tail, 81

terminals, 82

vortex, 80

Letterforms, 78

Letterspacing, 6, 26, 35, 36, 74,

83-84, 164.

See also Kerning
negative, 74, 84, 136, 147

positive, 83

selective, 83

word, 83

Libra uncial typeface, 157

Ligature, 45, 85.

See also Ampersand
Line length, 35, 79, 86-87, 147

Line measure. See Line length

Line short/line long, 15

Line spacing. See Spacing
Line termination, 25

Line width, 28, 86, 128.

See also Measurements;
Spacing

Linecaster, 75, 88, 155

Liners. See Classified ads
Lining figures, 47

Linotype, 71, 154

Live matter area, 105

Logo, 90. See also Pi fonts

Logo type. See Logo
Loop, letter element, 80
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Lowercase letters, 6, 9, 12, 22,

41, 86, 91-92, 100, 164.

See also Caps; Letter

elements; Typefaces

Macron, 1

Magnetic ink characters/OCR, 93

Magnetography, 40

Majuscule letter, 91

Makeup, 104

Manhattan typeface, 46

Manutius, Aldus, 68, 118, 125

Margins. See also Ragged margins
justified, 36, 38, 57, 59,

71-72, 119, 147, 164

right, 26

unjustified, 36, 57, 59,

71-72, 147

Markup, 163. See also Format
Mass, evaluating in typefaces.

See Characters Per Pica (CPP)
Master image, 152

Master sizes, range of, 155, 156

Masthead, 99

Math symbols. See Symbols
Maximum word space, 164

Measure. See Line length

Measurements. See also Point

system; Typefaces

alphabet length, 6

type size, 3

Mechanical, camera-ready, 104

Mediaan System. See Point system
Mergenthaler Legibility Group, 98

Metal, hot, 2, 27, 45, 50, 55, 75,

88, 89, 138, 154, 156

limitation, 2

Minimum word space, 164

Modern Roman typefaces, 18, 126

Modified bowl, 80

Monograms, caps in, 19

Monospaced characters, 117

Monotype, 131, 154, 158

Morel, of Paris, 121

Nameplates, newspaper, 99
Narrow. See Condensed typefaces

Negative letterspacing, 74, 84, 136,

147. See also Kerning
NegaHve space, 83
New typography.

See Swiss typography
The New Typography

(Tschichold), 131

Newspaper typography, 98-99, 129

Novelty typefaces, 45

serifs, 135

Numbering, of book pages, 14, 15,

76. See also Pagination

Numerals. See Figures

Oblique typeface. See Italics

Octavo, 15

Old English typeface, 13

Old Roman typefaces, 11, 18, 21, 126

Olympus typeface.

See Mergenthaler Legibility

Group
One-point rule, 128

Open character, 25.

See also Closed character

Operator control, 152

Optical alignment, 4, 5

Optical character recognition

(OCR), 93

EBB characters, 93

Optical spacing. See Kerning;

Letterspacing; Spacing
Opticon typeface.

See Mergenthaler Legibility

Group
Optima typeface, 41

Optimum word space, 164

Ornament, 102

Orphan, 15, 107

Outline typefaces, 22, 103

Output device. See Keying
Outputting, 152

Overlapping. See Letterspacing

Page building blocks, 104-105

Page makeup. See Makeup
Page numbers. See Folio; Pagination

Page, parts of, 104-105

Pages, book, 15

Pagination, 104-105.

See also Numbering, of

book pages
Palatino, 20

Paper, folding and printing, 15

Paragon typeface.

See Mergenthaler Legibility

Group
Paragraphs, 106-107.

See also Indention

symbol, 106, 124

text type, 146, 148

Paste-up, 104

Peignot typeface, 12

Pel, 40

Percent symbol, 108

Period, 77, 118, 119, 165

Perspective, 139

Phonetics, 109

Photographs, 105

Photolettering, 155

Photomatrix, 155, 156

Phototextsetting, 155

Phototype, 154

Phototypesetring, 155, 159, 162

Pi fonts, 110-111.

See also Fonts; Logo
Pica point, 153

Pica type, 23, 117

Picas, 24, 29, 77, 128, 154.

See also Measurements;
Point system; Typefaces

Pictograph, 112

Picture element, 40
Piece fractions, 54

Pixel, 40
Placement, 120

Plantin, Christophe, 68

Platemaking, 33

Point measurement.
See Size of type

Point size. See Typefaces

Point system, 113, 153, 154.

See also Unit system
American-British System, 113

Didot System, 113, 153, 154

Mediaan System, 113

Positive letterspacing, 83

Preface, 14

Printer's devil. 111

Printout, 104

Processing, 152

Program form, digital type, 42

Proof marks, 114-116

Proofs, 55

Proportional width, 117

PunctuaHon marks, 50, 118-119,

145. See also Hyphenation;
Proof marks

hanging, 119

Quad center lock, 120

Quad lock, 120

Quadding, 120, 122, 145, 165

Quarto, 15

Question mark, 119

Quotarion marks. See Quotes
Quotes, 34, 118, 119, 121, 165
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Ragged margins, 122-123, 165.

See also Margins

hard, 123

soft, 123

Ragged text. See Margins

Raster, 40, 156

Readabilitv'. See Legibility

Recto page, 14, 15

Reference marks, 124

Reference material, 52

Regal t\-peface.

See Harris Flexibility

Group
Renaissance scripts, 20

Renner, Paul, 130

Repro proofs, 55

Resolution, measure of, 41

Reverse printing, 129

Reverse t\'pe, 139

Rex t^-peface.

See Harris Flexibility

Group
Rivers, 26, 72, 165

Roman hands
Caroline minuscules, 91-92, 125

Everyday Hand, 92

Roman Cursive, 92

Rustic Capitals, 92

Square Capitals, 92

Roman typefaces, 125-127, 129.

See also Modem Roman
typefaces; Old Roman
t\'pefaces; Transitional

Roman t\'p>efaces

Round serifs, 135

Rule lines, 3, 104, 123,

128-129, 145

Run-around. See Contour typesetting

Run-length of coding, 40

Running foot, 15

Running head, 15

Rustica, 91

Saccadysaccadic jumps, 78

Sans serif t^-pe, 13, 69, 83, 89,

125, 130-132, 141.

See also Serifs

Scanner, 93

Screamer, 118

Screens, 139

Scribes, medieval, 13, 33, 71,

91, 134

Script tv-peface, 19, 133

Section mark, in legal work, 124

Semicolon, 118, 119

Serifs, 18, 33, 78, 81, 82, 83, 91,

125, 134-135. See also Sans serif

tv'pe; Names of individual

typefaces

cupped, 135

hairline, 135

novelty, 135

round, 135

slab, 18, 135

square, 18, 135

Set width, 136

Setting, vertical, 161

Shaded t\'peface, 137

"Shape" typesetting, 29

Short accent, 1

Shuckers, J. W., 71

Single quotes, 119

16-mo fold, 15

Size of type, 3, 4, 17, 27, 28, 33,

35, 49, 77, 86, 136, 146,

153-156

Sizing, electronic, 46

Slab serifs, 18, 135

Slant, italics, 69

Slash, 119

Slug, 88, 89, l>i

SmaU caps, 9, 12, 22, 138.

See also Caps
Solid, line spacing, 88

SoUdus, 118

Spacing, 8, 22, 27, 45, 46, 85, 136.

See also Alignment; Ellipses;

Kerning; Leading;

Punctuation marks
fixed, 48-49

French, 118

hair, 121

intercharacter, 147

letter, 6, 26, 35, 36, 83-84

line, 88-89, 106, 148

ophcal, 45, 100-101

optical volume, 100

thin, 48, 121, 124, 145

word, 26, 78, 79, 83, 106,

16i-165

Special effects, with tv-pe, 139-140

Speed-reading, 78

Spencerian typefaces, 133

Spine, letter element, 81

Spire-Gothic tv-peface, 13

Square serifs, 18, 135

Squares. See Boxes

Stack fractions. See En fractions

Stacking, vertical, 161

Staggering, 29

Stem, letter element, 81

D. Stemple AG (foundry), 130

Stickup iiutial, 65, 67

Stress

diagonal, 126, 141

vertical, 126, 127, 141

Stripping, 104

Stroke. See Letter elements

Subheads. See Heads, subheads

Subscripts, 142

Superior characters.

See Characters

Superscript numbers, 124, 142

Superscripts, 142

Swash characters, 82.

See also Characters

Swiss tvpographv, 131

SyUables, 38

Symbols. See also Logo; Ornament;
Proof marks; Reference

marks
math, 94-97, 110, 142

monetary, 110

paragraph, 106, 124

percent, 108

pictograph, 112

Symmetry, 143, 144

Table of contents, 14

Tabular material, 105, 145

Tail, letter elements, 81

Terminals, letter elements, 82

Text blocks, 104

Text pages, 14

Text type. See Type
Textura tvpeface, 13, 92

Thin space, 48, 121, 124, 145

Third-generation devices, 40

32-mo fold, 15

lliorowgood, William, 130

rUde, 1

Times Roman typeface, 125

Title page, 14

Trajan column,
letter shaf)es on, 125, 126

Transitional Roman
n-pefaces, 18, 127

Trap,' 149

True-cut small caps, 138

Tschichold, Jan, 131

The New Typography, 131

Tvpe. See also T\'pefaces
'
digital, 40-42'

family, 150-151

series, 152

special effects, 139-140

text, 146-148

widths, 158-160
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Type family. Sec Type
Type series. See Type
Type size. See Typefaces

Typecase, 91, 92

California, 91

Typefaces. See also Characters;

Sans serif type; Serifs;

Spacing; Names of

individual typefaces

agate, 3

alignment, 4-5, 11

biform, 12

black letter, 13, 92

bold, 44

character count, 6

condensed, 6, 24, 27-28, 39

designers of, 20, 100

expanded, 6, 24, 39, 46

families, 150-151, 152

tonts, 6, 7, 10, 22, 47, 50-51,

66, 93, 101, 102, 108,

110-111, 117, 138, 152, 154,

159, 164

height, 1, 166

monospaced, 117

names of, 6, 7, 8, 11, 12, 13,

18, 19, 21, 24, 33, 41, 45,

46, 51, 64, 68-70, 92, 98,

125-127, 129, 130-132, 133,

154, 157, 162

newspaper, 98

novelty, 45

outline, 103

script, 133

shaded, 137

sizes, 3, 4, 17, 27, 28, 33, 35,

49, 77, 86, 136, 146,

153-156

style, 1, 4

in text, 146

weight, 1, 162-163

TypesctHng, 1, 34, 104, 121, 128.

See also Fonts; Typefaces;

Typography
computer, 25

contour, 29, 30

digital, 27, 40-42, 46, 128, 136,

138, 156

machines, 6

metal, 33, 73, 88, 90, 152

proof marks, 114-116

trap, 149

vertical, 161

Typewriter faces, 117

Typography, 3, 7, 10, 138.

See also Line length;

Pagination; Point system;

Sans serif type; Serifs;

Spacing
book, 14-15, 85

and borders, 16

and boxes, 17

and bullets, 17

color, 140

contrast, 31-32

evocative, 45

format, 53

magazine, 17

newspaper, 98-99

placement, 120

Umlaut, 1

Uncial letter, 91, 125, 157

Underlining, 34, 70, 128

Unit system, 158-160

Univers Bold typeface, 162

Universal negative letterspacing, 74

Vectors, 40

Verso page, 15

Vertical setting. See Alignment
Vertical spacing.

See Alignment; Leading
Visual alignment, 5

Vortex, 80

Weight, typeface, 1, 162-163

White space reduction (WSR), 36, 84

White space, use of in text, 148

Wide typefaces. See Expanded
Widow, 15, 26, 107

Width. See also Letterspacing;

Measurements; Spacing
proportional, 117

set, 136

Wood type, 45

Word pictures, 140

Word processing, 34, 145

Word space. See Spacing
Word spacing rules, 165

Wrap-around.
See Contour typesetring

Wrong font, 50

x-height, 17, 89, 98, 138, 154, 166

Zapf Chancery, 20

Zapf, Hermann, 20

Zero, 167

Zoom-lens machines, 156
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If you buy type . . .

Specify type . . .

Or set type . . .

you have to know type to gCT: good results.

T^Encyclopedia
The TypEncyclopedia is your desktop quick-reference guide to

better typography—the kind of typography that says, "This

was produced by someone who knows."

This visual dictionary of typography gives you practical facts

of type and typographic features in an alphabetic arrangement
of keyword topics profusely illustrated with more than one
hundred diagrams and examples. The detailed nitty-gritty

discussions emphasize good versus poor typographic practice,

with enriching insights that show why and how our

typographic standards came to be. The TypEncyclopedia also

includes a cross-listing of current typeface names from various

manufacturers, linked to equivalent designs from other

manufacturers. A full index of today's typographic terminology

permits fast look-up of definitions and discussions. All of

these features make The TypEncyclopedia a primary reference

tool no matter how you work with and enjoy the visual images

of type.

About the Author Frank J. Romano is one of the most respected authorities on
type and typesetting. He has been a leading composition

systems consultant, has spoken to hundreds of groups in all

fields concerned with typesetting, has served in various official

capacities for a number of leading trade and industry

associations, and has written for virtually every important

publication in the printing and publishing fields. He is also co-

publisher of TypeWorld, the newspaper of the typesetting

community.
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