Typography is what language looks like.
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HOOD'S LATEST.

n.l.p::&:tfn_'gm
Hoods Sarsaparilis

HOOD'S TOOTH POWDER WHITENS AND BEAUTIFIES THE TEETH, SWEETENS
THE BREATH, AND HARDENS THE GUME. ORLY TWENTT FIYE CENTS A DOTTLE.

HOOD’S SARSAPARILLA Advertisement, lithograph, 1884.
Reproduced at actual size. A woman'’s healthy face bursts through a
sheet of text, her bright complexion proving the product’s efficacy better
than any written claim. Both text and image were drawn by hand,
reproduced via color lithography.
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Worried? See page 81

Since the first edition of Thinking with Type appeared in 2004, this book has
been widely adopted in design programs around the world. Whenever a
young designer hands me a battered copy of Thinking with Type to sign at a
lecture or event, I am warmed with joy from serif to stem. Those scuffed
covers and dinged corners are evidence that typography is thriving in the
hands and minds of the next generation.

I've put on some weight since 2004, and so has this book. For the new
edition, I decided to let out the seams and give the content more room to
breathe. If you—like most graphic designers—like to sweat the little stuff,
you'll find a lot to love, honor, and worry about in the pages that follow.
Finicky matters such as kerning, small capitals, non-lining numerals,
punctuation, alignment, and baseline grids that were touched on briefly in
the first edition are developed here in more detail, along with new topics that
were previously omitted, such as how to style a drop capital, what you need
to know about optical sizes, and when to say “typeface” instead of “font” at
your next AIGA wine-and-carrot-stick party. This new book has more of
everything: more fonts, more exercises, more examples, a more bodacious
index, and best of all, more type crimes—more disgraceful “don’ts” to
complement the dignified “do’s.”

I was inspired to write the first edition of this book while searching for a
textbook for my own type classes, which I have been teaching at Maryland
Institute College of Art (MICA) since 1997. Some books on typography focus
on the classical page; others are vast and encyclopedic, overflowing with facts
and details. Some rely heavily on illustrations of their authors’ own work,
providing narrow views of a diverse practice, while others are chatty and
dumbed down, presented in a condescending tone.

I sought a book that is serene and intelligible, a volume where design and
text gently collaborate to enhance understanding. I sought a work that is
small and compact, economical yet well constructed—a handbook designed
for the hands. I sought a book that reflects the diversity of typographic life,
past and present, exposing my students to history, theory, and ideas. Finally,
I sought a book that would be relevant across the media of visual design,
from the printed page to the glowing screen.

I found no alternative but to write the book myself.
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Thinking with Type is assembled in three sections: LETTER, TEXT, and GRID,
building from the basic atom of the letterform to the organization of words
into coherent bodies and flexible systems. Each section opens with a
narrative essay about the cultural and theoretical issues that fuel typographic
design across a range of media. The demonstration pages that follow each
essay show not just how typography is structured, but why, asserting the
functional and cultural basis for design habits and conventions. Throughout
the book, examples of design practice demonstrate the elasticity of the
typographic system, whose rules can (nearly) all be broken.

The first section, LETTER, reveals how early typefaces referred to
the body, emulating the work of the hand. The abstractions of neoclassicism
bred the strange progeny of nineteenth-century commercial typography.

In the twentieth century, avant-garde artists and designers explored the
alphabet as a theoretical system. With the rise of digital design tools,
typography revived its connections with the body.

The second section, TExT, considers the massing of letters into larger
bodies. Text is a field or texture whose grain, color, density, and silhouette
can be endlessly adjusted. Technology has shaped the design of typographic
space, from the concrete physicality of metal type to the flexibility—and
constraints—offered by digital media. Text has evolved from a closed, stable
body to a fluid and open ecology.

The third section, GRriD, looks at spatial organization. In the early twentieth
century, Dada and Futurist artists attacked the rectilinear constraints of metal
type and exposed the mechanical grid of letterpress. Swiss designers in the
1940s and 1950s created design’s first total methodology by rationalizing the
grid. Their work, which introduced programmatic thinking to a field
governed by taste and convention, remains profoundly relevant to the
systematic thinking required when designing for multimedia.

This book is about thinking with typography—in the end, the emphasis
falls on with. Typography is a tool for doing things with: shaping content,
giving language a physical body, enabling the social flow of messages.
Typography is an ongoing tradition that connects you with other designers,
past and future. Type is with you everywhere you go—the street, the mall, the
web, your apartment. This book aims to speak to, and with, all the readers
and writers, designers and producers, teachers and students, whose work
engages the ordered yet unpredictable life of the visible word.

8 | THINKING WITH TYPE



As a designer, writer, and visual thinker, I am indebted to my teachers at the
Cooper Union, where I studied art and design from 1981 to 1985. Back then,
the design world was neatly divided between a Swiss-inflected modernism
and an idea-based approach rooted in American advertising and illustration.
My teachers, including George Sadek, William Bevington, and James Craig,
staked out a place between those worlds, allowing the modernist fascination
with abstract systems to collide with the strange, the poetic, and the popular.

The title of this book, Thinking with Type, is an homage to James Craig’s
primer Designing with Type, the utilitarian classic that was our textbook at the
Cooper Union. If that book was a handyman’s manual to basic typography,
this one is a naturalist’s field guide, approaching type as a phenomenon that
is more evolutionary than mechanical. What I really learned from my
teachers was not rules and facts but how to think: how to use visual and
verbal language to develop ideas. For me, discovering typography was like
finding the bridge that connects art and language.

To write my own book for the twenty-first century, I decided to educate
myself again. In 2003 I enrolled in the Doctorate in Communications
Design program at the University of Baltimore and completed my degree in
2008. There I worked with Stuart Moulthrop and Nancy Kaplan, world-class
scholars, critics, and designers of networked media and digital interfaces.
Their influence is seen throughout this book.

My colleagues at MICA have built a distinctive design culture at the
school; special thanks go to Ray Allen, Fred Lazarus, Guna Nadarajan,
Brockett Horne, Jennifer Cole Phillips, and all my students.

The editor of Thinking with Type’s first edition, Mark Lamster, remains
one of my most respected colleagues. The editor of the second edition,
Nicola Bednarek, helped me balance and refine the expanded content. I
thank Kevin Lippert, publisher at Princeton Architectural Press, for many,
many years of support. Numerous designers and scholars helped me along
the way, including Peter Bilak, Matteo Bologna, Vivian Folkenflik, Jonathan
Hoefler, Eric Karnes, Elke Gasselseder, Hans Lijklema, William Noel, and
Jeffrey Zeldman, as well as all the other designers who shared their work.

I learn something every day from my children, Jay and Ruby, and from my
parents, my twin sister, and the amazing Miller family. My friends—]Jennifer
Tobias, Edward Bottone, Claudia Matzko, and Joy Hayes—sustain my life.
My husband, Abbott Miller, is the greatest designer I know, and I am proud
to include his work in this volume.
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TYFPE, SPACES, AND LEADS
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TYPE, SPACES, AND LEADS
Diagram, 1917. Author:
Frank S. Henry. In a
letterpress printing shop,
gridded cases hold fonts of type
and spacing material. Capital
letters are stored in a drawer
above the minuscule letters.
Hence the terms “uppercase”
and “lowercase” are derived
from the physical space of the
print shop.



JOHANNES
GUTENBERG
Printed text,

1456.
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THIS IS NOT A BOOK ABOUT FONTS. It is a book about how to use them.
Typefaces are an essential resource employed by graphic designers, just as
glass, stone, steel, and other materials are employed by architects. Graphic
designers sometimes create their own typefaces and custom lettering. More
commonly, however, they tap the vast library of existing typefaces, choosing
and combining them in response to a particular audience or situation. To
do this with wit and wisdom requires knowledge of how—and why—
letterforms have evolved.

Words originated as gestures of the body. The first typefaces were directly
modeled on the forms of calligraphy. Typefaces, however, are not bodily
gestures—they are manufactured images designed for infinite repetition.
The history of typography reflects a continual tension between the hand and
the machine, the organic and the geometric, the human body and the
abstract system. These tensions, which marked the birth of printed letters
over five hundred year ago, continue to energize typography today.

Movable type, invented by Johannes Gutenberg in Germany in the early
fifteenth century, revolutionized writing in the West. Whereas scribes had
previously manufactured books and documents by hand, printing with type
allowed for mass production: large quantities of letters could be cast from a
mold and assembled into “forms.” After the pages were proofed, corrected,
and printed, the letters were put away in gridded cases for reuse.

Movable type had been employed earlier in China but had proven less
useful there. Whereas the Chinese writing system contains tens of
thousands of distinct characters, the Latin alphabet translates the sounds of
speech into a small set of marks, making it well-suited to mechanization.
Gutenberg’s famous Bible took the handmade manuscript as its model.
Emulating the dense, dark handwriting known as “blackletter,” he
reproduced its erratic texture by creating variations of each letter as well
as numerous ligatures (characters that combine two or more letters into
a single form).

This chapter extends and revises “Laws of the Letter,” Ellen
Lupton and J. Abbott Miller, Design Writing Research: Writing
on Graphic Design (New York: Kiosk, 1996; London: Phaidon,

1999), 53-61.
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NICOLAS JENSON
learned to print in
Mainz, the German
birthplace of typography,
before establishing his
own printing press in
Venice around 1465. His
letters have strong vertical
stems, and the transition
from thick to thin
emulates the path of a
broad-nibbed pen.

CENTAUR, designed from
1912 to 1914 by Bruce
Rogers, is a revival of

Jenson’s type that
emphasizes its ribbonlike
stroke.

RUIT was designed in the
1990s by the Dutch
typographer, teacher, and
theorist Gerrit Noordzij.
This digitally constructed
font captures the
dynamic, three-
dimensional quality of
fifteenth-century roman

BIOGRAPHY OF A HUMANIST TYPEFACE
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typefaces as well as their gothic (rather than humanist) origins. As SCALA was introduced in 1991 by the

Noordzij explains, Jenson “adapted the German letters to Italian fashion Dutch typographer Martin Majoor. Although

(somewhat rounder, somewhat lighter), and thus created roman type.” this thoroughly contemporary typeface has

I4 | THINKING WITH TYPE

geometric serifs and rational, almost modular

forms, it reflects the calligraphic origins of
type, as seen in letters such as a.

GOLDEN TYPE
was created by the
English design
reformer William
Morris in 189o0.
He sought to
recapture the dark
and solemn
density of Jenson’s

pages.

ADOBE JENSON
was designed in
1995 by Robert
Slimbach, who
reconceives
historical type-
faces for digital
use. Adobe Jenson
is less mannered
and decorative
than Centaur.
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FRANCESCO

GRIFFO

designed roman

and italic types

for Aldus

Manutius. The

roman and italic

were conceived as
separate typefaces.

JEAN JANNON created
roman and italic types for
the Imprimerie Royale,
Paris, 1642, that are
coordinated into a larger
type family.

HUMANISM AND THE BODY

In fifteenth-century Italy, humanist writers and scholars rejected gothic
scripts in favor of the lettera antica, a classical mode of handwriting with
wider, more open forms. The preference for lettera antica was part of

the Renaissance (rebirth) of classical art and literature. Nicolas Jenson,

a Frenchman who had learned to print in Germany, established an
influential printing firm in Venice around 1469. His typefaces merged the
gothic traditions he had known in France and Germany with the Italian
taste for rounder, lighter forms. They are considered among the first—and
finest—roman typefaces.

Many typefaces we use today, including Garamond, Bembo, Palatino,
and Jenson, are named for printers who worked in the fifteenth and
sixteenth centuries. These typefaces are generally known as “humanist.”
Contemporary revivals of historical typefaces are designed to conform with
modern technologies and current demands for sharpness and uniformity.
Each revival responds to—or reacts against—the production methods,
printing styles, and artistic habits of its own time. Some revivals are based
on metal types, punches (steel prototypes), or drawings that still exist; most
rely solely on printed specimens.

Italic letters, also introduced in fifteenth-century Italy, were modeled on a
more casual style of handwriting. While the upright humanist scripts
appeared in expensively produced books, the cursive form thrived in the
cheaper writing shops, where it could be written more rapidly than the
carefully formed lettera antica. Aldus Manutius, a Venetian printer,
publisher, and scholar, used italic typefaces in his internationally distributed
series of small, inexpensive printed books. For calligraphers, the italic form
was economical because it saved time, while in printing, the cursive form
saved space. Aldus Manutius often paired cursive letters with roman
capitals; the two styles still were considered fundamentally distinct.

In the sixteenth century, printers began integrating roman and italic
forms into type families with matching weights and x-heights (the height of
the main body of the lowercase letter). Today, the italic style in most fonts is
not simply a slanted version of the roman; it incorporates the curves, angles,
and narrower proportions associated with cursive forms.
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GEOFROY TORY argued that
letters should reflect the ideal
human body. Regarding the
letter A, he wrote: “the cross-
stroke covers the man’s organ
of generation, to signify that
Modesty and Chastity are
required, before all else, in those
who seek acquaintance with
well-shaped letters.”

WILLIAM CASLON produced
typefaces in eighteenth-century
England with crisp, upright
characters that appear, as
Robert Bringhurst has written,
“more modelled and less written
than Renaissance forms.”

S

BANISHING THE BODY FROM TYPOGRAPHY

LOUIS SIMONNEAU designed
model letterforms for the printing
press of Louis XIV. Instructed by
a royal committee, Simonneau
designed his letters on a finely
meshed grid. A royal typeface
(romain du roi) was then
created by Philippe Grandjean,
based on Simonneau’s

engravings.

By WILLIAM CASLON, Letter-Founder, in Chifwell-St
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By YOHN BASKERVILLE of Birmingham,

I»Am indebted to you for two i Zo mean well to the Intereft of my
Letters dated from Corcyra. Country and {0 approve that meaning
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JOHN BASKERVILLE was a printer working in England in the 1750s
and 1760s. He aimed to surpass Caslon by creating sharply detailed
letters with more vivid contrast between thick and thin elements.
Whereas Caslon’s letters were widely used during his own time,
Baskerville’s work was denounced by many of his contemporaries as
amateur and extremist.

GIAMBATTISTA BODONI
created letters at the close of
AU S T E R L I T I the eighteenth century that
= exhibit abrupt, unmodulated
contrast between thick and
thin elements, and razor-thin
R E L A T A M A G A_ L L serifs unsupported by curved
brackets. Similar typefaces were
designed in the same period by
Frangois-Ambroise Didot
D U C E (1784) in France and Justus
Erich Walbaum (1800) in
Germany.
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GEORGE BICKHAM, 1743.
Samples of “Roman Print”
and “Italian Hand.”

This accusation was reported
to Baskerville in a letter from
his admirer Benjamin
Franklin. For the full letter,
see F. E. Pardoe, John
Baskerville of Birmingham:
Letter-Founder and Printer
(London: Frederick Muller
Limited, 1975), 68.

See also Robert Bringhurst,
The Elements of Typographic
Style (Vancouver: Hartley and
Marks, 1992, 1997).

ENLIGHTENMENT AND ABSTRACTION

Renaissance artists sought standards of proportion in the idealized human
body. The French designer and typographer Geofroy Tory published a series
of diagrams in 1529 that linked the anatomy of letters to the anatomy of
man. A new approach—distanced from the body—would unfold in the age
of scientific and philosophical Enlightenment.

A committee appointed by Louis XIV in France in 1693 set out to
construct roman letters against a finely meshed grid. Whereas Tory’s
diagrams were produced as woodcuts, the gridded depictions of the romain
du roi (king’s alphabet) were engraved, made by incising a copper plate with
a tool called a graver. The lead typefaces derived from these large-scale
diagrams reflect the linear character of engraving as well as the scientific
attitude of the king’s committee.

Engraved letters—whose fluid lines are unconstrained by the letterpress’s
mechanical grid—offered an apt medium for formal lettering. Engraved
reproductions of penmanship disseminated the work of the great eighteenth-
century writing masters. Books such as George Bickham’s The Universal
Penman (1743) featured roman letters—each engraved as a unique
character—as well as lavishly curved scripts.

Eighteenth-century typography was influenced by new styles of
handwriting and their engraved reproductions. Printers such as William
Caslon in the r720s and John Baskerville in the 17505 abandoned the rigid
nib of humanism for the flexible steel pen and the pointed quill, writing
instruments that rendered a fluid, swelling path. Baskerville, himself a
master calligrapher, would have admired the thinly sculpted lines that
appeared in the engraved writing books. He created typefaces of such
sharpness and contrast that contemporaries accused him of “blinding all the
Readers in the Nation; for the strokes of your letters, being too thin and
narrow, hurt the Eye.” To heighten the startling precision of his pages,
Baskerville made his own inks and hot-pressed his pages after printing.

At the turn of the nineteenth century, Giambattista Bodoni in Italy and
Firmin Didot in France carried Baskerville’s severe vocabulary to new
extremes. Their typefaces—which have a wholly vertical axis, sharp contrast
between thick and thin, and crisp, waferlike serifs—were the gateway to an
explosive vision of typography unhinged from calligraphy.

The romain du roi was designed not by a typographer but by a government committee
consisting of two priests, an accountant, and an engineer. —ROBERT BRINGHURST, 1992

LETTER | Iy



BLINDING ALL THE READERS IN THE NATION

PVIRGILII MARONIS

BUCOLICA

ECLOGA 1. cui nomen TITYRUS.

MeLisoevus, TIiTYRUS.

ITYRE, tu patule recubans fub tegmine fagi
Silveltrem tenui Mufam meditaris avena:
Nos patriz fines, et dulcia linquimus arva;
Nos patriam fugimus: tu, Tityre, lentus in umbra
5 Formofam refonare doces Amaryllida filvas.

7. O Melibeee, Deus nobis hec otia fecit:
Namque erit ille mihi femper Deus: illius aram
Sepe tener noflris ab ovilibus imbuet agnus.
1lle meas errare boves, ut cernis, et ipfum

10 Ludere, que vellem, calamo permilfit agrefti,

M. Non equidem invideo; miror magis: undique totis
Ufque adeo turbatur agris. en iple capellas
Protenus zger ago: hanc etiam vix, Tityre, duco:

Hic inter denfas corylos modo namque gemellos,

15 Spem gregis, ah! filice in nuda connixa reliquit,
Szpe malum hoc nobis, fi mens non leva fuilfet,

De ceelo taftas memini preedicere quercus:
Szpe finiftra cava praedixit ab ilice cornix.
Sed tamen, ifte Deus qui fit, da, Tityre, nobis.

20 7. Urbem, quam dicunt Romam, Melibcee, putavi
Stultus ego huic noftre fimilem, quo fape folemus
Paftores ovium teneros depellere feetus.

Sic canibus catulos fimiles, fic matribus heedos
A Noram;
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VIRGIL (LEFT) Book page,
1757. Printed by John
Baskerville. The typefaces
created by Baskerville in the
eighteenth century were
remarkable—even shocking—
in their day for their sharp,
upright forms and stark contrast
between thick and thin
elements. In addition to a
roman text face, this page
utilizes italic capitals, large-
scale capitals (generously
letterspaced), small capitals
(scaled to coordinate with
lowercase text), and non-lining
or old-style numerals (designed
with ascenders, descenders, and
a small body height to work
with lowercase characters).

RACINE (RIGHT) Book page,
180o1. Printed by Firmin
Didot. The typefaces cut by the
Didot family in France were
even more abstract and severe
than those of Baskerville, with
slablike, unbracketed serifs and
a stark contrast from thick to
thin. Nineteenth-century
printers and typographers called
these glittering typefaces
“modern.”

Both pages reproduced

from William Dana Orcutt,
In Quest of the Perfect Book
(New York: Little, Brown and
Company, 1926); margins are
not accurate.

ILA THEBAIDE,

oU

LES FRERES ENNEMIS,

TRAGEDIE.

ACTE PREMIER

SCENE L
JOCASTE, OLYMPE.

JOCASTE.
I s sont sortis, Olympe? Ah! mortelles douleurs!
Qu'un moment de repos me va couter de pleurs!
Mes yeux depuis six mois étoient ouverts aux larmes,
Et le sommeil les ferme en de telles alarmes!
Puisse plutdt la mort les fermer pour jamais,
Et m'empécher de voir le plus noir des forfaits!
Mais en sont-ils aux mains?
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GIGANTIC, WRATHFUL TYPES

It follows of courle, that writers ﬂfFrﬂltini' 'I"Ii.'" 13- _
Ame lengeh, dhan g

5
i

be charged higher fora work of the
authors ; on account of the extraordinary fpace their per
mances muft neceffarily occupy ; for thefe gieantic. won
ful types, like ranters on the flage, muft ,:. :
']bqumﬁpl Suppofe a newlpaper quarrel
or example : Suppofe a new
tween * Mand L. begins the attack precty r;“h’hmh
Long Primer.
L replies in -
Pica Roman.
M advancesto

Great Primer.
L retorts in ;
Double Pica.

. And fo the conrzit fivells o

= S -
* Left fome ill-difpofed perfon fhould mlﬁgli'
tials, 1 th;k [.'ruptrpm declare, that M fignihes Merchs

and L Lawyer. Con
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, indeed, is ar&r.n" the art of print-
can well go, =
j,philufﬂphicll an mighe be piven/wo prove that la
- pres will more forcibly affect the o ierve than thale of a
H:r fize, and are re naturglly expreflive of energy
and vigour. But I leave th tuflion for the amulement of
1y gatlemen lately elected into our philofophical i'ocic:}n
i fuficient for me, iFm‘jﬁfyﬂnﬂ-ME_ be found to be jul~
tifed by experiencz and fact; rowhich [appaal.
lmllcég_ a cale in point. Some few years before the war,
- the people of a weltern county, known by the name of Paxton
By, affembled, on accotnt of fome difcontent, in m
 mmdzrs, and came down with hoftileintentions
HeEams s b o
npmen in ity. “Sir John S Clair, wi i
tmmind Tor defenice of the city, met one of che obnoxious
erfons in the freer, and told him that he had fecn the ma-
elloof tﬁl:'i.nrl.\rg]?; ‘and that his name-was particularifed
Bkiters as long as his fingers, The gentleman immediately
cked up: his ‘moft ‘I'}Im le effeéls, and fent them with his
inily into Jerfey for fecurity. Had fir John only faid that he
s feen his name in the manifefto, itis probable that hewould
thave been fo ferioufly alarmed: but the unulual fize of
: rswas+to him a plain indication, that the infurgents
; mimd to carry their revenge fo a proportionable
ity. - T )

{ . [ could confirm my fyftem by innumerable inflances in
P 'mi[ practice, Thﬁhg?n jﬂmr&r&bﬂ?ﬁ . pig'lfn:i':
i Atannounces the {u ’ R
e 5 ag if the amhmf{hod at the door of his ffl-liii:;':g

5

PLAN FOR THE IMPROVEMENT OF
THE ART OF PAPER WAR Satirical
essay by Francis Hopkinson, The
American Museum, Volume 1 (1787).
Courtesy of the Boston Public
Library. This eighteenth-century essay
is an early example of expressive
typography. The author, poking fun at
the emerging news media, suggests a
“paper war” between a lawyer and a
merchant. As the two men toss attacks
at each other, the type gets progressively
bigger. The terms Long Primer, Pica
Roman, Great Primer, Double Pica,
and Five Line Pica were used at the
time to identify type sizes. The {"symbol
is an s. Hopkinson was no stranger to
design. He created the stars and stripes
motif of the American flag.
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HIDEOUS MONSTERS, ACCURSED CREATORS

1825;
At 10 o' Clock in the Morning:

\ QUANTITY OF OL

Mil‘ FAT FACE is the name gwen to

the inflated, hyperbold type
the TeI stvie introduced in the early
ak of the Sch

[J. Soulb

nineteenth century. These faces
exaggerated the polarization
of letters into thick and thin
components seen in the
typographic forms of Bodoni
and Didot.

EGYPTIAN, or slab, typefaces
transformed the serif from a
refined detail to a load-bearing
slab. As an independent
architectural component, the
slab serif asserts its own weight
and mass. Introduced in 1806,
this style was quickly denounced
by purists as “a typographical

h &

Illr

EXTRA CONDENSED typefaces

are designed to fit in narrow
spaces. Nineteenth-century
advertisements often combined
fonts of varying style and
proportion on a single page.
These bombastic mixtures were

typically aligned, however, in
static, centered compositions.

GOTHIC is the nineteenth-
century term for letters with no
serifs. Gothic letters command
attention with their massive
frontality. Although sans-serif
letters were later associated with

rationality and neutrality, they

lent emotional impact to early IAI I
advertising. | "

Q@\ @ \ @\ \ﬂ\é

My person was hideous, my stature gigantic. What did this mean? Who was I? What was I?...
Accursed creator! Why did you create a monster so hideous that even you turned away from
me in disgust? — MARY SHELLEY, Frankenstein, 1831
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MONSTER FONTS

Although Bodoni and Didot fueled their designs with the calligraphic
practices of their time, they created forms that collided with typographic
tradition and unleashed a strange new world, where the structural attributes
of the letter—serif and stem, thick and thin strokes, vertical and horizontal
stress—would be subject to bizarre experiments. In search of a beauty both
rational and sublime, Bodoni and Didot had created a monster: an abstract
and dehumanized approach to the design of letters.

With the rise of industrialization and mass consumption in the nineteenth
century came the explosion of advertising, a new form of communication
demanding new kinds of typography. Type designers created big, bold faces
by embellishing and engorging the body parts of classical letters. Fonts of
astonishing height, width, and depth appeared—expanded, contracted,
shadowed, inlined, fattened, faceted, and floriated. Serifs abandoned their
role as finishing details to become independent architectural structures, and
the vertical stress of traditional letters canted in new directions.

T'I"I"I'I'I'TT"'I‘IT'TT' T'I"IT’I‘TY

ANTIQUE

Type historian Rob Roy Kelly
studied the mechanized design
strategies that served to generate
a spectacular variety of display
letters in the nineteenth century.
This diagram shows how the
basic square serif form—called
Egyptian or slab—was cut,
pinched, pulled, and curled to
spawn new species of ornament.
Serifs were transformed from
calligraphic end-strokes into
independent geometric elements
that could be freely adjusted.

CLARENDON LATIN/ANTIQUE TUSCAN TUSCAN

Lead, the material for castlng metal type, is too soft to hold its shape at
large sizes under the pressure of the printing press. In contrast, type cut
from wood can be printed at gigantic scales. The introduction of the
combined pantograph and router in 1834 revolutionized wood-type
manufacture. The pantograph is a tracing device that, when linked to a
router for carving, allows a parent drawing to spawn variants with different
proportions, weights, and decorative excresences.

This mechanized design approach treated the alphabet as a flexible system
divorced from calligraphy. The search for archetypal, perfectly proportioned
letterforms gave way to a new view of typography as an elastic system of
formal features (weight, stress, stem, crossbars, serifs, angles, curves,
ascenders, descenders). The relationships among letters in a typeface became
more important than the identity of individual characters.

For extensive analysis and examples of decorated types, see Rob Roy Kelly, American Wood Type:
1828-1900, Notes on the Evolution of Decorated and Large Letters (New York: Da Capo Press, 1969).
See also Ruari McLean, “An Examination of Egyptians,” in Texts on Type: Critical Writings on

Typography, ed. Steven Heller and Philip B. Meggs (New York: Allworth Press, 2001), 70-76.
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LOCUST SWARMS OF PRINT

DURYEAS’ IMPORTED
CORNSTARCH (LEFT)
Lithographic trade card, 1878.
The rise of advertising in the
nineteenth century stimulated
demand for large-scale letters that
could command attention in
urban space. Here, a man is
shown posting a bill in flagrant
disregard for the law, while a
police officer approaches from
around the corner.

FULL MOON (RIGHT)
Letterpress poster, 1875. A dozen
different fonts are used in this
poster for a steamship cruise. A
size and style of typeface has been
chosen for each line to maximize
the scale of the letters in the space
allotted. Although the typefaces are
exotic, the centered layout is as
static and conventional as a

tombstone.

Printing, having found in the book a refuge in which to lead an autonomous existence, is
pitilessly dragged out into the street by advertisements....Locust swarms of print, which
already eclipse the sun of what is taken for intellect in city dwellers, will grow thicker
with each succeeding year. —WALTER BENJAMIN, 1925
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RADICAL ABSTRACTIONS FOR A MECHANICAL AGE

THEO VAN DOESBURG, founder and chief promoter E
of the Dutch De Stijl movement, designed this alphabet

with perpendicular elements in 1919. Applied here to E E
the letterhead of the Union of Revolutionary Socialists,

the hand-drawn characters vary in width, allowing 5 u E I H L I 5
them to fill out the overall rectangle. The De Stijl

movement called for the reduction of painting, I n T E L L E E T UEE LE
architecture, objects, and letters to elemental units.

VILMOS HUSZAR designed
this logo for the magazine

De Stijl in 1917. Whereas
van Doesburg’s characters are
unbroken, Huszdr’s letters
consist of pixel-like modules.

Qdeethi FETTE FUTURA

iKImnopqr G o
HERBERT BAYER created this typeface design,

called universal, at the Bauhaus in 1925.

Consisting only of lowercase letters, it is built

from straight lines and circles.

PAUL RENNER designed Futura

in Germany in 1927. Although

it is strongly geometric, with
perfectly round Os, Futura is a
practical, subtly designed typeface
that remains widely used today.
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EDWARD JOHNSTON based
this 1906 diagram of “essential”
characters on ancient Roman
inscriptions. While deriding
commercial lettering, Johnston
accepted the embellishment of
medieval-inspired forms.

On Futura, see Christopher
Burke, Paul Renner: The Art
of Typography (New York:
Princeton Architectural Press,
1998). On the experimental
typefaces of the 1920s and
1930s, see Robin Kinross,
Unjustified Texts: Perspectives
on Typography (London:
Hyphen Press, 2002), 233-45.

REFORM AND REVOLUTION

Some designers viewed the distortion of the alphabet as gross and immoral,
tied to a destructive and inhumane industrial system. Writing in 1900,
Edward Johnston revived the search for an essential, standard alphabet and
warned against the “dangers” of exaggeration. Johnston, inspired by the
nineteenth-century Arts and Crafts movement, looked back to the
Renaissance and Middle Ages for pure, uncorrupted letterforms.

Although reformers like Johnston remained romantically attached to
history, they redefined the designer as an intellectual distanced from
the commercial mainstream. The modern design reformer was a critic of
society, striving to create objects and images that would challenge and revise
dominant habits and practices.

The avant-garde artists of the early twentieth century rejected historical
forms but adopted the model of the critical outsider. Members of the De Stijl
group in the Netherlands reduced the alphabet to perpendicular elements.
At the Bauhaus, Herbert Bayer and Josef Albers constructed letters from
basic geometric forms—the circle, square, and triangle—which they viewed
as elements of a universal language of vision.

Such experiments approached the alphabet as a system of abstract
relationships. Like the popular printers of the nineteenth century, avant-
garde designers rejected the quest for essential letters grounded in the
human hand and body, but they offered austere, theoretical alternatives in
place of the solicitous novelty of mainstream advertising.

Assembled like machines from modular components, these experimental
designs emulated factory production. Yet most were produced by hand
rather than as mechanical typefaces (although many are now available
digitally). Futura, completed by Paul Renner in 1927, embodied the
obsessions of the avant garde in a multipurpose, commercially available
typeface. Although Renner disdained the active movement of calligraphy in
favor of forms that are “calming” and abstract, he tempered the geometry of
Futura with subtle variations in stroke, curve, and proportion. Renner
designed Futura in numerous weights, viewing his type family as a painterly
tool for constructing a page in shades of gray.

The calming, abstract forms of those new typefaces that dispense with handwritten movement
offer the typographer new shapes of tonal value that are very purely attuned. These types can be
used in light, semi-bold, or in saturated black forms. —PAUL RENNER, 1931
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SEARCHING FOR A PROGRAMMED TYPGORAPHY

A

LriroduchLon

Lo
A
i iy

Fupodraphy

e

wIM CROUWEL published his designs for a “new alphabet,”
consisting of no diagonals or curves, in 1967. The Foundry (London)
began releasing digital editions of Crouwel’s typefaces in 1997.
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WIM CROUWEL presented
this “scanned” version of a
Garamond a in contrast

with his own new alphabet,
whose forms accept the gridded
structure of the screen. See
Wim Crouwel, New Alphabet
(Amsterdam: Total Design,

1967).

ZUZANA LICKO created
coarse-resolution fonts for
desktop screens and printers in
1985. These fonts have since
been integrated into Emigre’s
extensive Lo-Res font family,
designed for print and digital
media.

See Rudy VanderLans

and Zuzana Licko, Emigre:
Graphic Design into the Digital
Realm (New York: Van
Nostrand Reinhold, 1993) and
Emigre No. 70: The Look Back
Issue, Selections from Emigre
Magazine, 1984—2009 (Berkeley:
Gingko Press, 2009).

TYPE AS PROGRAM

Responding in 1967 to the rise of electronic communication, the Dutch
designer Wim Crouwel published designs for a “new alphabet” constructed
from straight lines. Rejecting centuries of typographic convention, he
designed his letters for optimal display on a video screen (CRT),

where curves and angles are rendered with horizontal scan lines. In a
brochure promoting his new alphabet, subtitled “An Introduction

for a Programmed Typography,” he proposed a design methodology in
which decisions are rule-based and systematic.

JbcdefdhiqtELnnopgr>s
Fuddzyp {

In the mid-198o0s, personal computers and low-resolution printers put the
tools of typography in the hands of a broader public. In 1985 Zuzana Licko
began designing typefaces that exploited the rough grain of early desktop
systems. While other digital fonts imposed the coarse grid of screen displays
and dot-matrix printers onto traditional typographic forms, Licko embraced
the language of digital equipment. She and her husband, Rudy VanderLans,
cofounders of Emigre Fonts and Emigre magazine, called themselves the
“new primitives,” pioneers of a technological dawn.

MIETOT  Dakland Emigre

By the early 1990s, with the introduction of high-resolution laser printers
and outline font technologies such as PostScript, type designers were less
constrained by low-resolution outputs. While various signage systems and
digital output devices still rely on bitmap fonts today, it is the fascination
with programmed, geometric structures that has enabled bitmap forms to
continue evolving as a visual ethos in print and digital media.

Living with computers gives funny ideas. — wIm cROUWEL, 1967
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DAMAGES AND DEFECTS

CURATO
Linda Fer

: JOSEPH WESNEF
uson

o SteveHandschu
E JamesHay

= Matthew Holl andscu{LPTURl
Q. GaryLaatsch
mr—Brian Liljeblad

Scu

' MIng—eann

etroit Focys Gallery

Dora Natella
Matthew Schellenberg
Richard String

Michell Thomas

Robert Wilhelm
pening Recep tion: FridayJune 8,5:30—8:30pm

(313)96 2 -90 2 5

743 Beaubien, Third Floor
TROIT,MICHIGAN 48 2 26

Hours:Noon to6 p

I_JVEDNESDAY -SATURDAY

ALSO IN THE AREA; THE MARNET PRESENTS Pater Glllaran - Gordon Oresr  Op sning 5 - 7:30 pm. Friday, June 8.
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ED FELLA produced a body
of experimental typography
that strongly influenced
typeface design in the 1990s.
His posters for the Detroit
Focus Gallery feature
damaged and defective forms,
drawn by hand or culled
from third-generation
photocopies or from sheets
of transfer lettering.
Collection of the Cooper-
Hewitt, National Design
Museum.



TYPE AS NARRATIVE

In the early 1990s, as digital design tools began supporting the seamless
reproduction and integration of media, many designers grew dissatisfied
with clean, unsullied surfaces, seeking instead to plunge the letter into the
harsh and caustic world of physical processes. Letters, which for centuries
had sought perfection in ever more exact technologies, became scratched,
bent, bruised, and polluted.

Template Gothic: flawed technology

Barry Deck’s typeface Template Gothic, designed in 1990, is based on letters
drawn with a plastic stencil. The typeface thus refers to a process that is at
once mechanical and manual. Deck designed Template Gothic while he was
a student of Ed Fella, whose experimental posters inspired a generation of
digital typographers. After Template Gothic was released commercially

by Emigre Fonts, its use spread worldwide, making it an emblem of digital
typography for the 199os.

Dead History: feeding on the past

P. Scott Makela’s typeface Dead History, also designed in 1990, is a pastiche
of two existing typefaces: the traditional serif font Centennial and the Pop
classic VAG Rounded. By manipulating the vectors of readymade fonts,
Makela adopted the sampling strategy employed in contemporary art and
music. He also embraced the burden of history and precedent, which play a
role in nearly every typographic innovation.

CcDdEeF{GgHIiJjKk

The Dutch typographers Erik van Blokland and Just van Rossum have
combined the roles of designer and programmer, creating typefaces that
embrace chance, change, and uncertainty. Their 1990 typeface Beowulf
was the first in a series of typefaces with randomized outlines and
programmed behaviors.

The industrial methods of producing typography meant that all letters
had to be identical....Typography is now produced with sophisticated
equipment that doesn’t impose such rules. The only limitations are in
our expectations. —ERIK VAN BLOKLAND AND JUST VAN ROSSUM, 2000
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Mrs Eaves:

Quadraat:

Gotham:

32 | THINKING WITH TYPE

BACK TO WORK

Although the 1990s are best remembered for images of chaos and decay,
serious type designers continued to build general purpose typefaces
designed to comfortably accommodate broad bodies of text. Such workhorse
type families provide graphic designers with flexible palettes of letterforms.

WORKING woman seeks reliable mate

Licko produced historical revivals during the 199os alongside her
experimental display faces. Her 1996 typeface Mrs Eaves, inspired by the
eighteenth-century types of Baskerville, became one of the most popular
typefaces of its time. In 2009, Mrs Eaves was joined by Mr Eaves,

a sans-serif version of the feminine favorite.

all-purpose hardcore BAROQUE

Fred Smeijers’s Quadraat (above) and Martin Majoor’s Scala (used for the
text of this book) offer crisp interpretations of typographic tradition. These
typefaces look back to sixteenth-century printing from a contemporary point
of view, as seen in their simply drawn, decisively geometric serifs.
Introduced in 1992, the Quadraat family soon expanded to include sans-
serif forms in numerous weights and styles.

Blue-Collar Curves

In 2000 Tobias Frere-Jones introduced Gotham, derived from letters found
at the Port Authority Bus Terminal in New York City. With its distinctive yet
utilitarian style, Gotham became the signature typeface of Barack Obama’s
2008 presidential campaign. By 2009, typography’s First Family had over
fifty weights and styles.

When choosing a typeface, graphic designers consider the history
of typefaces, their current connotations, as well as their formal qualities.
The goal is to find an appropriate match between a style of letters and the
specific social situation and body of content that define the project at hand.
There is no playbook that assigns a fixed meaning or function to every
typeface; each designer must confront the library of possibilities in light of
a project’s unique circumstances.
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Arnhem is a reliable type Family initially designed for the Nederlandse
Staatscourant, the daily newspaper of the Dutch state, It has a roman, an
italic and matching small caps, lining figures, non-lining figures and
w-height lining figures in four weights. As well as that it has two weights of
Fing’ titling variants in roman and italic. Amhem is available in TrueType
and PostScript formats, for both PC and Mac platforms, OpenTyvpe is due
in February 2004,

OURTYPE.COM Website, 2004. Design: Fred Smeijers and Rudy
Geeraerts. This Flash-based website for a digital type foundry allows
users to test fonts on the fly. The designers launched their own “label”
after creating typefaces such as Quadraat for FontShop
International. Shown here is Arnhem.
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)] Ul a5 are oy

2 o font that has projective memaory that reminds you jo AL
by

3. a font with & Imllldﬂ.“

4, & lont with an e3piny gy

5. & font that's gane by

an we envision 6. a font without temporal Inflection, without the Tmprint of i Hing
T an apalitical font, & font that dessrt e

8, a font unalfected by the force of gravity and the weight of human lttary

9. n Toatt withaut famlly, withes! ancesry

10. a Marshall Meluhan font that stubbarnly persists dding faremell by ol
1L a font that takes advantage of all that promisad | ocossing pows™

12, a font that does somathing other than =it on its 2ss In & digital musess

13. a lont with the <o pacily to braed with ofber i

14, a recombinant fonl — every latterform the unruly child of & predictable bul @ om proses
15, a font that sounds a5 geod a4 it o

16, a font that writes Its own scrpt

17. a lonl that thickens the pla

18. a font that responds and rescts to the meaning it carries and conep
15, o font that assumes the | elligence of its resde

20. a font that might sense your level of agitation, fear, or apgresien

21, a font prone to sudden outhursts nnd tantrums

22, a font that exceods the typographic genem:

23, a font whose parents are Father Time and the Mother of Invest
24, an ambient font, a font without qualities

0 evervday [oad ant ol commad
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A FONT SHOULD DO MORE THAN SIT ON ITS ASS

y7 a fomt that writes between the li g |
28, a fond that refuses to utter imperalives o commands | |
2. o karacke fonl, 2 lip-synching font, & lant without a valce of its own 1180 |
30. & Tont that |islens while il speaks

11, a fomt that toggies efforilessly batwean languages

12. & font for speaking in tonguas
53, 3 fomt thal =
34,  mwtrapalitan lant for uptown, ihe ghotla. and suourbaa altke

35, p font thet simultaneously transintes

36, 3 fant that sings the pininthes songs of lonely whales

37 a lond tha ]

8. & fond that learns.

39, an evolatlonary fonl

40, an entropic font

AL n “lve™ font

42, a promiscuous font, a font that fucks fonts. & fent-fucking-lont

AL & ot that emerg: slolds, parforms, evelves, and passes away

&4, & lent of youth

45, twin fonts, identical but < iincl

45, 3 genorative font that renders itsslf according to behavioral tendanc jes.

47, s fant that is something other than a recording

43, p feal that ks dferent every time you “pliay" it

43, 2 font with the motabolism of a fly

LIFE STYLE Book, 2000. Design: Bruce Mau. Publisher:
Phaidon. Photograph: Dan Meyers. In this postindustrial
manifesto, graphic designer Bruce Mau imagines a typeface that
comes alive with simulated intelligence.
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ANATOMY

CAP HEIGHT

X-HEIGHT

BASELINE
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VISUALLY SPEAKING, BASELINES AND X-HEIGHTS DETERMINE THE REAL EDGES OF TEXT

ASCENDER HEIGHT CAP HEIGHT
The distance from the
baseline to the top of the

capital letter determines

DESCENDER HEIGHT
The length of a letter’s
descenders contributes

Some elements may
extend slightly above

the cap height. to its overall style and

kin, B

X-HEIGHT is the height of the
main body of the lowercase letter
(or the height of a lowercase x),
excluding its ascenders and
descenders.

Bone

Although kids learn to write using
ruled paper that divides letters
exactly in half, most typefaces are
not designed that way. The
x-height usually occupies more
than half of the cap height. The
larger the x-height is in relation
to the cap height, the bigger the
letters appear to be. In a field of
text, the greatest density occurs
between the baseline and the

x-height.

the letter’s point size.

THE BASELINE is where all the
letters sit. This is the most stable
axis along a line of text, and it
is a crucial edge for aligning text
with images or with other text.

Hey, look!
They supersized
my x-height.

attitude.

OVERHANG The curves at the
bottom of letters hang slightly
below the baseline. Commas
and semicolons also cross the
baseline. If a typeface were not
positioned this way, it would
appear to teeter precariously.
Without overhang, rounded
letters would look smaller than
their flat-footed compatriots.

Two blocks of text

are often aligned along
a shared baseline.

Here, 14/18 Scala Pro
(14-pt type with 18 pts
of line spacing) is paired
with 7/9 Scala Pro.
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SIZE

12 points
equal 1 pica

6 picas

(72 points)
equal 1 inch

Big

WIDE LOAD

60-POINT SCALA

A typeface is measured
from the top of the
capital letter to the
bottom of the lowest
descender, plus a small
buffer space.

In metal type,
the point size
is the height of
the type slug.

INTERSTATE BLACK
The set width is the body of the letter
plus the space beside it.

TIGHT WAD

INTERSTATE BLAC

The letters in the compressed version of the typeface

K COMPRESSED

have a narrower set width.

WIDE LOAD

TIGHT WAD

TYPE CRIME

HORIZONTAL & VERTICAL SCALING

The proportions of the letters have been
digitally distorted in order to create wider

or narrower letters.
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HEIGHT Attempts to standardize the
measurement of type began in the eighteenth
century. The point system is the standard used
today. One point equals 1/72 inch or .35
millimeters. Twelve points equal one pica, the
unit commonly used to measure column widths.
Typography can also be measured in inches,
millimeters, or pixels. Most software applications
let the designer choose a preferred unit of
measure; picas and points are standard defaults.

NERD ALERT:
ABBREVIATING PICAS AND POINTS

8 picas = 8p

8 points = p8, 8 pts

8 picas, 4 points = 8p4

8-point Helvetica with 9 points of line spacing =
8/9 Helvetica

wIDTH A letter also has a horizontal measure,
called its set width. The set width is the body of
the letter plus a sliver of space that protects it
from other letters. The width of a letter is intrinsic
to the proportions and visual impression of the
typeface. Some typefaces have a narrow set width,
and some have a wide one.

You can change the set width of a typeface by
fiddling with its horizontal or vertical scale.
This distorts the line weight of the letters,
however, forcing heavy elements to become thin,
and thin elements to become thick. Instead of
torturing a letterform, choose a typeface that has
the proportions you are looking for, such as
condensed, compressed, wide, or extended.



32-PT SCALA PRO 32-PT INTERSTATE REGULAR

32-PT BODONI

BIG BOTTOMS ARE AN EFFICIENT USE OF RESOURCES

32-PT MRS EAVES

Do I look fat in this paragraph?

When two typefaces are set in the same point size, one often
looks bigger than the other. Differences in x-height, line weight,
and set width affect the letters” apparent scale.

Mrs Eaves rejects the twentieth-century appetite
for supersized x-heights. This typeface, inspired
by the eighteenth-century designs of Baskerville,
is named after Sarah Eaves, Baskerville’s
mistress, housekeeper, and collaborator.

The couple lived together for sixteen years
before marrying in 1764.

Mr. Blg Versus Mrs. & Mr. Little

32-PT HELVETICA

The x-height of a typeface affects its
apparent size, its space efficiency,
and its overall visual impact. Like
hemlines and hair styles, x-heights
go in and out of fashion. Bigger type
bodies became popular in the mid-
twentieth century, making letterforms
look larger by maximizing the area
within the overall point size.

12/14 HELVETICA

Because of its huge x-height, Helvetica can remain
legible at small sizes. Set in 8 pts for a magazine
caption, Helvetica can look quite elegant. The same
typeface could look bulky and bland, however, standing
12 pts tall on a business card.

8/10 HELVETICA

The default type size in many software applications is 12 pts.
Although this generally creates readable type on screen displays,
12-pt text type usually looks big and horsey in print. Sizes between 9
and 11 pts are common for printed text. This caption is 7.5 pts.

32-PT MRS EAVES 32-PT MR EAVES

Typefaces with small x-heights, such as
Mkrs Eaves, use space less efficiently than
those with big lower bodies. However, their

delicate proportions have lyrical charm.

12/I4 MRS EAVES

Like his lovely wife, MR EAVES has a low waist
and a small body. His loose letterspacing also
makes him work well with his mate.

12/14 MR EAVES

The size of a typeface is a matter of context. A line of text that
looks tiny on a television screen may appear appropriately
scaled in a page of printed text. Smaller proportions affect
legibility as well as space consumption. A diminutive x-height is a
luxury that requires sacrifice.

8/10 MRS AND MR EAVES
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SIZE

All the typefaces shown below were inspired by Faa Al @ V4 4 . |
the sixteenth-century printing types of Claude Ur ape S Ot W r a[n

Garamond, yet each one reflects its own era. 30-PT GARAMOND 3 JO-PT ITC GARAMOND

The lean forms of Garamond 3 appeared during
the Great Depression, while the inflated x-height
of ITC Garamond became an icon of the
flamboyant 1970s.

GARAMOND IN THE TWENTIETH CENTURY: VARIATIONS ON A THEME

1930s: Franklin D. Roosevelt, SALVADOR DAL{, Duke

18-PT GARAMOND 3, designed by Morris Fuller Benton and Thomas Maitland Cleland for ATF, 1936

Ellington, Scarface, chicken and waffles, shoulder pads, radio.

19'70s: Richard Nixon, Claes Oldenburg, Van Halen,

18-PT ITC GARAMOND, designed by Tony Stan, 1976

The Godfatber, bell bottoms, guacamole, sitcoms.

1980s: Margaret Thatcher, BARBARA KRUGER, Madonna,

18-PT ADOBE GARAMOND, designed by Robert Slimbach, 1989

Blue Velvet, shoulder pads, pasta salad, desktop publishing.

2000s: Osama Bin Laden, MATTHEW BARNEY, the White

18-PT ADOBE GARAMOND PREMIERE PRO MEDIUM SUBHEAD, designed by Robert Slimbach, 2005

Stripes, The Sopranos, mom jeans, heirloom tomatoes, Twitter.
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SIZE IS RELATIVE TO CONTEXT

A type family with optical sizes has different styles
for different sizes of output. The graphic designer O O
selects a style based on context. Optical sizes Too Small

designed for headlines or display tend to have
delicate, lyrical forms, while styles created for text

and captions are built with heavier strokes. ~ TYPE CRIME
Some typefaces that work well

4,8-PT BODONTI 8-PT BODONI

at large sizes look too fragile
when reduced.
OPTICAL SIZES

HEADLINES are slim, /ong—ﬂmng prima donnas.

27-PT ADOBE GARAMOND PREMIERE PRO DISPLAY

SUBHEADS are frisky supporting characters.

27-PT ADOBE GARAMOND PREMIERE PRO SUBHEAD

TEXT is the everyman of the printed stage.

27-PT ADOBE GARAMOND PREMIERE PRO REGULAR

CAPTIONS get heavy to play small roles.

277-PT ADOBE GARAMOND PREMIERE PRO CAPTION

10 PT 8 T 8o pT

In the era of METAL TYPE, type dcsigncrs created a differenc A DISPLAY or headline style looks
puncb for each size of type, adjusting its wcight, spacing, and Spmdg “"f “76/“[; when set /“:12?
0 . . - ) sizes. Display styles are intended for
other features. Each size required a unique typeface design. PRy
/ usc at 24 pts. and larger.

ADOBE GARAMOND PREMIERE PRO DISPLAY

When the type design process became automated in ~ Basic TEXT styles are designed
the NINETEENTH CENTURY, many typefounders for sizes ranging from ¢ to 14

economized by simply enlarging or reducing a base pts. Their features are strong

. . . and 7eaty but not too assertive.
design to generate different sizes.

ADOBE GARAMOND PREMIERE PRO REGULAR

This MECHANIZED APPROACH to type sizes CAPTION styles are built with
became the norm for photo and digital type the heaviest stroke weight.

. . . They are designed for sizes
production. When a text-sized letterform is
enlarged to poster-sized proportions, its thin
features become too heavy (and vice versa).

ranging from 6 to 8 pts.

ADOBE GARAMOND PREMIERE PRO CAPTION
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SCALE

Scale is the size of design elements in comparison
to other elements in a layout as well as to the
physical context of the work. Scale is relative.
12-pt type displayed on a 32-inch monitor can look
very small, while 12-pt type printed on a book
page can look flabby and overweight. Designers
create hierarchy and contrast by playing with the
scale of letterforms. Changes in scale help create
visual contrast, movement, and depth as well as
express hierarchies of importance. Scale is
physical. People intuitively judge the size of
objects in relation to their own bodies and
environments.

THE
WORLD
IS FLAT

TYPE CRIME
Minimal differences in
type size make this
design look tentative
and arbitrary.

THE

WORLD

IS FLAT

SCALE CONTRAST
The strong contrast between
type sizes gives this design
dynamism, decisiveness,

and depth.
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THE XIX AMENDMENT Typographic installation at Grand
Central Station, New York City, 1995. Designer: Stephen Doyle.
Sponsors: The New York State Division of Women, the
Metropolitan Transportation Authority, Revlon, and Merrill
Lynch. Large-scale text creates impact in this public installation.



BLOVV-

WARREN
NIEDICH

PHOTOGRAPHY,

CINEMA
AND THE

BRAIN

BLOW-UP: PHOTOGRAPHY, CINEMA, AND THE BRAIN

Book cover, 2003. Designers: Paul Carlos and Urshula
Barbour/Pure + Applied. Author: Warren Niedich. Cropping the
letters increases their sense of scale. The overlapping colors suggest
an extreme detail of a printed or photographic process.

MAKE IT BIGGER
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SCALE
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UNITED NATIONS’ OFFICE ON DRUGS AND CRIME (UNODC)
Maps, 2009. Design: Harry Pearce and Jason Ching/
Pentagram. This series of posters for the United Nations” Office on
Drugs and Crime uses typographic scale to compare drug treatment
programs, HIV incidence, and other data worldwide. The designers
built simple world maps from country abbreviation codes (GBR,
USA, RUS, etc.). The posters are aimed specifically at the Russian
police, whose country has a poor track record in drug treatment.
Note Russia’s high incidence of HIV and low availability of
addiction rehabilitation programs.
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SCALE IS SOMETHING YOU CAN HOLD IN YOUR HANDS

REVOLVER: ZEITSCHRIFT FUR

FILM (MAGAZINE FOR FILM)
Magazine, 1998-2003.
Designer: Gerwin Schmidt.
This magazine is created by and
for film directors. The contrast
between the big type and the small
pages creates drama and surprise.
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TYPE CLASSIFICATION

NodgVvs

HUMANIST OR OLD STYLE
The roman typefaces of the
fifteenth and sixteenth centuries
emulated classical calligraphy.
Sabon was designed by

Jan Tschichold in 1966, based
on the sixteenth-century
typefaces of Claude Garamond.

HTTIAYAISVL

TRANSITIONAL
These typefaces have sharper
serifs and a more vertical axis

than humanist letters. When the

typefaces of John Baskerville
were introduced in the mid-
eighteenth century, their sharp
forms and high contrast were
considered shocking.

A basic system for classifying typefaces was devised in the nineteenth
century, when printers sought to identify a heritage for their own craft
analogous to that of art history. Humanist letterforms are closely
connected to calligraphy and the movement of the hand. Transitional
and modern typefaces are more abstract and less organic. These three
main groups correspond roughly to the Renaissance, Baroque, and
Enlightenment periods in art and literature. Historians and critics of

typography have since proposed more finely grained schemes that
attempt to better capture the diversity of letterforms. Designers in the
twentieth and twenty-first centuries have continued to create new
typefaces based on historic characteristics.
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HUMANIST SANS SERIF
Sans-serif typefaces became
common in the twentieth
century. Gill Sans, designed by
Eric Gill in 1928, has humanist
characteristics. Note the small,
lilting counter in the letter a,
and the calligraphic variations
in line weight.

VDILIATIH

TRANSITIONAL SANS SERIF
Helvetica, designed by Max
Miedinger in 1957, is one of
the world’s most widely used
typefaces.Its uniform, upright
character makes it similar to
transitional serif letters. These
fonts are also referred to as
“anonymous sans serif.”

INOQOd

MODERN

The typefaces designed by
Giambattista Bodoni in the late
eighteenth and early nineteenth
centuries are radically abstract.
Note the thin, straight serifs;
vertical axis; and sharp contrast
from thick to thin strokes.

= NOANIIVID

d

EGYPTIAN OR SLAB SERIF
Numerous bold and decorative
typefaces were introduced in the
nineteenth century for use in
advertising. Egyptian typefaces
have heavy, slablike serifs.

Aa

GEOMETRIC SANS SERIF
Some sans-serif types are built
around geometric forms.

vininia

In Futura, designed by Paul
Renner in 1927, the Os are
perfect circles, and the peaks
of the A and M are sharp
triangles.



Sabon

14 PT

Baskerville

14 PT

Bodoni

14 PT

Clarendon

14 PT

Gill Sans

14 PT

Helvetica

14 PT

Futura

14 PT

TYPE IS TO PAPER AS BUTTER IS TO BREAD

CLASSIC TYPEFACES

This is not a book about fonts. It is a book about
how to use them. Typefaces are essential resources
for the graphic designer, just as glass, stone, steel,
and other materials are employed by the architect.

SABON 9 /12

This is not a book about fonts. It is a book about how
to use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

BASKERVILLE /12

This is not a book about fonts. It is a book about how
to use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

BODONI BOOK 9.5/12

This is not a book about fonts. It is a book about
how to use them. Typefaces are essential resources
for the graphic designer, just as glass, stone, steel,
and other materials are employed by the architect.

CLARENDON LIGHT 8/12

This is not a book about fonts. It is a book about how
to use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

GILL SANS REGULAR 9/12

This is not a book about fonts. It is a book about how
to use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

HELVETICA REGULAR 8/12

This is not a book about fonts. It is a book about how
to use them. Typefaces are essential resources for the
graphic designer, just as glass, stone, steel, and other
materials are employed by the architect.

FUTURA BOOK 8.5/12

Selecting type with
wit and wisdom
requires knowledge
of how and why
letterforms evolved.

719

Selecting type with wit
and wisdom requires
knowledge of how
and why letterforms
evolved.

719

Selecting type with
wit and wisdom
requires knowledge of
how and why
letterforms evolved.

7-5/9

Selecting type with
wit and wisdom
requires knowledge
of how and why
letterforms evolved.

6/9

Selecting type with wit
and wisdom requires
knowledge

of how and why
letterforms evolved.

719

Selecting type with
wit and wisdom
requires knowledge of
how and why
letterforms evolved.

6/9

Selecting type with
wit and wisdom
requires knowledge
of how and why
letterforms evolved.

6.5/9
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TYPE FAMILIES

In the sixteeenth century, printers began
organizing roman and italic typefaces into
matched families. The concept was formalized
in the early twentieth century.

ANATOMY OF A TYPE FAMILY ADOBE GARAMOND PRO, desighed by Robert Slimbach, 1988

The roman form is the core or spine from which a family of typefaces derives.

ADOBE GARAMOND PRO REGULAR The roman form, also called plain or regular, is the standard,
upright version of a typeface. It is typically conceived as the
parent of a larger family.

Italic letters, which are based on cursive writing, have forms distinct from roman.

ADOBE GARAMOND PRO ITALIC The italic form is used to create emphasis. Especially among serif
faces, it often employs shapes and strokes distinct from its roman
counterpart. Note the differences between the roman and italic a.

SMALL CAPS HAVE A HEIGHT THAT IS SIMILAR TO the lowercase Xx-HEIGHT.

ADOBE GARAMOND PRO REGULAR (ALL SMALL CAPS) Small caps (capitals) are designed to integrate with a line of text,
where full-size capitals would stand out awkwardly. Small capitals
are slightly taller than the x-height of lowercase letters.

Bold (and semibold) typefaces are used for emphasis within a hierarchy.

ADOBE GARAMOND PRO BOLD AND SEMIBOLD Bold versions of traditional text fonts were added in the twentieth
century to meet the need for emphatic forms. Sans-serif families
often include a broad range of weights (thin, bold, black, etc.).

Bold (and semibold) typefaces each need to include an italic version, too.

ADOBE GARAMOND PRO BOLD AND SEMIBOLD ITALIC The typeface designer tries to make the two bold versions feel
similar in comparison to the roman, without making the overall
form too heavy. The counters need to stay clear and open at
small sizes. Many designers prefer not to use bold and semi-bold
versions of traditional typefaces such as Garamond, because
these weights are alien to the historic families.

Italics are not slanted letters. Some italics aren’t slanted at all.
TRUE TYPE CRIME: In the type famlly Quadraat, the
ITALIC PSEUDO ITALICS . . . .

The wide, ungainly italic form is upright.
forms of these QUADRAAT, designed by Fred Smeijers, 1992.

mechanically skewed
letters look forced
and unnatural.
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GO WRAP YOUR TINY, ATROPHYING ARMS AROUND SOME WILLING TYPEFACE
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MCSWEENEY’s Magazine cover, 2002. Design: Dave Eggers.
This magazine cover uses the Garamond 3 typeface family in

various sizes. Although the typeface is classical and conservative,
the obsessive, slightly deranged layout is distinctly contemporary.
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SUPERFAMILIES

A traditional roman book face typically has a
small family—an intimate group consisting of
roman, italic, small caps, and possibly bold and
semibold (each with an italic variant) styles. Sans-
serif families often come in many more weights
and sizes, such as thin, light, black, compressed,
and condensed. A superfamily consists of dozens
of related fonts in multiple weights and/or
widths, often with both sans-serif and serif
versions. Small capitals and non-lining numerals
(once found only in serif fonts) are included in
the sans-serif versions of Thesis, Scala Pro, and
many other contemporary superfamilies.
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UNIVERS was designed by the Swiss typographer Adrian Frutiger

in 1957. He designed twenty-one versions of Univers, in five weights
and five widths. Whereas some type families grow over time, Univers
was conceived as a total system from its inception.
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ANATOMY OF A SUPERFAMILY

NN opp

Scala Scala Sans Light
Scala Italic Scala Sans
SCALA CAPS Scala Sans Condensed

Scala Sans Cond Bold
Scala Sans Bold
Scala Sans Black

Scala Bold

SCALA PRO, designed by
Martin Majoor, includes
Scala (1991) and Scala Sans
(1993). The serif and sans-
serif forms have a common
spine. Scala Pro (OpenType
format) was released in 2005.

SCALA JEWEL CRYSTAL
SCALA JEWEL DIAMCND
SCALA JEWEL PEARL

SCALA JEWEL SAPHYR

Ticket of Admittance,

WITHIN THE ENCLOSURE,
TO VIEW THE

CEREMONY
One Shilling

he Money raised by these Tickets will be applied to deft
the expences of the Day.

W. Pratt, Printer, Stokesley

TRILOGY, a superfamily designed by Jeremy Tankard in 2009, is
inspired by three nineteenth-century type styles: sans serif, Egyptian,
and fat face. The inclusion of the fat face style, with its wafer-thin
serifs and ultrawide verticals, gives this family an unusual twist.



ANATOMY OF A SUPERFAMILY

TYPEFACES BREED LIKE RATS

This is not a book about fonts. It is a book about how to use them. Typefaces

THE SERIF MEDIUM ROMAN

are essential resources for the graphic designer, just as glass, stone, steel, and

THE SERIF MEDIUM ITALIC

OTHER MATERIALS ARE EMPLOYED BY THE ARCHITECT. SOME DESIGNERS CREATE

THE SERIF MEDIUM SMALL CAPS

their own custom fonts. But most

THE SERIF BLACK ROMAN

graphic designers will tap the vast

THE SERIF EXTRA BOLD ROMAN

store of already existing typefaces,

THE SERIF BOLD ROMAN

choosing and combining each with

THE SERIF SEMI BOLD ROMAN

regard to the audience or situation.

THE SERIF MEDIUM ROMAN

Selecting type with wit and wisdom

THE SERIF SEMI LIGHT

requires knowledge of how and why

THE SERIF LIGHT ROMAN

letterforms have evolved. The history

THE SERIF EXTRA LIGHT ROMAN

of typography reflects a continual tension between the hand and machine, the

THE SANS MEDIUM ROMAN

organic and geometric, the human body and the abstract system. These tensions

THE SANS MEDIUM ITALIC

MARKED THE BIRTH OF PRINTED LETTERS FIVE CENTURIES AGO, AND THEY CONTINUE TO

THE SANS MEDIUM SMALL CAPS

energize typography today. Writing

THE SANS BLACK ROMAN

in the West was revolutionized early

THE SANS EXTRA BOLD ROMAN

in the Renaissance, when Johannes

THE SANS BOLD ROMAN

Gutenberg introduced moveable type

THE SANS SEMI BOLD ROMAN

THESIS, designed by Lu(cas) de Groot, 1994

in Germany. Whereas documents and

THE SANS MEDIUM ROMAN

books had previously been written by

THE SANS SEMI LIGHT ROMAN

hand, printing with type mobilized all

THE SANS LIGHT ROMAN

of the techniques of mass production.

THE SANS EXTRA LIGHT ROMAN
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CAPITALS AND SMALL CAPITALS

A word set in ALL CAPS within running text can CAPITAL CAPITAL

look big and bulky, and A LONG PASSAGE SET + . investment
ENTIRELY IN CAPITALS CAN LOOK UTTERLY mvestment v

INSANE. sMALL CAPITALS are designed to match - CAPITAL CAPITAL

the x-height of lowercase letters. Designers, punishment punishment

enamored with the squarish proportions of true CAPITAL CAPITAL

SMALL CAPS, employ them not only within bodies

A crime crime

of text but for subheads, bylines, invitations, and
more. Rather than M1xiNG SMALL CAPS WITH TYPE CRIME ADJUSTED LEADING
CarrTaLs, many designers prefer to use ALL SMALL In this stack of lowercase The leading has been fine-
CAPS, creating a clean line with no ascending and capital letters, the tuned by selectively shifting

. spaces between lines appear the baselines of the small
elements. InDesign and other programs allow .

uneven because caps are tall capitals to make the space

users to create FALSE SMALL CAPS at the press ofa but have no descenders. between lines look even.

button; these SCRAWNY LETTERS look out of place.

PSEUDO SMALL CAPS are shrunken versions of FULL-SIZE CAPS.

TYPE CRIME
PSEUDO SMALL CAPS

Helvetica was never meant to include
small caps. These automatically
generated characters look puny and
starved; they are an abomination
against nature.

TRUE SMALL CAPS integrate PEACEFULLY with lowercase letters.

SMALL CAPS, SCALA PRO
Only use small caps when they are
officially included with the type family.
When working with OpenType fonts
(labeled Pro), access small caps in
InDesign via the Character
Options>OpenType menu. Older formats
list small caps as a separate file in the
Type>Font menu.

NEW YORK MAGAZINE

TRUCKS Design: Chris Dixon,
[HAT ROVE 2009. This page detail
‘q CUPCAKE STOP mixes serif types from the
b d | The inevitable cupcakes- Miller family (including true
TaS l 5‘ Vaga OI]. S only truck rolled Small Caps) with the sans-
0 out in May, fuitter, serif family Verlag.
The two camps of the burgeoning Ak Y family Verlag
JSood-truck phenomenon: stable and nomadic.
BY AILEEN GALLAGHER TREATS TRUCK
Cookies, crispy treats, |
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LINES OF TEXT SET IN ALL CAPS CAN BE TIGHTLY LINE-SPACED BECAUSE THEY HAVE NO ASCENDERS OR DESCENDERS

k— Jean Ape.
Veste blazer Louis Vuitton

Bague et coller Bon Ton,

quartz fumé/Diamants Pasquale Bruni.
Chaussures Louis Vitton

AMUSEMENT x SIMS 3

«JI FINIRAI ../
PAR METTRE LE\ | G
. BAZAR UNPEU

CASSE 1A
ABAEUE DANS
ES SIMS 3

omas Gilou sur les relations familiales, Sara était toute trouvée
baraque dans Les Sims 3! Et elle ne s'est pas génée |
u

IMERO 5 JUIN 2009

FREE PLAYERS FREE PLAYERS

« m
PHILOSOPHIE
PASSE PAR

LI GAMEPLAY »
KEITA TAKAHASHI

Quolques
pour la e, de 1 Dmtenhmm\
ofou vidso,
" Vs avant totte eh s s ¢t owvells onerpe quh Donnen:on el
f i il Ceprcieu
"“ le premier « produit dérive » de. ‘Noby Boy, le dernier
o 4 e Kelta Tkaashi, isporiog depeis 14 mots oo evier
surle sorvice argement de Ia PS3 pour a somme quasi-rdicule
40 399 ouros: X

remarquablement en phase avec le e qui I'a inspirée

pour qu'on se sente bien quand on y et les mains.

AMUSEMENT MAGAZINE

Clay Pt Eewan Higuinon.
e
e

Design: Alice Litscher, 2009.
This French culture magazine
employs a startling mix of
tightly leaded Didot capitals in
roman and italic. Running text

is set in Glypha.
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MIXING TYPEFACES

Combining typefaces is like making a salad. Start
with a small number of elements representing

different colors, tastes, and textures. Strive 5 AT, G overnme nt
for contrast rather than harmony, looking g AL ACGUUH ta bl]l t

for emphatic differences rather than mushy y
transitions. Give each ingredient a role to play: Offlce

sweet tomatoes, crunchy cucumbers, and the :

pungent shock of an occasional anchovy. When

mixing typefaces on the same line, designers ||E_|| H ea dq uarters
usually adjust the point size so that the x-heights :ﬁm

align. When placing typefaces on separate lines,
it often makes sense to create contrast in scale
as well as style or weight. Try mixing big, light

type with small, dark type for a criss-cross of TYPE CRIME: WHO'S ACCOUNTABLE FOR THIS?

contrasting flavors and textures. A slightly squeezed variant of the primary font has been
used to make the second line fit better (as if we wouldn’t
notice). Yet another weight appears on the bottom line.

SINGLE-FAMILY MIXES

Creamy and Extra Crunchy | Differences within a single family

UNIVERS 47 LIGHT CONDENSED AND UNIVERS 67 BOLD CONDENSED

Sweet Child of MINE | Differences within a SUPERFAMILY

QUADRAAT REGULAR AND ITALIC; QUADRAAT SANS BOLD

Noodles with Potato Sauce | Bland and blander

HELVETICA NEUE 56 MEDIUM AND HELVETICA NEUE 775 BOLD

MULTIPLE-FAMILY MIXES

Jack Sprat and his voluptuous wife | Two-way contrast

THESIS SERIF EXTRA LIGHT AND VAG ROUNDED BOLD

Sweet, sour, and hot | THrEE-way contrast

BODONI ROMAN, THESIS SERIF EXTRA LIGHT SMALL CAPS, AND FUTURA BOLD

Mr. Potatohead and Mrs. Pearbutt | Too close for comfort

ADOBE GARAMOND PRO BOLD AND ADOBE JENSON PRO BOLD

54 | THINKING WITH TYPE

TYPE CRIME

These typefaces are from the
same family, but they are too
close in weight to mix well.

TYPE CRIME

These two type styles are too
similar to provide a counter-
point to each other.



EGYPTIAN BOLD CONDENSED,
a Linotype font based on a /
typeface from 1820. This quirky, H
chunky face has been used r
intermittently at New York
Magazine since the publication
was first designed by Milton
Glaser in the 1970s. Here, the
ultra-black type set at a relatively
small size makes an incisive bite
in the page.

B N S e

_\H

VERLAG, designed by Jonathan
Hoefler, 1996. Originally
commissioned by Abbott

Miller for exclusive use by the
Guggenheim Museum, Verlag
has become a widely used
general-purpose typeface. Its
approachable geometric forms
are based on Frank Lloyd
Wright's lettering for the facade
of the Guggenheim.
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GLYPHA THIN, designed by
Adrian Frutiger, 1979. The
large scale of the letters is
counterbalanced by the fine line
of the stroke.

/

MILLER SMALL CAPS, designed
by Matthew Carter with
Jonathan Hoefler and Tobias
Frere-Jones, 1997—2000. Known
as a Scotch Roman typeface,

it has crisp serifs and strong
contrast between thick and thin.

Ty

B e

THE WORD: NEW YORK MAGAZINE Design: Chris Dixon, 2010.
This content-intensive page detail mixes four different type families
from various points in history, ranging from the early advertising
face Egyptian Bold Condensed to the functional contemporary sans
Verlag. These diverse ingredients are mixed here at different scales to
create typographic tension and contrast.
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NUMERALS

Lining numerals take up uniform widths of space,
enabling the numbers to line up when tabulated
in columns. They were introduced around the
turn of the twentieth century to meet the needs of
modern business. Lining numerals are the same
height as capital letters, so they sometimes look
big and bulky when appearing in running text.

LINING NUMERALS

FUTURA BOLD HELEVETICA NEUE BOLD

TEXT SET WITH LINING NUMERALS

What is the cost of War and Peace? The cover price
of the Modern Library Classics paperback edition is
$15.00, discounted 32% by Amazon to $10.50. But
what about the human cost in terms of hours squan-
dered reading a super-sized work of literary fiction? If
you can read 400 words per minute, double the aver-
age, it will take you 1,476 minutes (24.6 hours) to
read War and Peace. Devoting just four hours per day
to the task, you could finish the work in a little over
six days. If you earn $7.25 per hour (minimum wage
in the U.S.), the cost of reading War and Peace will be
$184.50 (€130.4716, £11.9391, or ¥17676.299).

ADOBE GARAMOND PRO includes both lining and non-lining
numerals, allowing designers to choose a style in response to
the circumstances of the project. The lining numerals appear
large, because they have the height of capital letters.
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Non-lining numerals, also called text or old style
numerals, have ascenders and descenders, like
lowercase letters. Non-lining numerals returned to
favor in the 199o0s, valued for their idiosyncratic
appearance and their traditional typographic
attitude. Like letterforms, old style numerals are
proportional; each one has its own set width.

NON-LINING NUMERALS

123 123 123 123
456 456 4

ADOBE GARAMOND PRO SCALA SANS PRO BOLD

TEXT SET WITH NON-LINING NUMERALS

What is the cost of War and Peace? The cover price
of the Modern Library Classics paperback edition is
$15.00, discounted 32% by Amazon to s$10.50. But
what about the human cost in terms of hours squan-
dered reading a super-sized work of literary fiction? If
you can read 400 words per minute, double the aver-
age, it will take you 1,476 minutes (24.6 hours) to read
War and Peace. Devoting just four hours per day to
the task, you could finish the work in a little over six
days. If you earn $7.25 per hour (minimum wage in
the U.S.), the cost of reading War and Peace will be
$184.50 (€130.4716, £11.9391, or ¥17676.299).

Non-lining numerals integrate visually with the text. Different math
and currency symbols are designed to match the different numeral
styles. Smaller currency symbols look better with non-lining
numerals.



99.8 32.3  DOM DomCasual .. 26 7451
73.8 16.1 EGIZ Egiziano .. dd 2789
327 185 EURO Eurostile .9 1449
69.6 594 FKTR FetteFraktur .. dd 3944
66.8 2.8 FRNK FrnklinGthc ... dd 11712

17 7 FRUT Frutiger55 . 1814
358 15 FUTU FuturaBook .. 1811325
523 10.1 GDY GoudyOldStyl ... dd 2685
953 26.8 GILL GillSans ... dd 10748
96.2 354 GLRD Galliard .. 26 1566
727 9.6 GMND Garamond .. 21 2376
1023 20.7 GROT Grotesque9 ... 47 6147
87.8 19.1 HLV Helvetica ... dd 3009
79.3 35.6 HOBO Hobo .. dd 5981
97.3 56.9 HTXT HoeflerText.5e 1.3 dd 4548
85.1 114 INTR Interstate .32 2.1 dd 10127
72.7 59.1 JNSN Janson .. 178065
84.8 68.7 KIS KisJanson ... dd 4641

65 7.9 KSMK FFKosmik .. 20 510
359 8.9 LTHS LithosBlack .. dd 1669
1047 15 LtrG LetterGothic .. dd 8091

MONTHLY CALENDAR, 1892
The charming numerals in this
calendar don't line up into neat
columns, because they have
varied set widths. They would
not be suitable for setting
modern financial data.

57.0 -
616 +
995 -
87.0 +
488 +
345 -
205+
465 -
723+
11-
623 -
8.0 -
633+
252+
93.7 +
193+
632+
80.9 -
263+
39.8 +
206 +

MODERN NUMERALS ARE DESIGNED TO SIT IN COLUMNS AS WELL AS ROWS

HLV Helvetica .. dd 3009 63.3 +0.35
HOBO Hobo .. dd 5981 25.2 +0.79
HTXT HoeflerText.5e 1.3 dd 4548 93.7 +0.99
INTR Interstate .32 2.1 dd 10127 19.3 +1.86
JNSN Janson .. 17 8065 63.2 +1.11
KIS KisJanson .. dd 4641 80.9 -0.29
KSMK FFKosmik .. 20 510 26.3 +0.92

RETINA, designed by Tobias Frere-Jones, 2000, was created for
the extreme typographic conditions of the Wall Street Journal’s
financial pages. The numerals are designed to line up into
columns. The different weights of Retina have matching set
widths, allowing the newspaper to mix weights while
maintaining perfectly aligned columns. The notched forms
(called ink traps) prevent ink from filling in the letterforms
when printed at tiny sizes.
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PUNCTUATION

[“i,.;:!”

HELVETICA NEUE BOLD

COMMONLY ABUSED PUNCTUATION MARKS

5'2" eyes of blue

PRIME OR HATCH MARKS INDICATE INCHES AND FEET

It’s a dog’s life.

APOSTROPHES SIGNAL CONTRACTION
OR POSSESSION

He said, “That’s

what she said.”

QUOTATION MARKS SET OFF DIALOGUE

“The thoughtless overuse” of
quotation marks is a disgrace
upon literary style—and on
typographic style as well.

TYPE CRIME
Quotation marks carve out chunks of
white space from the edge of the text.

See APPENDIX for more punctuation blunders.
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[ccc .o 999]
9090

BODONI BOLD

A well-designed comma carries the essence of the
typeface down to its delicious details. Helvetica’s
comma is a chunky square mounted to a jaunty
curve, while Bodoni’s is a voluptuous, thin-
stemmed orb. Designers and editors need to learn
various typographic conventions in addition to
mastering the grammatical rules of punctuation.
A pandemic error is the use of straight prime or
hatch marks (often called dumb quotes) in place
of apostrophes and quotation marks (also known
as curly quotes, typographer’s quotes, or smart
quotes). Double and single quotation marks are
represented with four distinct characters, each
accessed with a different keystroke combination.
Know thy keystrokes! It usually falls to the
designer to purge the client’s manuscript of
spurious punctuation.

“Hanging punctuation” prevents
quotations and other marks from
taking a bite out of the crisp left
edge of a text block.

HANGING QUOTATION MARKS
Make a clean edge by pushing the
quotation marks into the margin.

NERD ALERT: To create hanging punctuation in InDesign,
insert a word space before the quotation mark. Pressing
the option key, use the left arrow key to back the quotation
mark into the margin. You can also use the Optical Margin
Alignment or Indent to Here tools.



TYPE CRIMES

NEW YORK CITY TOUR

City streets have become a
dangerous place. Millions of
dollars a year are spent
producing commercial signs
that are fraught with
typographic misdoings. While
some of these signs are cheaply
made over-the-counter products,
others were designed for
prominent businesses and
institutions. There is no excuse
for such gross negligence.

GETTIN’ IT RIGHT
Apostrophes and quotation
marks are sometimes called
curly quotes. Here, you can
enjoy them in a meat-free
environment.

GETTIN’ IT WRONG

The correct use of hatch marks
is to indicate inches and feet.
Alas, this pizza is the hapless
victim of a misplaced keystroke.
In InDesign or Illustrator, use
the Glyphs palette to find hatch
marks when you need them.

DUMB QUOTES DON’T KNOW THEIR FRONT SIDE FROM THEIR BACKSIDE

| L'QCCITANE |
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ORNAMENTS

Not all typographic elements represent language.
For centuries, ornaments have been designed

to integrate directly with text. In the letterpress
era, printers assembled decorative elements one
by one to build larger forms and patterns on

the page. Decorative rules served to frame and
divide content. In the nineteenth century, printers
provided their customers with vast collections of
readymade illustrations that could easily be mixed
with text. Today, numerous forms of ornament are
available as digital fonts, which can be typed on

a keyboard, scaled, and output like any typeface.
Some contemporary ornaments are modular
systems designed to combine into larger patterns
and configurations, allowing the graphic designer
to invent new arrangements out of given pieces.
Themed collections of icons and illustrations are
also available as digital fonts.

Co m @ w R [ O
R W+~ @

SPEAKUP, designed by Supisa Wattanasansanee/Cadson Demak,
2008. Distributed by T26.
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TYPOGRAPHIC ORNAMENTS Fry and Steele, London, 1794.
Collection of Jan Tholenaar, Reinoud Tholenaar, and
Saskia Ottenhoff-Tholenaar.
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RESTRAINT Ornaments, 2007. Design: Marian Bantjes.




DANCE INK MAGAZINE Design: Abbott
Miller, 1996. The designer repeated a
single ornament from the font Whirligigs,
designed by Zuzana Licko in 1994, to
create an ethereal veil of ink. Whirligigs
are modular units that fit together to
create an infinite variety of patterns.

A FONT NEED NOT CONTAIN ANY LETTERS AT ALL

Y AN S8 TN
G PR R W
B G 5y kO 6
RERSIUBXODHON
VBOVRVRLEIRNO ¥
GRAURGREESABHOS

WHIRLIGIGS, designed by Zuzana Licko, Emigre, 1994.
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ORNAMENTS

GESCHAD. FANTAISIE KAPITALEN

LETTERGIETERL] VAN JOI. EXSCHEDE EX ZONEN TE HAARLEM

HAAREEN

FANTAISIE KAPITALEN Type specimen, 1897. Design: Joh.
Enchedé & Zohnen. Collection of Jan Tholenaar, Reinoud
Tholenaar, and Saskia Ottenhoff-Tholenaar.
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ORNAMENT IS AN ECHO OF STRUCTURE
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EVERYBODY DANCE Now Postcard, 2009. Design: Abbott
Miller, Kristen Spilman, Jeremy Hoffman/Pentagram. Peter
Bilak’s typeface History, designed in 2008, consists of numerous
decorative and structural elements that can be layered into
distinctive combinations.
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LETTERING

Creating letters by hand allows graphic artists to

integrate imagery and text, making design and
illustration into fluidly integrated practices.
Lettering can emulate existing typefaces or derive
from the artist’s own drawing or writing style.
Designers create lettering by hand and with
software, often combining diverse techniques.

64 | THINKING WITH TYPE



DISSOLVING THE LINE BETWEEN WORKING WITH SOFTWARE AND WORKING BY HAND

KA € DEg
KN g

TOKION MAGAZINE: KINGS
Designer: Deanne Cheuk,
2002-2003.These magazine
headlines combine drawing and
painting with digital techniques.
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LETTERING

THE LOCUST (LEFT) and MELT BANANA (RIGHT) Screenprint
posters, 2002. Designer: Nolen Strals. Hand lettering is a vibrant
force in graphic design, as seen in these music posters. Lettering is the
basis of many digital typefaces, but nothing is quite as potent as the
real thing.
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LOGOTYPES AND BRANDING

A logotype uses typography or lettering to depict
the name or initials of an organization in a

Titel 1

memorable way. Whereas some trademarks
consist of an abstract symbol or a pictorial icon, a
logotype uses words and letters to create a
distinctive visual image. Logotypes can be built
with existing typefaces or with custom-drawn
letterforms. A logotype is part of an overall visual
brand, which the designer conceives as a
“language” that lives (and changes) in various
circumstances. A complete visual identity can
consist of colors, patterns, icons, signage
components, and a selection of typefaces.
Sometimes a logotype becomes the basis for the
design of a complete typeface. Many type
designers collaborate with graphic designers to

create typefaces that are unique to a given client.

Ingerieurbin
Informations- und

Johannes Hibner

Ted O351-427 2181
Fiaxe 0351-427 2191
Furis 0N72-3513564

Biraustrals 21
01106 Divesaden

.
FRUbNer  muowstees |

HUBNER Identity program, 1998. Design: Jochen
Stankowski. This identity for an engineering firm is
built around the H, whose proportions change in
different contexts.
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LOGOS LIVE ON THE PAGE, THE SCREEN, AND IN THE BUILT ENVIRONMENT

STADSECHOUWBURG

-

STXD8SCHODUWBORG {

| ] UTRECHT CITY THEATER

LR Identity, 2009. Design:
E Edenspiekermann.
— This ambitious visual identity

program uses custom letterforms
based on the typeface Agenda.
The letters in the custom
typeface are designed to split
apart into elements that can be
mirrored, layered, flipped, and
animated for a variety of
applications, including signage,
posters, printed matter, and
web communications.
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LOGOTYPES AND BRANDING

4

ZAN J

el nuevo
banco

para
el nuevo
méxico

EL BANCO DE UNoO Visual branding, 2007. Agency: Saffron.
Identity design: Joshua Distler, Mike Abbink, Gabor Schreier,
Virginia Sardén. Custom typeface design: Mike Abbink, Paul van
der Laan. This elaborate identity program for a Mexican bank uses

a custom typeface whose blocky forms are inspired by Mayan glyphs.
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A LOGOTYPE IS PART OF A VISUAL LANGUAGE
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abcdefghijkimnopgrstuvywxyz
0123456789
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NEW FRENCH BAKERY Visual branding, 2009. Design: Duffy &
Partners. A logotype is part of a larger graphic language. Duffy &
Partners develop logotypes in concert with a rich range of elements,
including colors, patterns, and typefaces. The designers use techniques
such as outlining, layering, and framing to create depth, detail, and
the sense of a human touch. These elements work together to express
the personality of the brand.
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TYPEFACES ON SCREEN

During the early years of the World Wide Web,
designers were forced to work within the narrow
range of typefaces commonly installed on the
computers of their end users. Since then, several
techniques have emerged for embedding fonts
within web content or for delivering fonts to end
users when they visit a site. In one approach,
specially formatted fonts are hosted on a third-
party server and then downloaded by users;
designers pay a fee for the service. Another

approach implements the @font-face rule in CSS,
which can download any kind of digital font hosted
on a server; only typefaces licensed for this use can

be accessed legally via @font-face.

WEB FONTS 1.0

Ve I"da na was designed by the

legendary typographer Matthew Carter in 1996
for digital display. Verdana has a large x-height,
simple curves, open forms, and loose spacing.

GeOI'gla is a serif screen face built with

sturdy strokes, simple curves, open counters,

and generous spacing. Designed by Matthew
Carter in 1996 for Microsoft, Georgia is widely
used on the web.

VERDANA AND GEORGIA, released in 1996 by Microsoft, were
designed specifically for the web. Prior to the rise of font embedding,

these were among a handful of typefaces that could be relilably
used online.

Web Typography

Main Headline

A smaller, secondary headline that usually
elaberates on the main headline above it
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FONT EMBEDDING Screen shot, detail, 2009. Typefaces: Greta
and Fedra, designed by Peter Bilak/Typotheque. In 2009, the
digital type foundry Typotheque launched a pioneering service

that allows designers to display Typotheque fonts on any website in
exchange for a one-time license fee. Typotheque’s Open Type fonts,
which support global languages including Arabic and Hindi, are
hosted by Typotheque and accessed using the CSS @font-face rule.

72 ‘ THINKING WITH TYPE

BOBULATE Website, 2009. Designed by Jason Santa Maria for
Liz Danzico. Typeface: Skolar, designed by David Brezina/
Typetogether. This site design uses Typekit, a third-party service
that delivers fonts to end users when they visit a site. Typekit deters
piracy by obscuring the origins of the font. Designers or site owners
pay a subscription fee to the service.




ANTI-ALIASING CREATES AN ILLUSION OF CURVES

Anti-aliasing creates the appearance of smooth

curves on screen by changing the brightness of
the pixels or sub-pixels along the edges of each
letterform. Photoshop and other software
packages allow designers to select strong or weak

anti-aliasing. When displayed at very small sizes,

strongly anti-aliased type can look blurry. It also

increases the number of colors in an image file. NN EEEEEEE e

ANTI-ALIASED LETTER BITMAPPED LETTER

SIMooth

ANTI-ALIASED TYPE: SMOOTH SETTING (simulated screen capture)

noncec.

ANTI-ALIASING DISABLED: NONE SETTING (simulated screen capture)

LETTERSCAPES Website, 2002.
Design: Peter Cho. Simple
bitmapped letters are animated
in three-dimensional space.
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BITMAP TYPEFACES

Bitmap typefaces are built out of the pixels
(picture elements) that structure a screen display
or other output device. While a PostScript letter
consists of a vector outline, a true bitmap
character contains a fixed number of rectilinear
units that are displayed either on or off. True
bitmap characters are used on devices such as
cash registers, signboard displays, and various
small-scale screens.

Most contemporary bitmap typefaces are not
true bitmaps. They are drawn as outlines on a
grid and then output as PostScript, TrueType, or
OpenType fonts. Thus they can be easily used
with any standard layout software. Many
designers like to exploit the visible geometry of
pixelated characters.

wresne| LAR B EH T &
orestwenve | LO R B S Thvte v
oresfifteen LOR RS Fifteen
Lofes Twentytiaht LoRes TwentyEiont

Set at size of root resolution | All set at 28 pts
(9, 12, 15, and 28 pts)

LO-RES NARRROW, designed by Zuzana Licko,
Emigre. Released in 2001, the Lo-Res type family
is a collection of outline (PostScript) fonts based
on bitmap designs created by Licko in 1985.
Lo-Res Narrow consists of a series of different
sizes, each one constructed with a one-pixel stroke
weight. Thus Lo-ResTwentyEight Narrow has
dramatically lighter and tighter forms than
Lo-ResNine Narrow, which gets blockier as it is
enlarged. Designed for display on screen at low
resolutions, a bitmap font should be used at its
root size or at integer multiples of that size.
(Enlarge 9-pixel type to 18, 27, 36, and so on).
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EDEKHANDEL. NITHDF & LEE
STRALSTRAAT 13-A
1011 JK AMHSTERDAK

22/05/03 13112 01
000000 #0094  BED.1
VERZEMDWDST 42.50
TYPOGRAF TE 6.00
TYPOGRAFIE 16.50
TYPOGRAFIE 17.50
TYPOGRAF IE 33.95
TYPOGRAFIE 55.35
TYPOGRAFIE 32.00
TVPOGRAF IE 57.00
TYPOGRAF IE 40.00
TVPOGRAF IE 50.40
TWPOGRAF IE 47.25
TYPOGRAF IE B0.00
TVYFOGRAFIE 37.70
SUETOTAL Sef). 15
ETW LAAG 27 .44
STUKS 138
CREDIT S520.15

00K AMTIEUARTAAT

TEL:020-45203780

F ks 020-6393274

NIJHOF & LEE Receipt, 2003. This
cash register receipt, printed with a
bitmap font, is from a design and
typography bookstore in Amsterdam.



OUR FASCINATION WITH BITMAPS IS DRIVEN AS MUCH BY OUR LUST FOR TECHNOLOGY AS BY ITS LIMITS

Hembugefons ~ Hamburgefons Hamburgefons Hamburgefons Hambur
Hemburgefons ~ Hamburgefons Hamburgefons Hamburgefons Hambur

Himburgefons ~ Hamburgefons Hamburgefons Hamburgefons Hambur

Hibwgefors ~ Hamburgefons Hamburgefons Hamburgefons Hambur

BRTurismo ﬂ ! =) I|II E ELEMENTAR, designed by Gustavo

Ferreira in 2009 and distributed by
Typotheque. Elementar is a bitmap

Phone call type family consisting of dozens of
»FRecorded messages weights and styles made by
b ugl 1[] Jlun | Ce messa g e 1 manipulating common parameters
such as height, width, and the degree of
iEr ElﬁE ruarestaurante contrast between horizontal and
12:10 5 uoice message 2 vertical elements. Elementar is suitable

for print, screen, and interfaces. It is
inspired by Adrian Frutiger’s Univers

Tour | Translation | Support [ 26.11 16:47 type family.
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TYPEFACE DESIGN

Fontlab and other applications allow designers to
create functional fonts that work seamlessly with
standard software programs such as InDesign and
Photoshop.

The first step in designing a typeface is to define a
basic concept. Will the letters be serif or sans serif?
Will they be modular or organic? Will you construct
them geometrically or base them on handwriting?
Will you use them for display or for text? Will you
work with historic source material or invent the
characters more or less from scratch?

The next step is to create drawings. Some
designers start with pencil before working digitally,
while others build their letterforms directly with font

design software. Begin by drawing a few core letters,
such as o, u, h, and n, building curves, lines, and
shapes that will reappear throughout the font. All the
letters in a typeface are distinct from each other, yet
they share many attributes, such as x-height, line
weight, stress, and a common vocabulary of forms
and proportions.

You can control the spacing of the typeface by
adding blank areas next to each character as well as
creating kerning pairs that determine the distance
between particular characters. Producing a complete
typeface is an enormous task. However, for people
with a knack for drawing letterforms, the process is
hugely rewarding.

abeeedkknn

ABCREECEEL

MNOQSTIF

Casfawa\ls
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casTAwAYs Drawing and finished type, 2001. Art and type
direction: Andy Cruz. Typeface design: Ken Barber/House
Industries. Font engineering: Rich Roat. House Industries is a
digital type foundry that creates original typefaces inspired by
popular culture and design history. Designer Ken Barber makes
pencil drawings by hand and then digitizes the outlines. Castaways

is from a series of typefaces based on commercial signs from Las
Vegas. The shapes of the letters recall the handpainted strokes made

by traditional sign painters and lettering artists.



TYPE DESIGN SEEKS A BALANCE BETWEEN SAMENESS AND DIFFERENCE

MERCURY BOLD Page proof and screen shot, 2003. Design:
Jonathan Hoefler/Hoefler & Frere-Jones. Mercury is a typeface
designed for modern newspapers, whose production demands fast,
high-volume printing on cheap paper. The typeface’s bullet-proof
letterforms feature chunky serifs and sturdy upright strokes. The
notes marked on the proof below comment on everything from the
width or weight of a letter to the size and shape of a serif. Many
such proofs are made during the design process. In a digital
typeface, each letterform consists of a series of curves and lines
controlled by points. In a large type family, different weights and
widths can be made automatically by interpolating between
extremes such as light and heavy or narrow and wide. The designer
then adjusts each variant to ensure legibility and visual consistency. 5
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EXERCISE: MODULAR LETTERFORMS

Create a prototype for a bitmap typeface by
designing letters on a grid of squares or a grid
of dots. Substitute the curves and diagonals of
traditional letterforms with gridded and
rectilinear elements. Avoid making detailed
“staircases,” which are just curves and
diagonals in disguise. This exercise looks back
to the 1910s and 1920s, when avant-garde
designers made experimental typefaces out of
simple geometric parts. The project also speaks
to the structure of digital technologies, from
cash register receipts and LED signs to
on-screen font display, showing that a typeface
is a system of elements.

TRl

Bruce Willen

Examples of student work from
Maryland Institute College of Art
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BITMAP FORMS AMPLIFY THE SYSTEMATIC QUALITY OF TYPOGRAPHY
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FONT FORMATS

Where do fonts come from, and why are there so
many different formats? Some come loaded with
your computer’s operating system, while others
are bundled with software packages. A few of these
widely distributed typefaces are of the highest
quality, such as Adobe Garamond Pro and Hoefler
Text, while others (including Comic Sans, Apple
Chancery, and Papyrus) are reviled by design
snobs everywhere.

If you want to expand your vocabulary beyond
this familiar fare, you will need to purchase fonts
from digital type foundries. These range from
large establishments like Adobe and FontShop,
which license thousands of different typefaces,
to independent producers that distribute just a
few, such as Underware in the Netherlands or
Jeremy Tankard Typography in the U.K. You can
also learn to make your own fonts as well as find
fonts that are distributed for free online.

The different font formats reflect technical
innovations and business arrangements developed
over time. Older font formats are still generally
usable on modern operating systems.

LY %3 EELIR
AAAY@4édnobp
yaaceggdzzzz
” { ° * v o
OGGILJI1T X <x3¥>
scaLa Pro, OpenType font, designed by Martin Majoor, 2005. Scala
Pro has numerous special characters for typesetting diverse European

languages. You can access these characters using the Glyphs palette
in InDesign.
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POSTSCRIPT/TYPE I was developed for desktop computer
systems in the 1980s by Adobe. Type I fonts are output using
the PostScript programming language, created for generating
high-resolution images on paper or film. A Type 1 font consists
of two files: a screen font and a printer font. You must install
both files in order to fully use these fonts.

TRUETYPE is a later font format, created by Apple and Microsoft
for use with their operating systems. TrueType fonts are easier

to install than Type 1 fonts because they consist of a single font
file rather than two.

OPENTYPE, a format developed by Adobe, works on multiple
platforms. Each file supports up to 65,000 characters, allowing
multiple styles and character variations to be contained in a
single font file. In a TrueType or Type 1 font, small capitals,
alternate ligatures, and other special characters must be
contained in separate font files (sometimes labelled “Expert”);
in an OpenType font they are part of the main font. These
expanded character sets can also include accented letters

and other special glyphs needed for typesetting a variety of
languages. OpenType fonts with expanded character sets are
commonly labeled “Pro.” OpenType fonts also automatically
adjust the position of hyphens, brackets, and parentheses for
letters set in all-capitals.

{[(HALF-BAKED?)]}

scaLA, PostScript/Type 1 font format

{[(HALF-BAKED?)]}

scaLa Pro, OpenType font format

SMALL CAPS AND OLD-STYLE
NUMERALS, WHERE ARE YOU
HIDING?

NERD ALERT: Access small caps and numerals quickly
through the Type>OpenType options menu or other
OpenType layout tool in your design software. Small
caps will not appear as a style variant in the Font menu,
because OpenType treats them as part of the main font.
With any font, you can view all the special characters
through the Type and Tables>Glyphs menu. You will
find many unexpected elements, including swashes,
ligatures, ornaments, fractions, and more. Double click
a glyph to insert it into to your text frame.



DON’T GET CAUGHT WITH YOUR FONTS DOWN

SAVE YOURSELF SOME EMBARRASSMENT
AND LEARN TO USE THESE COMMONLY
ABUSED TERMS CORRECTLY.

typeface or font?

A typeface is the design of the letterforms; a font is the delivery mechanism.
In metal type, the design is embodied in the punches from which molds are
made. A font consists of the cast metal printing types. In digital systems, the
typeface is the visual design, while the font is the software that allows you to
install, access, and output the design. A single typeface might be available in
several font formats. In part because the design of digital typefaces and the
production of fonts are so fluidly linked today, most people use the terms
interchangeably. Type nerds insist, however, on using them precisely.

character or glyph?
Type designers distinguish characters from glyphs in order to comply with
Unicode, an international system for identifying all of the world’s recognized

writing systems. Only a symbol with a unique function is considered a
character and is thus assigned a code point in Unicode. A single character,
such as a lowercase a, can be embodied by several different glyphs (a, a, ).
Each glyph is a specific expression of a given character.

Roman or roman?

The Roman Empire is a proper noun and thus is capitalized, but we identify
roman letterforms, like italic ones, in lowercase. The name of the Latin
alphabet is capitalized.
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FONT LICENSING

Who is the user of a typeface? In the end, the user
is the reader. But before a set of letters can find
their way onto the cover of a book or the back of
a cereal box, they must pass through the hands of
another user: the graphic designer.

Digital fonts are easy to copy, alter, and
distribute, but when you purchase a font, you
accept an end user license agreement (EULA) that
limits how you can use it. Intellectual property law
in the United States protects the font as a piece
of software (a unique set of vector points), but it
does not protect the visual design of the typeface.
Thus it is a violation of standard EULAS to copy
a digital font and share it with other people (your
friends, your clients, or your Uncle Bob). It is
also illegal to open a font file in FontLab, add new
glyphs or alter some of its characters, and save the
font under a new name or under its trademarked
name. In additon to having economic concerns,
typeface designers worry about their work being
corrupted as users edit their fonts and then share
them with other people.

Most EULAs do allow you to alter the outlines
of a font for use in a logo or headline, however,
as long as you do not alter the software itself. It is
also legal to create new digital versions of printed
type specimens. For example, you could print
out an alphabet in Helvetica, redraw the letters,
digitize them with font design software, and
release your own bespoke edition of Helvetica.

If nothing else, this laborious exercise would
teach you the value of a well-designed typeface.
A broadly usable typeface includes numerous
weights, styles, and special characters as well as
a strong underlying design. Fonts are expensive
because they are carefully crafted products.
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FREE FONTS

Most of the FREE FONTS found on the Internet have
poor spacing and incomplete character sets. Many

are stolen property distributed without CONSENT. The
fonts displayed here, however, are freely given by their
creators. A typeface comes to life and finds a voice as
people begin to use it.

FONTIN, designed by Jos Buivenga/Ex Ljbris, 2004

DESIGNERS have long sought to CONTROL the behavior
of users, clients, manufacturers, retailers, and the
press. How will a work be interpreted? Will it survive
over time in its DESIRED STATE of completion? An
architect succeeds when the occupants of his house
behave ACCORDING TO PLAN. The rise of online tools
has challenged designers’ sense of CONTROL in every
discipline: the user has become a designer.

AUDIMAT, designed by Jack Usine/SMeltery.net, 2003

Some fonts are distributed freely in order to preserve
UNFAMILIAR traditions. Disseminating a historic revival
at no cost to users encourages a broader understanding
of history. Reviving typefaces is a DEEP-ROOTED
practice. Why should one creator claim ownership of
another’s work? Who controls the past?

ANTYKWA POLTAWSKIEGO, designed by Adam Pottawski,
1920s-1930s; digitized by Janusz Marian Nowacki, 1996

SOME FREE FONTS are produced for underserved
linguistic communities for whom few typefaces are
available. Still others are created by people who want
to participate in the open source movement. The OFL
(Open Font License) permits users to alter a typeface
and contribute to its ongoing evolution.

GENTIUM Open Font License, designed by Victor Gaultney, 2001

TO PARTICIPATE IN a viable, diverse ecology of content
(journalism, design, art, typography, and more),
everyone has to pay. BUT PERHAPS everyone shouldn’t
have to pay for everything. If some resources are
willingly given away, the result is a RICHER WORLD.

OFL SORTS MILL GOUDY, revival of Frederic W. Goudy’s Goudy
Old Style, 1916, designed by Barry Schwartz, 2010; distributed
by the League of Moveable Type



EVERY RBIEBT IN THE WURI.D BAN PASS FRﬂM A

c, designed by the League of Moveable Type, 2009; revival of Morris Fuller

[Il(lSED SII.ENT EXISTENBE Tll AN ORAL STATE

released by American Type Founders Company (ATF) in 1903.

llPEN T(l APPRRPRTAHRN BY SRCIETY FOR THERE

E, designed by Eduardo Recife/ Misprinted Type, 2

IS NO I.AW, WHETHER NATURAL OR N[lT, WHICH
FORBIDS TALKING ABOUT TH!N@.@ A TREE IS A

T, designed by Eduardo Recife, 2003

TREE. YES, OF COURSE. BUT A TREE AS EXPRESSED BY
”””””””””” NHHUU DROUET 1S NU LONGER QUITE A TREE, IT IS A

hldp
d omp 0, designed by Eduardo Recife, 2

TREE WHICH IS DECI]RATED ADAPTED T0 A CERTAIN
TYPEOF CONSUMPTION, LAIEN WITH I.ITERARY SELF-

1, designed by Eduardo Recife, 2

INDULGENCE, REVOLT, IMAGES, IN SHORT WITH ATYPE
OF SOCIAL USAGE WHICH IS ADDED TO PURE MATTER.

Roland Barthes, “Myth Today,” 1957; translated by An
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CYBERSPACE AND CIVIL
soCIETY Poster, 1990.
Designer: Hayes Henderson.
Rather than represent
cyberspace as an ethereal grid,
the designer has used blotches
of overlapping text to build an
ominous, looming body.
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LETTERS GATHER INTO WORDS, WORDS BUILD INTO SENTENCES. In typography,
“text” is defined as an ongoing sequence of words, distinct from shorter
headlines or captions. The main block is often called the “body,” comprising
the principal mass of content. Also known as “running text,” it can flow
from one page, column, or box to another. Text can be viewed as a thing—a
sound and sturdy object—or a fluid poured into the containers of page or
screen. Text can be solid or liquid, body or blood.

As body, text has more integrity and wholeness than the elements that
surround it, from pictures, captions, and page numbers to banners, buttons,
and menus. Designers generally treat a body of text consistently, letting it
appear as a coherent substance that is distributed across the spaces of a
document. In digital media, long texts are typically broken into chunks that
can be accessed by search engines or hypertext links. Contemporary
designers and writers produce content for various contexts, from the pages
of print to an array of software environments, screen conditions, and digital
devices, each posing its own limits and opportunities.

Designers provide ways into—and out of—the flood of words
by breaking up text into pieces and offering shortcuts and alternate routes
through masses of information. From a simple indent (signaling the
entrance to a new idea) to a highlighted link (announcing a jump to another
location), typography helps readers navigate the flow of content. The user
could be searching for a specific piece of data or struggling to quickly

m‘:ﬂnﬂﬁ;‘éﬂfﬁ process a volume of content in order to extract elements for immediate use.
"‘.l] Although many books define the purpose of typography as enhancing the

gnan Rl.lpn oue readability of the written word, one of design’s most humane functions is,

ma.wnmn in actuality, to help readers avoid reading.
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PSALTER-HOURS English
manuscript, thirteenth
century. Walters Ms. W.102,
fol. 33v. Collection of the
Walters Art Museum,
Baltimore. The monk is
climbing up the side of the page
to replace a piece of faulty text
with the corrected line in the
bottom margin.
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HAND-CRAFTED CORRECTIONS
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ERRORS AND OWNERSHIP

Typography helped seal the literary notion of “the text” as a complete,
original work, a stable body of ideas expressed in an essential form. Before
the invention of printing, handwritten documents were riddled with errors.
Copies were copied from copies, each with its own glitches and gaps.
Scribes devised inventive ways to insert missing lines into manuscripts in
order to salvage and repair these laboriously crafted objects.

Printing with movable type was the first system of mass production,

Marshall McLuhan, replacing the hand-copied manuscript. As in other forms of mass
The Gutenberg Galaxy

(Toronto: University of K . . .
Toronto Press, 1962). and running a press) drops for each unit as the size of the print run

production, the cost of manufacturing (setting type, insuring its correctness,

increases. Labor and capital are invested in tooling and preparing the
technology, rather than in making the individual unit. The printing system
allows editors and authors to correct a work as it passes from handwritten
manuscript to typographic galley. “Proofs” are test copies made before final
production begins. The proofreader’s craft ensures the faithfulness of the
printed text to the author’s handwritten original.

Yet even the text that has passed through the castle gates of print is
inconstant. Each edition of a book represents one fossil record of a text, a
record that changes every time the work is translated, quoted, revised,
interpreted, or taught. Since the rise of digital tools for writing and

publishing, manuscript originals have all but vanished. Eleetronieredtining-
isreplacing the-hieroglyphies-of the-editor. Online texts can be downloaded

by users and reformatted, repurposed, and recombined.

Print helped establish the figure of the author as the owner of a text, and
copyright laws were written in the early eighteenth century to protect the
author’s rights to this property. The digital age is riven by battles between

On the future of those who argue, on the one hand, for the fundamental liberty of data and
intellectual property, see

: ideas, and those who hope to protect—sometimes indefinitely—the
Lawrence Lessig, Free

Culture: How Big Media investment made in publishing and authoring content.
Uses Technology and the Law A classic typographic page emphasizes the completeness and closure of a
to Lock Down Culture and work, its authority as a finished product. Alternative design strategies in the

Control Creativity (New

York: . twentieth and twenty-first centuries reflect the contested nature of
ork: Penguin, 2004).

authorship by revealing the openness of texts to the flow of information and
the corrosiveness of history.

Typography tended to alter language from a means of perception and exploration
to a portable commodity. —MARSHALL MCLUHAN, 1962
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THE TELEPHONE BOOK:
TECHNOLOGY, SCHIZO-
PHRENIA, ELECTRIC SPEECH
Book, 1989. Designer:
Richard Eckersley. Author:
Avital Ronell. Compositor:
Michael Jensen. Publisher:
University of Nebraska Press.
Photograph: Dan Meyers.
This book, a philosophical study
of writing as a material
technology, uses typography

to emphasize the rhetorical
argument of the text. This
spread, for example, is fractured
by typographic “rivers,” spaces
that connect vertically through
the page. Rivers violate the
even, unified texture that is a
sacred goal within traditional

typographic design.
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FLAWS, FAULTS, RIVERS
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SPACING

Design is as much an act of spacing as an act of marking. The typographer’s
art concerns not only the positive grain of letterforms, but the negative gaps
between and around them. In letterpress printing, every space is constructed
by a physical object, a blank piece of metal or wood with no raised image.
The faceless slugs of lead and slivers of copper inserted as spaces between
words or letters are as physical as the relief characters around them. Thin
strips of lead (called “leading”) divide the horizontal lines of type; wider
blocks of “furniture” hold the margins of the page.

Although we take the breaks between words for granted, spoken language
is perceived as a continuous flow, with no audible gaps. Spacing has become
crucial, however, to alphabetic writing, which translates the sounds of
speech into multiple characters. Spaces were introduced after the invention
of the Greek alphabet to make words intelligible as distinct units.
Tryreadingalineoftextwithoutspacingtoseehowimportantithasbecome.

With the invention of typography, spacing and punctuation ossified from
gap and gesture to physical artifact. Punctuation marks, which were used
differently from one scribe to another in the manuscript era, became part of
the standardized, rule-bound apparatus of the printed page. The
communications scholar Walter Ong has shown how printing converted the
word into a visual object precisely located in space: “Alphabet letterpress
printing, in which each letter was cast on a separate piece of metal, or type,

marked a psychological breakthrough of the first order....Print situates words in space more

relentlessly than writing ever did. Writing moves words from the sound world to the world of visual

Walter Ong, Orality and
Literacy: The Technologizing
of the Word (London

and New York: Methuen,
1981). See also Jacques
Derrida, Of Grammatology,
trans. Gayatri Chakravorty
Spivak (Baltimore: Johns
Hopkins University Press,

19706).

space, but print locks words into position in this space.” Typography made
text into a thing, a material object with known dimensions and fixed
locations.

The French philosopher Jacques Derrida, who devised the theory of
deconstruction in the 1960s, wrote that although the alphabet represents
sound, it cannot function without silent marks and spaces. Typography
manipulates the silent dimensions of the alphabet, employing habits and
techniques—such as spacing and punctuation—that are seen but not heard.
The Latin alphabet, rather than evolve into a transparent code for recording
speech, developed its own visual resources, becoming a more powerful
technology as it left behind its connections to the spoken word.

That a speech supposedly alive can lend itself to spacing in its
own writing is what relates to its own death. —jacQUES DERRIDA, 1976
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LINEARITY

In his essay “From Work to Text,” the French critic Roland Barthes presented

two opposing models of writing: the closed, fixed “work” versus the open,

unstable “text.” In Barthes’s view, the work is a tidy, neatly packaged object,

proofread and copyrighted, made perfect and complete by the art of printing.

The text, in contrast, is impossible to contain, operating across a dispersed

web of standard plots and received ideas. Barthes pictured the text as “woven

entirely with citations, references, echoes, cultural languages (what language is not?), antecedent and
contemporary, which cut across and through in a vast stereophony....The metaphor of the Text is that
of the network.” Writing in the 1960s and 1970s, Barthes anticipated the Roland Barthes, “From

Internet as a decentralized web of connections. Work to Text,” in Image/
Music/Text, trans. Stephen
. . K . 't Heath (New York: Hill
visual manifestation of language. The singular body of the traditional text and Wang, 1977), 155-64.

page has long been supported by the navigational features of the book, from

Barthes was describing literature, yet his ideas resonate for typography, the

page numbers and headings that mark a reader’s location to such tools as the
index, appendix, abstract, footnote, and table of contents. These devices were
able to emerge because the typographic book is a fixed sequence of pages, a
body lodged in a grid of known coordinates.

All such devices are attacks on linearity, providing means of entrance and
escape from the one-way stream of discourse. Whereas talking flows in a
single direction, writing occupies space as well as time. Tapping that spatial
dimension—and thus liberating readers from the bonds of linearity—is
among typography’s most urgent tasks.

Although digital media are commonly celebrated for their potential as
nonlinear potential communication, linearity nonetheless thrives in the
electronic realm, from the “CNN crawl” that marches along the bottom of
the television screen to the ticker-style LED signs that loop through the urban
environment. Film titles—the celebrated convergence of typography and
cinema—serve to distract the audience from the inescapable tedium
of a contractually decreed, top-down disclosure of ownership and authorship.
Basic electronic book readers, such as Amazon’s Kindle (2007), provide a
highly sequential, predominantly linear experience; flipping back or skipping
ahead is more cumbersome in some electronic books than in paper ones.

Linearity dominates many commercial software applications. Word
processing programs, for example, treat documents as a linear stream.

A text...is a multi-dimensional space in which a variety of writings,
none of them original, blend and clash. —ROLAND BARTHES, 1971
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On the linearity of word

processing, see Nancy Kaplan,

“Blake’s Problem and Ours:
Some Reflections on the
Image and the Word,”
Readerly/Writerly Texts, 3.2
(Spring/Summer 1996), 125.
On PowerPoint, see Edward
R. Tufte, “The Cognitive Style
of PowerPoint,” (Cheshire,

Conn.: Graphics Press, 2003).

On the aesthetics of the
database, see Lev Manovich,
The Language of New Media
(Cambridge: MIT Press,
2002).

(In contrast, page layout programs such as Quark XPress and Adobe
InDesign allow users to work spatially, breaking up text into columns and
pages that can be anchored and landmarked.) PowerPoint and other
presentation software programs are supposed to illuminate the spoken word
by guiding the audience through the linear unfolding of an oral address.
Typically, however, PowerPoint enforces the one-way flow of speech rather
than alleviating it. While a single sheet of paper could provide a map or
summary of an oral presentation, a PowerPoint show drags out in time
across NUMerous screens.

Not all digital media favor linear flow over spatial arrangement, however.
The database, one of the defining information structures of our time, is a
nonlinear form. Providing readers and writers with a simultaneous menu of
options, a database is a system of elements that can be arranged in countless
sequences. Page layouts are built on the fly from chunks of information,
assembled in response to user feedback. The web is pushing authors,
editors, and designers to work inventively with new modes of microcontent
(page titles, key words, alt tags) that allow data to be searched, indexed,
tagged, or otherwise marked for recall.

Databases are the structure behind electronic games, magazines, and
catalogues, genres that create an information space rather than a linear
sequence. Physical stores and libraries are databases of tangible objects found
in the built environment. Media critic Lev Manovich has described language
itself as a kind of database, an archive of elements from which people
assemble the linear utterances of speech. Many design projects call for the
emphasis of space over sequence, system over utterance, simultaneous
structure over linear narrative. Contemporary design often combines aspects
of architecture, typography, film, wayfinding, branding, and other modes
of address. By dramatizing the spatial quality of a project, designers can
foster understanding of complex documents or environments.

The history of typography is marked by the increasingly sophisticated use
of space. In the digital age, where characters are accessed by keystroke and
mouse, not gathered from heavy drawers of manufactured units, space has
become more liquid than concrete, and typography has evolved from a stable
body of objects to a flexible system of attributes.

Database and narrative are natural enemies. Competing for the same territory of human culture,
each claims an exclusive right to make meaning of the world. —LEV MANOVICH, 2002
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IMAGE/MUSIC/TEXT
Concordance and text stats
for Roland Barthes’s book
Image/Music/Text. Publisher:
Amazon.com, 2010. Amazon
presents automated analyses
of a book’s text in order to

give readers an idea of what is
inside. The concordance feature
lists the book’s one hundred
most commonly used words

in alphabetical order and

sizes them according to their

frequency.

Concordance (gae meng)
These are the 100 mest frequently used words in this book.

sccording  Action egain always analysis enother arl author between body
annct case Ceriain characters code comes connotation  different
discourse doss sements &ven emmple fact first form functions gven
hsiorcal however kes IMAQE itsell kow [ANGUAGE icast
level linguistic ionger may MEANING message moment music
must name NAITALIVE nusre new noting row object ance order
own pant pormaps pamson pholograph pace point possible precisaly reader
reading relation sEY ses soen senee Senlence sequence et signified
gignifier SigNS simply since sodal sociely speech s story  structural
structure subject system term DBXE sough thus tme two units voice

whole Without word work writing

Text Stats

Thast Statistics ara computed fram tha teut of this book, (ewn e}

Readability ewrn mos) Compared with other books
Fog Index: 111 ' |
Elesch Index: 243 D¥oereeemier | 0000 ¥
Flasch-Kincaid Indax: 16.8 v
Compilexity (zam more)

Complex Words: 19% TO% tave fewer | | LW,
Syllablas per Word: 1.7 v h |
Words per Sentence: M1 wwhaemfewer || L .
Number of

Characters: 198,505 X
Words: 64,614 sl
SeNbences: 1,791 o Wy

Succeeding the Author, the scriptor no longer bears within him
passions, humours, feelings, impressions, but rather this immense
dictionary from which he draws a writing that can know no halt.

—ROLAND BARTHES, 1968
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UNDERMINING THE WHOLENESS OF THE TEXT

——
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CRANBROOK DESIGN:
THE NEW DISCOURSE
Book, 199o0. Designers:
Katherine McCoy, P. Scott
Makela, and Mary Lou
Kroh. Publisher: Rizzoli.
Photograph: Dan Meyers.
Under the direction of
Katherine and Michael
McCoy, the graduate program
in graphic and industrial
design at Cranbrook Academy
of Art was a leading center
for experimental design from
the 1970s through the early
1990s. Katherine McCoy
developed a model of
“typography as discourse,” in
which the designer and reader
actively interpret a text.

BIRTH OF THE USER

Barthes’s model of the text as an open web of references, rather than a
closed and perfect work, asserts the importance of the reader over the writer
in creating meaning. The reader “plays” the text as a musician plays an
instrument. The author does not control its significance: “The text itself
plays (like a door, like a machine with ‘play’) and the reader plays twice over,
playing the Text as one plays a game, looking for a practice which
reproduces it.” Like an interpretation of a musical score, reading is a
performance of the written word.

Graphic designers embraced the idea of the readerly text in the 1980s and
early 1990s, using layers of text and interlocking grids to explore Barthes’s
theory of the “death of the author.” In place of the classical model of
typography as a crystal goblet for content, this alternative view assumes that
content itself changes with each act of representation. Typography becomes
a mode of interpretation.

Redefining typography as “discourse,” designer Katherine McCoy
imploded the traditional dichotomy between seeing and reading. Pictures
can be read (analyzed, decoded, taken apart), and words can be seen
(perceived as icons, forms, patterns). Valuing ambiguity and complexity, her
approach challenged readers to produce their own meanings while also
trying to elevate the status of designers within the process of authorship.

Another model, which undermined the designer’s new claim to power,
surfaced at the end of the 1990s, borrowed not from literary criticism but
from human-computer interaction (HCI) studies and the fields of interface
and usability design. The dominant subject of our age has become neither
reader nor writer but user, a figure conceived as a bundle of needs and
impairments—cognitive, physical, emotional. Like a patient or child, the
user is a figure to be protected and cared for but also scrutinized and
controlled, submitted to research and testing.

How texts are used becomes more important than what they mean.
Someone clicked here to get over there. Someone who bought this also
bought that. The interactive environment not only provides users with a
degree of control and self-direction but also, more quietly and insidiously, it
gathers data about its audiences. Barthes’s image of the text as a game to be
played still holds, as the user responds to signals from the system. We may
play the text, but it is also playing us.

Design a human-machine interface in accordance with the abilities and
foibles of humankind, and you will help the user not only get the job done,
but be a happier, more productive person. —JEF RASKIN, 2000
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Graphic designers can use theories of user interaction to revisit some of
our basic assumptions about visual communication. Why, for example, are
readers on the web less patient than readers of print? It is commonly
believed that digital displays are inherently more difficult to read than ink on
paper. Yet HCI studies conducted in the late 1980s proved that crisp black
text on a white background can be read just as efficiently from a screen as
from a printed page.

The impatience of the digital reader arises from culture, not from the
essential character of display technologies. Users of websites have different
expectations than users of print. They expect to feel “productive,” not
contemplative. They expect to be in search mode, not processing mode.
Users also expect to be disappointed, distracted, and delayed by false leads.
The cultural habits of the screen are driving changes in design for print,
while at the same time affirming print’s role as a place where extended
reading can still occur.

Another common assumption is that icons are a more universal mode of
communication than text. Icons are central to the GUIs (graphical user
interfaces) that routinely connect users with computers. Yet text can often
provide a more specific and understandable cue than a picture. Icons don’t
actually simplify the translation of content into multiple languages, because
they require explanation in multiple languages. The endless icons
of the digital desktop, often rendered with gratuitous detail and depth,
function more to enforce brand identity than to support usability. In the
twentieth century, modern designers hailed pictures as a “universal”
language, yet in the age of code, text has become a more common denom-
inator than images—searchable, translatable, and capable of being
reformatted and restyled for alternative or future media.

Perhaps the most persistent impulse of twentieth-century art and design
was to physically integrate form and content. The Dada and Futurist poets,
for example, used typography to create texts whose content was inextricable
from the concrete layout of specific letterforms on a page. In the twenty-first
century, form and content are being pulled back apart. Style sheets, for
example, compel designers to think globally and systematically instead of
focusing on the fixed construction of a particular surface. This way of

Web users don’t like to read....They want to keep moving and clicking.
—IJAKOB NIELSEN, 2000
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On screen readability,

see John D. Gould et al.,
“Reading from CRT Displays
Can Be as Fast as Reading
from Paper,” Human Factors,

29, 5 (1987): 497-517.

On the restless user, see
Jakob Nielsen, Designing
Web Usability (Indianapolis:
New Riders, 2000).

On the failure of interface
icons, see Jef Raskin,

The Humane Interface: New
Directions for Designing
Interactive Systems (Reading,
Mass.: Addison-Wesley, 2000).



On transmedia design
thinking, see Brenda Laurel,
Utopian Entrepreneur
(Cambridge: MIT Press,
200I).

Jef Raskin talks about the
scarcity of human attention
as well as the myth of white
space in The Humane
Interface: New Directions for
Designing Interactive Systems,
cited on p. 74.

thinking allows content to be reformatted for different devices or users, and
it also prepares for the afterlife of data as electronic storage media begin
their own cycles of decay and obsolescence.

In the twentieth century, modern artists and critics asserted that each
medium is specific. They defined film, for example, as a constructive
language distinct from theater, and they described painting as a physical
medium that refers to its own processes. Today, however, the medium is not
always the message. Design has become a “transmedia” enterprise, as
authors and producers create worlds of characters, places, situations, and
interactions that can appear across a variety of products. A game might live
in different versions on a video screen, a desktop computer, a game console,
and a cell phone, as well as on t-shirts, lunch boxes, and plastic toys.

The beauty and wonder of “white space” is another modernist myth that is
subject to revision in the age of the user. Modern designers discovered that
open space on a page can have as much physical presence as printed areas.
White space is not always a mental kindness, however. Edward Tufte, a fierce
advocate of visual density, argues for maximizing the amount of data
conveyed on a single page or screen. In order to help readers make
connections and comparisons, as well as to find information quickly, a single
surface packed with well-organized information is sometimes better than
multiple pages with a lot of blank space. In typography as in urban life,
density invites intimate exchange among people and ideas.

In our much-fabled era of information overload, a person can still process
only one message at a time. This brute fact of cognition is the secret behind
magic tricks: sleights of hand occur while the attention of the audience is
drawn elsewhere. Given the fierce competition for their attention, users have
a chance to shape the information economy by choosing what to look at.
Designers can help them make satisfying choices.

Typography is an interface to the alphabet. User theory tends to favor
normative solutions over innovative ones, pushing design into the
background. Readers usually ignore the typographic interface, gliding
comfortably along literacy’s habitual groove. Sometimes, however, the
interface should be allowed to fail. By making itself evident, typography can
illuminate the construction and identity of a page, screen, place, or product.

If people weren’t good at finding tiny things in long lists, the Wall Street
Journal would have gone out of business years ago. —JEF RASKIN, 2000
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Typography, invented in the Renaissance, allowed text to become a fixed
and stable form. Like the body of the letter, the body of text was transformed
into an industrial commodity that gradually became more open and flexible.

Critics of electronic media have noted that the rise of networked
communication did not lead to the much feared destruction of typography
(or even to the death of print), but rather to the burgeoning of the alphabetic
empire. As Peter Lunenfeld points out, the computer has revived the power
and prevalence of writing: “Alphanumeric text has risen from its own ashes,
a digital phoenix taking flight on monitors, across networks, and in the
realms of virtual space.” The computer display is more hospitable to text
than the screens of film or television because it offers physical proximity,
user control, and a scale appropriate to the body.

The printed book is no longer the chief custodian of the written word.
Branding is a powerful variant of literacy that revolves around symbols,
icons, and typographic standards, leaving its marks on buildings, packages,
album covers, websites, store displays, and countless other surfaces and
spaces. With the expansion of the Internet, new (and old) conventions for
displaying text quickly congealed, adapting metaphors from print and
architecture: window, frame, page, banner, menu. Designers working within
this stream of multiple media confront text in myriad forms, giving shape to
extended bodies but also to headlines, decks, captions, notes, pull quotes,
logotypes, navigation bars, alt tags, and other prosthetic clumps of language
that announce, support, and even eclipse the main body of text.

The dissolution of writing is most extreme in the realm of the
web, where distracted readers safeguard their time and prize function over
form. This debt of restlessness is owed not to the essential nature of
computer monitors, but to the new behaviors engendered by the Internet, a
place of searching and finding, scanning and mining. The reader, having
toppled the author’s seat of power during the twentieth century, now ails
and lags, replaced by the dominant subject of our own era: the user, a figure
whose scant attention is our most coveted commodity. Do not squander it.

On electronic writing, see
Peter Lunenfeld, Snap to
Grid: A User’s Guide to
Digital Arts, Media, and
Cultures (Cambridge: MIT
Press, 2001); Jay David
Bolter, Writing Space:
Computers, Hypertext, and
the Remediation of Print
(Mahwah, NJ: Lawrence
Erlbaum Associates, 2001),
and Stuart Moulthrop, “You
Say You Want a Revolution?
Hypertext and the Laws

of Media,” in The New Media
Reader, ed. Noah Wardrip-
Fruin and Nick Monfort
(Cambridge: MIT Press,
2003), 691-703.

Hypertext means the end of the death of literature. —STUART MOULTHROP, 1991
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KERNING

Kerning is an adjustment of the space between
two letters. The characters of the Latin alphabet
emerged over time; they were never designed
with mechanical or automated spacing in mind.
Thus some letter combinations look awkward
without special spacing considerations. Gaps
occur, for example, around letters whose forms
angle outward or frame an open space (W, Y, V,
T). In metal type, a kerned letter extends past the
lead slug that supports it, allowing two letters to
fit more closely together. In digital fonts, the
space between letter pairs is controlled by a
kerning table created by the type designer, which
specifies spaces between problematic letter
combinations.

Working in a page layout program, a designer
can choose to use metric kerning or optical kerning
as well as adjusting the space between letters
manually where desired. A well-designed typeface
requires little or no additional kerning, especially
at text sizes.

METRIC KERNING uses the kerning tables that are built into
the typeface. When you select metric kerning in your page
layout program, you are using the spacing that was intended by
the type designer. Metric kerning usually looks good, especially
at small sizes. Cheap novelty fonts often have little or no built-
in kerning and will need to be optically kerned.

OPTICAL KERNING is executed automatically by the page layout
program. Rather than using the pairs addressed in the font’s
kerning table, optical kerning assesses the shapes of all
characters and adjusts the spacing wherever needed. Some
graphic designers apply optical kerning to headlines and metric
kerning to text. You can make this process efficient and
consistent by setting kerning as part of your character styles.
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Takes Two

SCALA PRO, WITH KERNING SUPPRESSED
Spacing appears uneven, with gaps around Tja, T/w, and w/o.

Takes Two

SCALA PRO, WITH METRIC KERNING
Spacing appears more even between T/a and T/w.

Takes Two

SCALA PRO, WITH OPTICAL KERNING
Spacing seems more even between T/a, T/w, and w/o.

Warm Type

SCALA PRO ITALIC, WITH KERNING SUPPRESSED
Spacing appears uneven between W/a and T|y.

Warm Type

SCALA PRO ITALIC, WITH METRIC KERNING
Spacing appears more even between W/a and Tfy.

Warm Type

SCALA PRO ITALIC, WITH OPTICAL KERNING
Spacing is comparable to metric kerning.

LOVE LETTERS

SCALA PRO ALL CAPITALS, WITH KERNING SUPPRESSED
Spacing is tight between T/T.

LOVE LETTERS

SCALA PRO ALL CAPITALS, WITH METRIC KERNING
Improved spacing between T/ T.

LOVE LETTERS

SCALA PRO ALL CAPITALS, WITH OPTICAL KERNING
Improved spacing between T/ T and O/V.



ADJUSTING THE SPACE BETWEEN TWO LETTERS

KERNING HEADLINES The subtle differences
between metric and optical kerning become more a

apparent at larger sizes. Most problems occur METRIC KERNING
between capital and lowercase letters. The spacing
between H/a, T/a, and T/o improves with optical

kerning. The optical kerning applied here in a OPTICAL KERNING
InDesign has created tighter spacing for large text

and looser spacing for small text. Look at both

effects before choosing a kerning method.

METRIC VERSUS OPTICAL KERNING

Books And Harlots Have Their Quarrels In Public.

Books and harlots—

Books And Hatrlots ==

stockings of the other.

Can Be Taken To Bed.

—WALTER BENJAMIN, 1925

QUADRAAT SANS, WITH METRIC KERNING

Books And Harlots Have Their Quarrels In Public.

Books and harlots—

Books And Harlots &=
Can Be Taken To Bed.

—WALTER BENJAMIN, 1925

QUADRAAT SANS, WITH OPTICAL KERNING

NERD ALERT: [n addition to using optical kerning, the text
above has word spacing reduced to 8o percent. With large type,
normal word spacing often looks too wide. Adjust word spacing
in the Paragraph>Justification menu in InDesign.
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TRACKING

Adjusting the overall spacing of a group of letters
is called tracking or letterspacing. By expanding the
tracking across a word, line, or entire block of
text, the designer can create a more airy, open
field. In blocks of text, tracking is usually applied
in small increments, creating a subtle effect not
noticeable to the casual reader. Occasionally, a
single word or phrase is tracked for emphasis,
especially when CAPS or sMALL cAPs are used
within a line. Negative tracking, rarely desirable in
text sizes, can be used sparingly to help bring up a
short line of text. White type on a black background
is considered more legible when it is tracked.

TRACKING TEXT TYPE

NORMAL TRACKING

SCALY-BREASTED PARTRIDGE CRIMSON-HEADED PARTRIDGE

Arborophila chloropus Haematortyx sanguiniceps
12in (30 cm) 10in (25 cm)
Southeast Asia Borneo

Letters do love one another.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example, whose
seductive valley makes her
limbs stretch out above her
base. In contrast, L solidly
holds his ground yet harbors a
certain emptiness above the
waist. Capital letters, being
square and conservative, prefer
to keep a little distance from
their neighbors.

POSITIVE TRACKING (+20)
Letters do love one another.
However, due to their
anatomical differences, some
letters have a hard time
achieving intimacy. Consider
the letter V, for example,
whose seductive valley makes
her limbs stretch out above
her base. In contrast, L solidly
holds his ground yet harbors
a certain emptiness above the
waist. Capital letters, being
square and conservative,
prefer to keep a little distance
from their neighbors.

Books and harlots—both have their
type of man, who both lives off and

harasses them. In the case of books,
critics. WALTER BENJAMIN, 1925

REVERSED TYPE, NO TRACKING

BIRDS OF THE WORLD Book, 2007. Author: Les Beletsky.
Publisher: The Johns Hopkins University. Art Director:
Charles Nix. Designers: Charles Nix, Whitney Grant, and
May Jampathom. This book, set in Adobe Caslon and Caslon
540, uses tracked small capitals for caption headings.

NEGATIVE TRACKING (-20)
Letters do love one another.
However, due to their anatomical
differences, some letters have

a hard time achieving intimacy.
Consider the letter V, for
example, whose seductive valley
makes her limbs stretch out
above her base. In contrast,

L solidly holds his ground yet
harbors a certain emptiness
above the waist. Capital letters,
being square and conservative,
prefer to keep a little distance
from their neighbors.

TYPE CRIME

TIGHTLY TRACKED TEXT
Letters are tracked too close
for comfort.

Books and harlots—Dboth have their
type of man, who both lives off and
harasses them. In the case of books,
critics. WALTER BENJAMIN, 1925

REVERSED TYPE, TRACKED +25§
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Designers most commonly apply tracking to
headlines and logos (where kerning adjustments
are also frequently required). As text gets bigger,
the space between letters expands, and some
designers use tracking to diminish overall spacing
in large-scale text. Loose or open tracking is
commonly applied to capitals and small capitals,
which appear more regal standing slightly apart.

EROS

EROS Logotype, 1962. Design:
Herb Lubalin. Ultra-tight
letterspacing was a hallmark of
progressive commercial graphics
in the 196os and 1970s. Here,
the letters cradle each other with
an intimacy appropriate to the
subject matter.

ADJUSTING SPACE ACROSS A RANGE OF LETTERS

TRACKING HEADLINES AND LOGOTYPES

LOVE LETTERS

CAPITALS: NORMAL TRACKING

LOVE LETTERS

CAPITALS: LOOSE TRACKING (+75)

LOVE LETTERS, LOVE LETTERS

SMALL CAPS: NORMAL VS. LOOSE TRACKING (+75)

love letters, love letters

LOWER CASE: NORMAL TRACKING

love letters, love letters

LOWER CASE: LOOSE TRACKING (+75)

TYPE CRIME: TRACKING LOWERCASE LETTERS
Loosely spaced lowercase letters—especially italics—look
awkward because these characters are designed to sit
closely together on a line.

CAEATED gy

THYMES®

MINNEAPOLIS
BDG.&,E WinygsoT o5

TPy o W
W SOT1 MADE e

A

W THYMES

EST 2003

CRUETAEWHISK.COM

422 ZND STREET
HUDSOMN, WISC
55016

CRUET & WHISK and THYMEs Logotypes, 2006. Design: Duffy
& Partners. The generously tracked capitals in these logotypes give
them an affable, antiquarian flavor while imparting an overall
lightness to the designs.
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EXERCISE: SPACE AND MEANING

You can express the meaning of a word

or an idea through the spacing, sizing,

and placement of letters on the page.

Designers often think this way when

creating logotypes, posters, or editorial

headlines. The compositions shown here

express physical processes such as .. o .. o
disruption, expansion, and migration t t t
through the spacing and arrangement of ;I Io n ra n s' I
letters. The round Os in Futura make it

a fun typeface to use for this project.

Examples of student work from
Maryland Institute College of Art

Johnschen Kudos

dis‘uption ¢ O mpression

Johnschen Kudos Johnschen Kudos
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expansion

Marcos Kolthar

Heather Williams

USE SPACE TO EXPRESS MOVEMENT AND CHANGE

ion
t
a
id
mig'rahon
Jason Hogg
L4
° elimina ion
o
o - -
1 ¥ x
iy
] o \
o v
o 4
repetition
Heather Williams
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LINE SPACING

The distance from the baseline of one line of type
to another is called line spacing. It is also called
leading, in reference to the strips of lead used to
separate lines of metal type. The default setting in
most layout and imaging software is 120 percent
of the type size. Thus 10-pt type is set with 12 pts
of line spacing. Designers play with line spacing

different
ieren different
folks folks
different different

strokes strokes

in order to create distinctive typographic
arrangements. Reducing the standard distance
creates a denser typographic color, while risking
collisions between ascenders and descenders.
Expanding the line spacing creates a lighter, more
open text block. As leading increases, lines of type

become independent graphic elements rather

than parts of an overall visual shape and texture.

VARIATIONS IN LINE SPACING

The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The
default setting in most layout and
imaging software is 120 percent of the
type size. Thus 1o-pt type is set with 12
pts of line spacing. Designers play
with line spacing in order to create
distinctive layouts. Reducing the stan-
dard distance creates a denser typo-
Eraphic color—while risking collisions
etween ascenders and descenders.

6/6 scALA PRO
(6 pt type with 6 pts line
spacing, or “set solid”)
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The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The
default setting in most layout and
imaging software is 120 percent of the
type size. Thus 1o-pt type is set with 12
pts of line spacing. Designers play
with line spacing in order to create
distinctive layouts. Reducing the stan-
dard distance creates a denser typo-
graphic color—while risking collisions
between ascenders and descenders.

6/7.2 SCALA PRO
(Auto spacing; 6 pt type

with 7.2 pts line spacing)

TYPE CRIME
Here, auto spacing yields
an uneven effect.

Adjusting line spacing with
the baseline shift tool helps create
an even appearance.

a NERD ALERT: A baseline shift is a manual

adjustment of the horizontal position of one

or more characters. Baseline shifts are often
used when mixing different sizes or styles of type. The
baseline shift tool can be found in the Type tool bar of
standard software applications.

The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The
default setting in most layout and
imaging software is 120 percent of the
type size. Thus 10-pt type is set with 12
pts of line spacing. Designers play
with line spacing in order to create
distinctive layouts. Reducing the stan-
dard distance creates a denser typo-
graphic color—while risking collisions
between ascenders and descenders.

6/8 scara PrRO
(6 pt type with
8 pts line spacing)

The distance from the baseline of one
line of type to another is called line
spacing. It is also called leading, in ref-
erence to the strips of lead used to
separate lines of metal type. The
default setting in most layout and
imaging software is 120 percent of the
type size. Thus 10-pt type is set with 12
pts of line spacing. Designers play with
line spacing in order to create distinc-
tive layouts. Reducing the standard
distance creates a denser typographic
color—while risking collisions between

ascenders and descenders.

6/12 SCALA PRO
(6 pt type with
12 pts line spacing)



OPEN LINES OF TEXT INTERLOCK

Ancient maps of the world

An

when the world was flat
Avid
inform us, concerning the void

Dream

where America was waiting

Of

to be discovered,

Trans-

Here Be Dragons. ...

for-
O to be a dragon. ...

mation. ...

MARGO JEFFERSON

DANCE INK: AN AVID DREAM
OF TRANSFORMATION
Magazine page, 1992.
Designer: Abbott Miller.
Publisher: Patsy Tarr. The
extreme line spacing allows two
strands of text to interweave.
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LINE SPACING

Designers experiment with extreme line spacing
to create distinctive typographic textures. Open
spacing allows designers to play with the space
between the lines, while tight spacing creates
intriguing, sometimes uncomfortable, collisions.
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0 LIVRO AMERELO DO TERMINAL Book spread, 2008.
Designer: Vanessa Barbara with Elaine Ramos and Maria
Carolina Sampaio. Publisher: Cosac Naify. Here, pages of text are
set with loose line spacing and printed on thin paper. The vertical
placement of the text block varies from spread to spread, allowing
text to show through between the lines.



EXPERIMENTING WITH EXTREME LINE SPACING

VISIONARY CITIES: THE
ARCOLOGY OF PAOLO SOLERI
Book, 1970. Design: Paolo
Soleri. This classic work of
postmodern design uses ultra-
tight line spacing to create
dramatic density on the page.
Produced long before the era of
digital page layout, this book
exploited the possibilities of
phototypesetting and dry
transfer lettering.
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ALIGNMENT

Choosing to align text in justified, centered, or

ragged columns is a fundamental typographic act.

Each mode of alignment carries unique formal

qualities, cultural associations, and aesthetic risks.

Centered text is symmetrical,
like the facade of a classical building.
Centered type often appears on
invitations, title pages, certificates, and tomb stones.
The edges of a centered column
are often dramatically uneven.
Centered lines should be broken to emphasize a key phrase
(such as the name of the bride
or the date of her wedding)
or to allow a new thought to begin on its own line.
Breaking lines in this manner is called

breaking for sense.

CENTERED
Lines of ueven length on a central axis

Centered text is formal and classical. It invites
the designer to break a text for sense and
create elegant, organic shapes. Centering is
often the simplest and most intuitive way to
place a typographic element. Used without
care, centered text can look staid and
mournful, like a tombstone.

TYPE CRIME

THIS DREARY SHAPE
POORLY SHAPED

HAS RANDOM LINE
BREAKS THAT DON’'T

TEXT BLOCK In most
uses, centered text
should be broken into
phrases with a variety
of long and short lines.

RESPOND TO THE
RHYTHM OF THE
WRITTEN TEXT.
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Justified text, which has even edges on both the left
and right sides of the column, has been the norm
since the invention of printing with movable type,
which enabled the creation of page after page of
straight-edged columns. In metal type setting, the
printer justifies each line by hand, using small
metal spacers to alter the spaces between words
and letters and thus make all the lines the same
length. Digital typesetting performs the same
labor automatically. Justified type makes efficient
use of space. It also creates a clean, compact
shape on the page. Ugly gaps can occur, however,
when the line length is too short in relation to the
size of type used. Hyphenation breaks up long
words and helps keep the lines of text tightly
packed. Designers often use negative tracking to fit
additional characters on a line, or positive tracking
to even out a line of type that looks too loose.

JUSTIFIED
Left and right edges are both even

Justified text makes a clean shape on the page.
Its efficient use of space makes it the norm for
newspapers and books. Ugly gaps can occur,
however, as text is forced into lines of even
measure. Avoid this by using a line length that
is long enough in relation to the size of type.
As type gets smaller, more words will fit on
each line.

TYPE CRIME

Ugly gaps appear when FULL OF HOLES

the designer has made
the line length too
short, or the author
has selected words that
are too long.

A column that is too
narrow is full of gaps.



In flush left/ragged right text, the left edge is

hard and the right edge soft. Word spaces do not
fluctuate, so there are never big holes

inside the lines of text. This format, which was
used primarily for setting poetry before

the twentieth century, respects the flow of
language rather than submitting to the law of the
box. Despite its advantages, however, the flush
left format is fraught with danger. Above all, the
designer must work hard to control the
appearance of the rag that forms along the right
edge. A good rag looks pleasantly uneven, with
no lines that are excessively long or short, and
with hyphenation kept to a minimum. A rag is
considered “bad” when it looks too even (or too
uneven), or when it begins to form regular
shapes, like wedges, moons, or diving boards.

FLUSH LEFT/RAGGED RIGHT
Left edge is hard; right edge is soft

Flush left text respects the organic flow of
language and avoids the uneven spacing that
plagues justified type. A bad rag can ruin the
relaxed, organic appearance of a flush left
column. Designers must strive vigilantly to
create the illusion of a random, natural edge
without resorting to excessive hyphenation.

STANDARD MODES OF ALIGNMENT

Flush right/ragged left is a variant of the more
familiar flush left setting. It is common wisdom
among typographers that flush right text is hard to
read, because it forces the reader’s eye to find a
new position at the start of each line.

This could be true, or it could be an urban legend.
That being said, the flush right setting is rarely
employed for long bodies of text. Used in smaller
blocks, however, flush right text forms effective
marginal notes, sidebars, pull quotes, or other
passages that comment on a main body or image.

TYPE CRIME
A bad rag will fall BAD RAG
nto weird §hapes An ugly wedge shape spoils
along the right the ragged edge
edge, instead ’
of looking
random.

A flush or ragged edge can suggest attraction

(or repulsion) between chunks of information.

FLUSH RIGHT/RAGGED LEFT
Right edge is hard; left edge is soft

Flush right text can be a welcome departure from
the familiar. Used for captions, side bars, and
other marginalia, it can suggest affinities among
elements. Because flush right text is unusual, it

can annoy cautious readers. Bad rags threaten
flush right text just as they afflict flush left, and
punctuation can weaken the hard right edge.

Lots of punctuation
(at the ends of lines)
will attack, threaten,

and generally
weaken the flush
right edge.

TYPE CRIME
PUNCTUATION EATS
THE EDGE Excessive
punctuation weakens the

right edge.
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ALIGNMENT

The four modes of alignment (centered, justified,
flush left, and flush right) form the basic grammar
of typographic composition. Each one has traditional
uses that make intuitive sense to readers.

CENTERED

THE

WORKS
VIRGIL:

Containing His

PASTORALS
GEORGICS,

. AND
£ N E I S
Tranflated into Englith Verfe; By
Mr. DRYDEN

Adora’d with 2 Hundred Sculptares.

Sequiturque Patrem non paffbus Equis. Virg. Zn, 2.

The Sccond EDITION.

LONDON
Printed for Tk T, 2 the Judges-Head in Fleetfirece,
near the Tuer=Temple=Gatr.  BDCHCVTIL

THE WORKS OF VIRGIL Printed for Jacob Tonson, 1698. Title
pages are traditionally set centered. This two-color title page was
printed in two passes of the press (note the off-kilter registration of the
two colors of ink). Large typefaces were created primarily for use on
title pages or in hymn books.
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JUSTIFIED

for Coppet. But when the eighty days had passed
and the bugaboo was safely on board the Beller-
ophon, she came back to the scenes she loved
so well and to what for her was the only heaven:
Paris. @ She has been called a philosopher
and a literary light. But she was only socio-
literary. Her written philosophy does not repre-
sent the things she felt were true—simply those
things she thought it would be nice to say. She
cultivated literature, only that she might shine.
Love, wealth, health, husband, children—all
were sacrificed that she might lead society and
win applause. No one ever feared solitude more:
she must have those about her who would min-
ister to her vanity and upon whom she could
shower her wit. As a type her life is valuable, and
in these pages that traverse the entire circle of
feminine virtues and foibles she surely must have
a place. ] In her last illness she was attended
daily by those faithful subjects who had all along
recognized her sovereignty—in Society she was
Queen. She surely now had won her heart’s de-
sire, for to that bed from which she was no more
to rise, courtiers came and kneeling kissed her
hand, and women by the score whom she
had befriended paid her the tribute of their
tears #4 She died in Paris at the age of fifty-one.

217

THE COMPLETE WRITINGS OF ELBERT HUBBARD, VOLUME TWO
Printed by the Roycroft Shop, 1908. This neo-Renaissance book
page harkens back to the first century of printing. Not only is the
block of text perfectly justified, but paragraph symbols are used in
place of indents and line breaks to preserve the solidity of the page.



FLUSH LEFT

LENNEMI

Ma jeunesse ne fur quun ténébreux orage,
Traversé gi et i par de brillants soleils;
Le tonnerre et la pluie ont fair un tel ravage,

Quiil reste en mon jardin bien peu de fruits vermeils.

Voild que jai touché Fautomne des idées,
Et quiil faut employer la pelle er les riteaux
Pour rassembler 3 neuf les terres inondées,

Ot Peau creuse des trous grands comme des tombeaux.

Et qui sait si les fleurs nouvelles que je réve

Trouveront dans ce sol lavé comme une gréve

Le mystique aliment qui ferait leur vigueur?

— O douleur! 6 douleur! Le Temps mange la vie,

Et Fobscur Ennemi qui nous ronge le ceeur
Du sang que nous perdons croft et se fortifie!

CHARLES BAUDELAIRE/LES FLEURS DU MAL Printed by Bill
Lansing, 1945. Traditionally, poetry is set flush left, because the line
breaks are an essential element of the literary form. Poetry is not

ususally set centered, except in greeting cards.

STANDARD MODES OF ALIGNMENT IN USE

FLUSH RIGHT

132

Technique

No shields

Flexible

Typographic
flavor

things that could not have been done at all had he
stuck to his original idea.

Trade-markery is a country cousin of heraldry; it
can claim that kin, but native good taste will keep it
from trying to ape its noble relative. I mean that trade-
marks in the form of shields are a joke—as comical as
those mid-Victorian trade devices surrounded by the
Garter. Things like that, in first instances (they are
now meaningless survivals), were efforts on the part of
Trade to sit in the same pew with Race. Under the
modern dispensation, with kings at a discount, the
feudal touch may be dispensed with. One makes this
comment about shields as trade-marks because a cos-
mic law operates to convince every expectant proprietor
of a new trade-mark that he wants his device in the
shape of a shield.

A good trade-mark is the thing that lives inside a
boundary line—not the boundary line itself. It should
be possible for the device to step outside its circle, or
triangle, or what not, and still be the same—an unmis-
takable emblem. In other words, marks that depend
for their individuality upon triangular frames, circles,
squares, etc., are weak brethren; they are of a low order
of trade-mark vitality.

For the greater number of advertising uses a trade-
mark design needs to be given a typographic flavor.
It will stand in close relation to type in the usual
advertisement and its stance will be more comfortable
if it is brought into sympathy with type. This means
that the proprietor will have to relax the rigor of his
rule and allow his design (originally rendered in soft
lithographic grays and stipples) to be redrawn in
positive line, with considerable paper showing, It is
not necessary to ape the style of a woodcut in this
effort after typographic flavor; but it is necessary to
echo, to a certain extent, the crisp black lines and

LAYOUT IN ADVERTISING Designed and written by W. A.
Dwiggins, 1928. In this classic guide to commercial art practices,
Dwiggins has placed callouts or subject cues in the margins. On
the lefi-hand (verso) page shown here, the cues are set flush right,
drawing them closer to the content they identify.
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ALIGNMENT

Designers sometimes use the archetypal modes
of alignment in ways that emphasize their visual
qualities. Combining different types of alignment
can yield dynamic and surprising layouts.
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FLUSH LEFT AND FLUSH RIGHT: VAS: AN OPERA IN
FLATLAND Book spread, 2002. Designer: Stephen Farrell.
Author: Steve Tomasula. In this typographic novel, texts and
images align left and right against a series of thin rules. Hanging
punctuation and boldface letters emphasize the flush edges.
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EXPERIMENTING WITH ALIGNMENT
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Smith. Author: Cecil
Balmond. Photograph: Dan
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manifesto for an informal
approach to structural
engineering and architecture.
The text columns juxtapose
flush right against flush left
alignments, creating a tiny but
insistent seam or fissure inside
the text and irregular rags
along the outer edges.
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fit the facts of what they maka.

JUSTIFIED: HELLA JONGERIUS Book, 2003. Designers: COMA.
Photograph: Dan Meyers. Transparent paper emphasizes the
Jjustified text block. Images hang from a consistent horizontal point,
creating a throughline that is visible along the edge of the book.
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EXERCISE: ALIGNMENT

Use modes of alignment (flush left, flush
right, justified, and centered) to actively
interpret a passage of text. The passage
here, from Walter Ong’s book Orality and
Literacy: The Technologizing of the Word,
explains how the invention of printing
with movable type imposed a new spatial
order on the written word, in contrast
with the more organic pages of the
manuscript era. The solutions shown
here comment on the conflicts between
hard and soft, industrial and natural,
planning and chance, that underlie all
typographic composition.

Examples of student work from
Maryland Institute College of Art

PRINT
situates words in space more relentlessly
than writing ever did. Control of position
is everything in print. Printed texts look
machine-made, as they are. Typographic

control typically impresses most by its
WRITING
tidiness and invisibility: the lines perfectly
moves words from the sound world
regular, all justified on the right side,
to a world of visual space,
everything coming out even visually, and
but print locks words
without the aid of guidelines or ruled
into position in this space.
borders that often occur in manuscripts.
In handwriting, control of space
This is an insistent world of cold,
tends to be ornamental, ornate,
non-human, facts.
as in calligraphy.

Passages of flush left and flush right text hinge from a central axis.
Johnschen Kudos
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PRINT SITUATES WORDS IN SPACE
MORE RELENTLESSLY THAN WRITING
EVER DID. writing moves words fromthe sound  world

BUT PRINT LOCKS WORDS INTO to a world of visual space,
POSITION IN THIS SPACE. CONTROL
OF POSITION IS EVERYTHING IN
PRINT. PRINTED TEXTS LOOK
MACHINE-MADE, AS THEY ARE.
in handwriting, control of space

TYPOGRAPHIC CONTROL TYPICALLY

tends to be ornamental,

IMPRESSES MOST BY ITS TIDINESS ornate, as in

calligraphy.
AND INVISIBILITY: THE LINES
PERFECTLY REGULAR, ALL JUSTIFIED
ON THE RIGHT SIDE, EVERYTHING
COMING OUT EVEN VISUALLY, AND
WITHOUT THE AID OF GUIDELINES OR
RULED BORDERS THAT OFTEN
OCCUR IN MANUSCRIPTS. THIS IS AN
INSISTENT WORLD OF COLD, NON-

HUMAN, FACTS.

Randomly spaced words break free from a rigidly justified column.
Lu Zhang

Print situates words
in space more
relentlessly than
writing ever did.
Writing moves words from the sound world to a world of visual space,
but print locks
words into position
in this space.
Control of position
is everything in
print. Printed texts
look machine-made,
as they are.
In handwriting, control of space tends to be ornamental, ornate.
Typographic control
typically impresses
most by its tidiness
and invisibility: the
lines perfectly regular,
all justified on the
right side, everything
coming out even
visually, and without
the aid of guidelines
or ruled borders that
often occur in
manuscripts.

This is an insistent
world of cold,

non-human, facts.

Long, centered lines are bridges between narrow, ragged columns.
Benjamin Lutz



USING ALIGNMENT TO INTERPRET TEXT

relentlessly than writing ever did. Writing Print situates words in space more relentlessly than writing ever

moves words from the sound world to a

world of visual space, but print locks words did. Writing moves words from the sound world to a world of

into position in this space. Control of posi- visual space, but print locks words into position in this space.

tion is everything in print. Printed texts

look machine-made, as they are. In hand- Control of position is everything in print.

writing, control of space tends to be orna- Printed texts look machine-made, as they are. In handwriting,

mental, ornate, as in calligraphy. Typo-

graphic control typically impresses most by control of space tends to be ornamental, ornate, as in calligraphy.

its tidiness and invisibility: the lines per- Typographic control typically impresses most by its tidiness and
fectly regular, all justified on the right side,

everything coming out even visually, and invisibility: the lines perfectly regular, all justified on the right

without the aid of guidelines or ruled bor- side, everything coming out even visually, and without the aid of

ders that often occur in manuscripts. This

is an insistent world of cold, non-human guidelines or ruled borders that often occur in manuscripts. THIs

faces. IS AN INSISTENT WORLD OF COLD, NON-HUMAN, FACTS.
Print situates words in space more

The beginning of the paragraph is moved to the end. A single line slides out of a justified block.

Daniel Arbello Kapila Chase
Print situates words in space
more relentlessly than writing
ever did. Print situates sound world to
Whiting moves words words in space a world of visual
[from the sound world more relentlessly space, but print

to a world of

Vo1
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but print locks words into
position in this space. Control

E

than writing ever

did. Writing moves

words from the
Control of
position is

locks words into

position in this

space.
machine-made,
as they are. In

of position is everything in everything in handwriting,
print. Printed texts look print. Printed control of space
machine-made, as they are. texts look tends to be

In handwriting, control of

e 7 ornamental, by its tidiness
$pace tends to be ornamental, ornate, as in and invisibility:
ornate, as in calligraphy. lliraph: .
Typographic control typically calligraphy. the lines perfectly
4 Typographic regular, all

impresses most by its tidiness
and invisibility: the lines
perfectly regular, all justified
on the right side, everything
coming out even visually, and
without the aid of guidelines
or ruled borders that often
occur in manuscripts.

This is an insistent world of
cold, non-human, facts.

Elements break away from a justified column.

Efrat Levush

control typically
impresses most

everything coming

out even visually,
and without the
aid of guidelines
or ruled borders
that often occur

Text is forced into a grid of ragged
Kim Bender

justified on the

right side,

mn lnaﬂuscrlp[SA
This is an
insistent world of
cold, non-
human, facts.

squares.
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VERTICAL TEXT

Roman letters are designed to sit side by side, not
on top of one another. Stacks of lowercase letters
are especially awkward because the ascenders and
descenders make the vertical spacing appear
uneven, and the varied width of the characters
makes the stacks look precarious. (The letter I is a
perennial problem.) Capital letters form more
stable stacks than lowercase letters. Centering the
column helps to even out the differences in
width. Many Asian writing systems, including
Chinese, are traditionally written vertically; the
square shape of the characters supports this
orientation. The simplest way to make a line of
Latin text vertical is to rotate the text from
horizontal to vertical. This preserves the natural
affinity among letters sitting on a line while
creating a vertical axis.

oQQQ Vet R D <
o ==+ N o <
CNHH®XMHL
OO0 —4dxxm<

TYPE CRIME
STACKED LOWERCASE

SMALL CAPS, STACKED
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BOOK SPINES Stacked letters sometimes appear on
the spines of books, but vertical baselines are more
common. Starting from the top and reading down
is the dominant direction in the United States.

VERTIGO

XDODHDLIH A3d¥d41V A9 WTI4 V

XDODHDLIH A3d¥47V A9 WTI4 V

A FILM BY ALFRED HITCHCOCK

VERTIGO

top to bottom  bottom to top both directions

VERTICAL BASELINES There is no fixed rule
determining whether type should run from top to
bottom or from bottom to top. It is more common,
however, especially in the United States, to run text
on the spines of books from top to bottom. (You can
also run text up and down simultaneously.)



STACKED LETTERS IN URBAN SPACE
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MEXICAN STREET SIGNS
Photographs by Andrea
Marks. Stacked letters often
appear on commercial street
signs, which often employ thin,
vertical slices of space. The
letters in these signs were drawn
by hand. Wide characters and
squared-off Os stack better than
narrow letters with traditional
rounded forms. In some
instances, the letters have been
specially aligned to create
vertical relationships, as in the
“Optica” sign at right, painted
on a sliver of flat molding inside
a door frame.
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simpaTICO Poster for

the Public Theater, 1994.
Designer: Paula Scher/
Pentagram. Type set on

a vertical baseline creates
movement across the poster.
The theater’s logo, which also
employs a vertical baseline,
can be easily placed on street
banners.

PARALLELEN IM
SCHNITTPUNKT

(CROSSING PARALLELS)
Poster, 1997. Designer:
Gerwin Schmidt. Publisher:
Art-Club Karlsruhe. The axes
of type and landscape intersect
to create posters that are simple,
powerful, and direct. The text
is mirrored in German and
French.

VERTICAL BASELINES
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ENLARGED CAPITALS

N THE BEGINNING of a text, the reader

needs an invitation to come inside. Enlarged
capitals, also called versals, commonly mark the
entrance to a chapter in a book or an article

in a magazine. Many medieval manuscripts are
illuminated with elaborately painted rubrics.
This tradition continued with the rise of the
printing press. At first, initials were hand-
painted onto printed pages, making mass-

produced books resemble manuscripts, which were more valuable than
printed books. Initials soon became part of typography. A printer could set
them together with the main text in wood blocks or cast lead characters, or
add them with a separate process such as engraving. Today, enlarged caps
are easily styled as part of a publication’s typographic system.

The University's Crisis of Purpose
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A VIEW OF THE MONUMENTS Book page, eighteenth NEW YORK TIMES BOOK REVIEW Newspaper page, 2009. Art director:
century. This page was printed in two passes: letterpress Nicholas Blechman. Illustrator: Ellen Lupton. The dropped capital is a

type with engraved illustrations.
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separate illustration placed in the layout.



STYLING ENLARGED INITIALS

N THIS PARAGRAPH, the enlarged capital sits on the same
baseline as the text that follows. This simple solution is easy to im-
plement on both page and screen. Setting the first few words of the
text block in smMaLL capriTaLs helps smooth the transition between
the initial and the text.

N ENLARGED LETTER cut into the text block is called a

dropped capital or drop cap. This example was produced

using the Drop Caps feature in InDesign. The software
automatically creates a space around one or more characters and
drops them the requested number of lines. The designer can adjust
the size and tracking of the capital to match it to the surrounding
text. Similar solutions can be implemented on the web in CSS. The
space around the capital is rectangular, which can be visually awk-
ward, as seen here with the sloping silhouette of the letter A.

AS IT THE BEST OF TIMES, the worst of times, or just

Times New Roman? The dropped capital used here

(The Serif Bold) was positioned as a separate element. A

text wrap was applied to an invisible box sitting behind the capital,

so that the text appears to flow around the intruding right prow of

the W. Likewise, the left prow extends out into the margin, making

the character feel firmly anchored in the text block. Hand-crafted
solutions like this one cannot be applied systematically.

craBYoUR DESIGNERS SOMETIMES ADAPT the dI'Op cap convention

READER BY

m camonas  for other purposes. An illustration or icon can appear in

sven 127 co place of a letterform. Purely typographic alternatives are
also possible, such as inserting a title or subtitle into space carved
from the primary text block. Such devices mobilize a familar page

structure for diverse and sometimes unexpected uses.
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MARKING PARAGRAPHS

Paragraphs do not occur in nature. Whereas
sentences are grammatical units intrinsic to the
spoken language, paragraphs are a literary
convention designed to divide masses of content
into appetizing portions.

Indents have been common since the
seventeenth century. Adding space between
paragraphs (paragraph spacing) is another
standard device. On the web, a paragraph is a
semantic unit (the <p> tag in html) that is
typically displayed on screen with space inserted
after it.

A typical indent is an em space, or a quad, a
fixed unit of space roughly the width of the
letter’s cap height. An em is thus proportional to
the size of the type; if you change the point size
or column width, the indents will remain
appropriately scaled. Alternatively, you can use
the tab key to create an indent of any depth.

A designer might use this technique in order to
align the indents with a vertical grid line or other
page element. Avoid indenting the very first line
of a body of text. An indent signals a break or
separation; there is no need to make a break
when the text has just begun.

Despite the ubiquity of indents and paragraph
spacing, designers have developed numerous
alternatives that allow them to shape content in
distinctive ways.

NERD ALERT: Use the Space After Paragraph feature in
your page layout program to insert a precise increment of
space between paragraphs. Skipping a full line often creates
too open an effect and wastes a lot of space. Get in the habit
of inserting a full paragraph return (Enter key) only at the end
of paragraphs; insert a line break when you don’t want to add
additional space (Shift + Enter).
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The table is covered with a table cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoting,
lampshades. Each trinket sits on a doily, each flower in its pot,
and each pot in its saucer.

Everything is protected and surrounded. Even in the garden,
each cluster is encircled with wire netting, each path is out-
lined by bricks, mosaics, or flagstones.

This could be analyzed as an anxious sequestration, as an
obsessional symbolism: the obsession of the cottage owner
and small capitalist not only to possess, but to underline what
he possesses two or three times. There, as other places, the
unconscious speaks in the redundancy of signs, in their con-

notations and overworking.

— Jean Baudrillard, 1969

INDENT AND LINE BREAK

The table is covered with a table cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoting,
lampshades. Each trinket sits on a doily, each flower in its pot,

and each pot in its saucer.

Everything is protected and surrounded. Even in the garden,
each cluster is encircled with wire netting, each path is out-

lined by bricks, mosaics, or flagstones.

This could be analyzed as an anxious sequestration, as an
obsessional symbolism: the obsession of the cottage owner
and small capitalist not only to possess, but to underline what
he possesses two or three times. There, as other places, the
unconscious speaks in the redundancy of signs, in their con-

notations and overworking.

— Jean Baudrillard, 1969

LINE BREAK AND T/Z LINE SPACE (PARAGRAPH SPACING)



The table is covered with a table cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoting,
lampshades. Each trinket sits on a doily, each flower in its
pot, and each pot in its saucer.

Everything is protected and surrounded. Even in the garden,
each cluster is encircled with wire netting, each path is out-
lined by bricks, mosaics, or flagstones.

This could be analyzed as an anxious sequestration, as an
obsessional symbolism: the obsession of the cottage owner
and small capitalist not only to possess, but to underline
what he possesses two or three times. There, as other places,
the unconscious speaks in the redundancy of signs, in their

connotations and overworking.

— Jean Baudrillard, 1969

OUTDENT (HANGING INDENTATION) AND LINE BREAK

The table is covered with a table cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoting,
lampshades. Each trinket sits on a doily, each flower in its pot,
and each pot in its saucer. M Everything is protected and sur-
rounded. Even in the garden, each cluster is encircled with
wire netting, each path is outlined by bricks, mosaics, or
flagstones. M This could be analyzed as an anxious sequestra-
tion, as an obsessional symbolism: the obsession of the cottage
owner and small capitalist not only to possess, but to underline
what he possesses two or three times. There, as other places,
the unconscious speaks in the redundancy of signs, in their

connotations and overworking.

— Jean Baudrillard, 1969

SYMBOL, WITHOUT INDENT OR LINE BREAK

BREAKING TEXT INTO PIECES

The table is covered with a table cloth which itself is protected
by a plastic table cloth. Drapes and double drapes are at the
windows. We have carpets, slipcovers, coasters, wainscoting,
lampshades. Each trinket sits on a doily, each flower in its pot,
and each pot in its saucer. Everything is protected and sur-
rounded. Even in the garden, each cluster is encircled with wire
netting, each path is outlined by bricks, mosaics, or
flagstones. This could be analyzed as an anxious sequestra-
tion, as an obsessional symbolism: the obsession of the cottage
owner and small capitalist not only to possess, but to underline
what he possesses two or three times. There, as other places,
the unconscious speaks in the redundancy of signs, in their

connotations and overworking.

— Jean Baudrillard, 1969

EXTRA SPACE INSIDE LINE, WITHOUT LINE BREAK

The table is covered with a table cloth which itself is pro-
tected by a plastic table cloth. Drapes and double drapes are at
the windows. We have carpets, slipcovers, coasters, wainscot-
ing, lampshades. Each trinket sits on a doily, each flower in its

pot, and each pot in its saucer.

Everything is protected and surrounded. Even in the garden,
each cluster is encircled with wire netting, each path is out-

lined by bricks, mosaics, or flagstones.

This could be analyzed as an anxious sequestration, as an
obsessional symbolism: the obsession of the cottage owner
and small capitalist not only to possess, but to underline what
he possesses two or three times. There, as other places, the
unconscious speaks in the redundancy of signs, in their con-

notations and overworking.

— Jean Baudrillard, 1969

TYPE CRIME: TOO MANY SIGNALs Using paragraph spacing
and indents together squanders space and gives the text block a
flabby, indefinite shape.
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MARKING PARAGRAPHS

Dominus Salomoms [ecunds pparens, inbet
[ia feruare precepta, addita cemming~
tuore nifi fervata fuersmioSulomon
f/m‘ts adificat caustates, gen-
tes fibs facst rsburarias,
& clafie in Ophir
myffaplurimum
anri veci-

pite
CADP. IX

A ¢ 1 v neftautem cim perfe-
ciffet Sulomon zdificium domus
¥ Domini , & zdificium regis, &
Eerign e omne quod optaucrat & volue-
@&g 3 prAuetat .

e aaNsg ratfacere, * apparuitei Dominus
STy fecunds || ficut apparuerat ei in
Gabaon. 3 Dixitque Dominusad cum , Exaudiui
orationem tuam & deprecationem tuam, quam de-
precatuses coram me:fanétificaui domi hanc quam
zdificafli , vt ponerem nomen meum ibi in {empi-~
ternum , & erunt oculi mei & cor meum ibi cundtis
dicbus, * Tu quoque fi ambulaueris coram me, fi-
cutambulauit * pater tuus , infimplicitate cordis &
in zquitate:& feceris omnia quz pracepi tibi, & le-
gitima mea & iudicia mea feruaveris,’ ponam thro-
num regni tui fuper Hraelin fempiternum, jjficatlo-
cutus {fum Dauié’ patri tuo, dicens , Non auferetur
vir de genere tuode folio Ifracl. ¢Si antem auer-
{ione aerfi fueritis vos & filij veftri,nan fequentes
e, neccuftodientes mandata mea, & ceremonias
mexs quas propofui vobis, {ed abieritis & colueritis
deos alienos , & adoraueritis cos: 7 auferam Ifiacl
defuperficic terre quam dedi cis, & templum quod
fanftificaui nomini meo proiiciam i céfpedtumeo,
eritque Ifraclin prouerbium,, & infabulam cunéis
populis. ® Etdomushzceritin exemplum : omnis
quitranfierit per cam, ftupebit & fibilabit, & dicet,
[{Quare fecit Dominus fic terrz huic & domui huic?
® Etrefpondebunt, Quiadercliquerunt Dominum
Deumfuum, quieduxit patres corum deterra- £
gypti, & fecutifunt deos alienos , & adoraucrunt
cos,& coluerunt eos : idcirco induxit Dominus fu-~
per cosomnemalum hoc. ™ | Expletis autem an-
nis viginti poftquim zdificanerat Salomon duas
domos , id eft , domum Domini & domum regis.
*{ Hiram rege Tyri prabente Salomoni ligna ce-
drina & abiegna , &aurum iuxta omne quod opus
habuerat:)tun¢ dedit * Salomon Hiram viginti op-
pida in terra-Galilexe. ** Er cgreffus cft Hiram de
Tyro,vtvideret oppida qua dederat ei Salomon, &
non placueruntei, & ait , Hzcine funt ciuitates
quas dedifti mihi, frater? Erappellauit eas Ter-
ram-chabul , vigque indiem hanc, * Mifit quoque
Hiram

BIBLE Page detail, c. 1500. In this beautiful arrangement, the
dense, unbroken text column contrasts with a flurry of surrounding
details, including a dropped capital, marginal notes,

triangular chapter summary.
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Different kinds of content invite different
approaches to marking paragraphs. In early
printed books, paragraphs were indicated with

a symbol, such as ||, with no additional space or
line break. In the seventeenth century, it became
standard to indent the first line of a paragraph
and break the line at the end. Commercial
printing tends to embrace fragmentation over
wholeness, allowing readers to sample bits and
pieces of text. Modern literary forms such as the
interview invite designers to construct inventive

typographic systems.

ALL BUILT-IN FIXTURES are furnished
with nickel hardware and 1l4-inch casing, to
be used as a casing or as a ground for the
finished casing.

=t
Stock carried in pine (unfinished).

PR S—

All ironing boards carried in stock are 12
inches wide—any width made to order.
e
“PEERLESS” equipment is very simple to
install, will require no special arrangements of
your plans and will make your house or apart-
ment a real home, a good investment and add
a distinction you could not acquire otherwise.
e
Hoosier Cabinets furnished in ocak or flat
white finish, Also with aluminum or porceliron
table slides.

COMMERCIAL PAMPHLET, 1911. This busy design entreats the
reader with an overload of signals: indents, line breaks, paragraph
spacing, and ornaments.
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DESIGN BEYOND DESIGN
Book spread, 2004. Designed
and edited by Jan van Toorn.
Lines and blocks of text slide oo with toda
into the margin to mark

dominate its board?

I'd be interested to know what Maxwell Anderson and
David Ross think about the possibility of changing the
membership of museum boards so that they more fully
represent the communities they claim to serve. Can we
imagine a Whitney Museum board that is not a rich )
man's club?

Irving Sandler

There are diverse museum audiences. A significant con-

stituency consists of artisis. They need what they see to
miake art. In talking to artists, at least of my generation,
everyone has told me of the importance of the Museum
of Modern Art's permanent collection in the develop-
ment of their art. I would hope that museums could
serve all of their diverse audiences, but the health of I
art and its future depends on how they meet the necds
of artists.

Maurice Berger

Dan, you wrote: “Because of this feeling of being excluded, 1
1 believe that one of the most important commitments
any museum professional can make is to try to reach out
and connect to the public through continuous lectures,
gallery tours, workshops, and the difficult but necessary 1
writing of readable wall and brochure texts.”

This is a very important point, yet I suspect that you may
be the exception rather than the rule. All too often, 1
have found (as a consultant to a number of muscums)

resistance on the part of many curators to examining
and improving their pedagogical skills. Indeed, education
departments are often marginal to or left out of the cura-
torial process. On Thursday, I will open a two-day session
on museum education, public address, and pedagogy: q
Irving, yon wrote: “A significant constituency consists of
artists. They need what they see to make art. ... T would
hope that museums could serve all of their diverse audi-
ences, but the health of art and its future depends on 1]
how they meet the needs of artists.”
A very important observation—the musewrn as a space of
education, inspiration, and motivation for other artists.
Maxwell L. Andersan
Alan asked about the possibility of opening up major
museum boards. It took me quite some time to persuade
the Whitney Museum board that it would be logical to
have a seat for an artist. 1 was lucky enough to have three
artists on the board of Toronto’s Art Gallery of Ontario, ¢
a much larger museum spanning from the Renaissance to
the present with a budget comparable to the Whitney's.

MUSEUMS OF TOMORROW: dincussion
A VIRTUAL DISCUSSION Book
spread, 2004. Designed by
Franc Nunoo-Quarcoo

and Karen Howard. Outdents
(instead of indents) mark
paragraph breaks in this multi-
authored text.

hasn't been any talking about artistic practice and poltical practice.
So how can artists and graphic designers intervens? At the same
time. itis not for the others that one intervenes, itis with the others,
and for oneself. That s very important; we should nat be paternalistic
missionaries. | think that politics itself is an art, politics is the art of
managing conflicts, the art of relations of force, and therefore neces-
sarily invalves the people who possess the power of expression. For
let me remind you that expression and the orderly transfer of ideas.
playa very, very Important role in conflicts.

Wember of the audience
1 would like to ask Jrg Petruschat how he sees the relation between
social conflict and artistic practice, especially in relation to design.
Jsrg Petruschat

I can hear..., but today it's the seventh of november and... at school
1 hadto lear russian. Il try it
I came here for three reasons. | se¢ that revolution in technology
served to cement the sacial status quo. Many designers hope to
change the world when they go to technologies and f think that is
abigitlusion. And my duty I not to say to you what you have to do
in future, but my duty is to think about what | see in the present. And
Jthink it's an illusion to run betind the technology changes in the
hope of changing the social status quo. In my opinion we should not
make the mistake of thinking that we are the greatest because we are
the latest.We have to look Into the history and the problems of history
because the situation, as | showed, from the fifteenth down tothe

That's the first.
The second s that technology is a political structure, it transmits
akind of power, of economic power, and this is a new form that we.

changes of voice in an ongoing EPTEEE T yay lfe.T fitEmE e
conversation.

afagade. So the political is also structural inthis case.
When designers think there are possibilities to change the warld
in contact with these technological systems they think like Walter
Gropius, that the computer's only an instrument. | think that s false.
The computer is not only an instrument but  big structure with many
standards, and standards affect everyday life. That's the third reason.
Member of the audience
1 enjoyed Susan’s talk very much. But | have some doubts. Are you
really saying: | want to go back to the original meaning of the word
aesthetics, to go back to perception, and | want to see how percep-
tion is displaced in our culture?
Susan Buck-Morss
1 do think that there Is this opacity of representation, in other words,
the way artis not just communication, the way that there's something

EXPERIMENTING WITH PARAGRAPH BREAKS

The concern expressed by the Whitney’s board was that
having an artist could create conflicts of interest. T noted
that it might well be a conflict of interest to have
trustees who actively collected in the general areas that
the museum does, but that I trust members to recuse
themselves when discussions warrant it.

Eventually, I was given the green light by the Nominating
Committee to invite Chuck Close. who graciously accept-
ed over a bottle of Glenlivet in his studio, and proved to
be a superb trustee. Chuck has helped keep the conversa-
tion alive and focused on the musewm’s mission. His term
was up this June.

My nominee to succeed him would have provided a return

e the YWhitney,

en extended,

engagement to mine a museun, in this ¢
but that was not to be. Chuck’s term has by
and he will be terrific as long as he cares to stay on. My

preference was to alternate, at the end of each three-year
term, between a more senior artist and a midcareer artist.

As far as other positions on boards, the prevailing desire
of most nominating committees is to have trustees with
the means necessary to fucl a campaign and support the
annual fiscal burden of the operating budget. One can
understand the impulse. On the other hand, across the
nation there is still an unfilled need for greater ethnic
diversity and better representation of various segments
of an artistic spectrum—in the Whitmey’s case, for exam-
ple, for more collectors of contemporary art.

For the makeup of a board to change, there has to be an
overarching will to do it. That is not the impulse around
the United States today. When times are tight, whatever
will there might be is put to the side in a quest to find
people with proven capacity to give.

Mary Kelly

Over the years, 1 have noticed how the same work, shown
in different contexts, draws vastly different audiences,
in terms of numbers and responses, and perhaps this is
why I placed emphasis on the issue of reception in my
earlier remarks. Of course, in making a work, there is

2 subj that p an andien

or put another way, the desire of the other. I think artists
are always speaking, consciously ot unconseiously, to very
specific people—friends, lovers, patrons, collectors, and

to certain T ional, politi-
cal, social, generational, or geographic, but this is never
the same audience constructed by the exhibition
Considered as a “statement,” you could say an exhibition
is formulated by a curator/author who is given the

friday 7 november

else going on there. Either it's the mediurn itself, or it's something
elssthat is extramsly important. That's the most political we can do
better to concentrate on that, than to think about exactly whal mes-
sage is getting across in the sense of arepresentational message,
adirect message, Butwhen you speak about aesthetics and an aes-
the blematic, | think it's what the only hope
1o do now. [ think the avant-garde lepitimated its leadership in the
past by thinking it knew where history was going.  think this notion
of history in progress is vory dangarous. You can't be elitist Ifyou
know where we're going and you know what's holding us. f really agree.
with Benjamin that one has to stay radical but give up absolutely the
notion of progress or automatic progress.
What does that feave for an avant-garde? That is my question and
1was trying to argue as one part of political rt, but not all of political
art. And in this avant-garde possibility | was thinking about interrup-
tion in atemporal sense, or displacement. Maybe itis a very important
political intervention to even use their own bodies as this kind of
space where not very pleasant things happen. | do think thatit's still
possible, and for me rather fruitful, to think of a tradition of avant-
garde art and how that could be reformulated, not in the way that
would say what political art should be about, but something that gives
some description and direction.

Loreaine Wild

My question... do you think that in the context of what you're talking

about, that it keeps being useful to talk about art, even atall as

the definition of what is actually avant-garde or necessaryat the

moment? | was thinking about that when you opened up with the

installation by Ramirez in Tijuana's public plaza, that in fact s

9 ‘ode. You could actually not call that

artatall, you could call that an informational exhibition, but that

somehaw this namenclature that we attach to the activity immedi-

ately sets it outinto a different round, makes it more difficult to talk

about; and that encrusted with the whole idea of cultural hierarchy

that in fact works against the very thing.

Susan Buck-Morss

Well,{ mean it's interesting, what you say. What the difference is
between the word design and the word art. Art is the code word in late
western bourgeois sociaty for disinterested interest, for non-instru-
mental practice, And so | am trying to occupy that or to use It In fact
you're talking about public space of communication; you're not actu-
ally talking about that obeys i
of art. Somehow, we get stuck with this almost retrogressive nation
of art, but then actually that very same definition has heen used to
prevent or tends to create a wall when it comes to this sort of activi-

TEXT | 129



CAPTIONS

The placement and styling of captions affect the
reader’s experience as well as the visual economy
and impact of page layouts. Some readers are
primarily attracted to pictures and captions,

while others prefer to follow a dominant written
narrative, consulting illustrations in support of the
text. From a reader’s perspective, close proximity
of captions and images is a welcome convenience.
Placing captions adjacent to pictures is not always
an efficient use of space, however. Designers
should approach such problems editorially. If
captions are essential to understanding the visual
content, keep them close to the pictures. If their
function is merely documentary, adjacency is
more easily sacrificed.

EL BANCO DE UNO | Signage proposal | Agency: Saffron | Design:
Joshua Distler, Mike Abbink, Gabor Schreier, Virginia Sardén

EL BANCO DE UNO
Signage proposal

Agency: Saffron

Design: Joshua Distler,
Mike Abbink, Gabor
Schreier, Virginia Sardon
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1 Newspaper, 2009. Design: Nick Mrozowski.
© www.ionline.pt. Captions tell a story in this
layout from the Portuguese newspaper i.



CAPTIONS CHANGE THE MEANING OF PICTURES

Why is the clown sad? How to artfully Avoid overpowering a delicate work of art
display a work of art. with a heavy frame.

Don’t hang objects over a child’s bed,
especially depressing objects.

Don'’t put a tiny piece of furniture under a
large painting, or vice versa.

CAPTIONS FOR THE WEB Online content
management systems coordinate pictures and
captions in a database. Designers use rules,
frames, overlays, and color blocks to visually
connect images and captions, creating
coherent units. Shown here are four different
ways to style captions for the web.

INTERACTIVE WEB CAPTIONS
Guardian.co.uk, 2009. Design director:
Mark Porter. A secondary caption reveals
itself when users rolls over this image on
the Guardian’s home page.
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HIERARCHY

A typographic hierarchy expresses the organization
of content, emphasizing some elements and
subordinating others. A visual hierarchy helps
readers scan a text, knowing where to enter and
exit and how to pick and choose among its
offerings. Each level of the hierarchy should be
signaled by one or more cues, applied consistently
across a body of text. A cue can be spatial (indent,
line spacing, placement) or graphic (size, style,
color). Infinite variations are possible.

Writers are trained to avoid redundancy as seen
in the expressions “future plans” or “past history.”
In typography, some redundancy is acceptable,
even recommended. For example, paragraphs are
traditionally marked with a line break and an
indent, a redundancy that has proven quite
practical, as each signal provides backup for the
other. To create an elegant economy of signals, try
using no more than three cues for each level or
break in a document.

EXPRESSING HIERARCHY

I Division of angels Division of angels

Emphasizing a word or phrase within a body of
text usually requires only one signal. Italic is the
standard form of emphasis. There are many
alternatives, however, including boldface, smarL
caps, or a change in color. A full-range type family
such as Scala has many weight and style variations
designed to work together. You can also create
emphasis with a different font. If you want to
mix font families, such as Scala and Futura, adjust
the sizes so that the x-heights align.

BOLD,
ITALIC
UNDERLINED
CAPS!

TYPE CRIME
TOO MANY SIGNALS

Emphasis can be created
with just one shift.

DIVISION OF ANGELS

A. Angel Angel
B. Archangel Archangel
C. Cherubim Cherubim
D. Seraphim Seraphim
IT  Ruling body of clergy Ruling body of clergy
A. Pope Pope
B. Cardinal Cardinal
C. Archbishop Archbishop
D. Bishop Bishop
III Parts of a text Parts of a text
A. Work Work
B. Chapter Chapter
C. Section Section
D. Subsection Subsection

Angel angel
Archangel DIVISION archangel
Cherubim OF ANGELS cherubim
Seraphim seraphim
RULING BODY OF CLERGY
Pope pope
Cardinal RULING BODY cardinal
Archbishop OF CLERGY archbishop
Bishop bishop
PARTS OF A TEXT
Work work
Chapter PARTS OF chapter
Section A TEXT section
Subsection subsection

SYMBOLS, INDENTS, INDENTS AND

AND LINE BREAKS LINE BREAKS ONLY
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FONT CHANGE, INDENTS, ALIGNMENT, FONT CHANGE,

AND LINE BREAKS AND LINE BREAKS



HIERARCHY IS RELATIONAL

MAIN HEAD E— COMMON TYPOGRAPHIC DISEASES

Various forms of dysfunction appear among populations exposed
to typography for long periods of time. Listed here are a number
of frequently observed afflictions.

MAIN TEXT

TYPOPHILIA An excessive attachment to and fascination with the
shape of letters, often to the exclusion of other interests and
object choices. Typophiliacs usually die penniless and alone.

TYPoPHOBIA The irrational dislike of letterforms, often marked
by a preference for icons, dingbats, and—in fatal cases—bullets
and daggers. The fears of the typophobe can often be quieted

(but not cured) by steady doses of Helvetica and Times Roman.

SUBSECTIONS = ——— TYPOCHONDRIA A persistent anxiety that one has selected the
wrong typeface. This condition is often paired with okD (optical
kerning disorder), the need to constantly adjust and readjust the
spaces between letters.

TYPOTHERMIA The promiscuous refusal to make a lifelong
commitment to a single typeface—or even to five or six, as some
doctors recommend. The typothermiac is constantly tempted to

test drive “hot” new fonts, often without a proper license.

COMMON TYPOGRAPHIC DISEASES

There are endless Various forms of dysfunction appear among populations
exposed to typography for long periods of time. Listed
ways to express here are a number of frequently observed afflictions.
the hierarchy
Ofﬂ document Typophilia An excessive attachment to and fascination with the shape of

. letters, often to the exclusion of other interests and object choices.

Typophiliacs usually die penniless and alone.

Typophobia The irrational dislike of letterforms, often marked by a preference
for icons, dingbats, and—in fatal cases—bullets and daggers.
The fears of the typophobe can often be quieted (but not cured)
Dby steady doses of Helvetica and Times Roman.

Typochondria A persistent anxiety that one has selected the wrong typeface.
This condition is often paired with oxp (optical kerning disorder),
the need to constantly adjust and readjust the spaces between
letters.

Typothermia The promiscuous refusal to make a lifelong commitment to a
single typeface—or even to five or six, as some doctors recommend.
The typothermiac is constantly tempted to test drive “hot” new fonts,
often without a proper license.
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HIERARCHY

COMMUNICATING HIERARCHY Complex

content requires a deeply layered hierarchy. In
magazines and websites, a typographic format is
often implemented by multiple users, including
authors, editors, designers, and web producers.
If a hierarchy is clearly organized, users are more
likely to apply it consistently. Designers create
style guides to explain the princples of a hierarchy
to the system’s users and demonstrate how the

system should be implemented.

Lera post
americana

[{E

SPECIMEN

Solidarieta internazionale 2009
____________________________________________________________________|

DOCUMENT
Page size (x2)
Ratio

Lead
Lead/baseline
Main grid

200x270 mm
1:1,35 /0,741
10

9,94

9,94 x 7,363

Top margin
Botton margin
Outside margin
Inside margin
Column gutter

TEXT GRID 3 COLUMNS

49,7

49,674
44,178
20,452
14,726

Top margin
Botton margin
Outside margin
Inside margin
Heigt f line
First f line

IMAGES GRID 6 COLUMNS

20,82
49,674
29,452
29,452
7,039
2,901

TYPOGRAPHY
Type

Utopia Std
abedefghijkimnopqrstuvwxyz

ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890 I"§$%&/()=? @€

Caption 6-8
Regular 9-13
Subhead 14-24
Display 25-72
Myriad Pro

abcdefghijkimnoparstuvwxyz
ABCDEFGHIKLMNOPQRSTUVWXYZ
1234567890 I55%8&/(0=? @€

Tekton Pro
abedefghijkimnoparstumwsyz
ABCDEFGHIUKLMNOPGRSTUYWXYZ
1234567890 I's$%&/()=? @€

Rules 0,25/1/9,94

Halftones 20/40/60%

COLOURS

u a internazionale—10.100.100.10
Cipsi—0.45.70.0 1M 0.100.100.0
Cipsi—20.15.0.0 0.40.100.0
Cipsi—40.0.10.0 0.0.100.0
Cipsi—40.0.70.0 40.0.100.0
0.0.0.20 1 100.0.0.0
0.0.0.40 M 100.100.100.100

¥ 0.0.0.60 M 40.100.0.0

M 100.0.0.100 9 0.100.0.0

1BASE

HEADLINE

Title
Title Pisplay

Title

Tltl e Display Italic

Title

Signature

Subtitle
|
Half Title

ody ! Body Capital.

Lorem ipsum

“Body Question

Subheading lorem
ipsum dolor sit
amet, consectetur
adipiscing elit.

> URL

Editorial. Lorem ipsum dolo;
met, con:

volutpat
Vestibulum p

2 COLUMN
Title Serif

Title Sans

Body Column
ody C

HEAD.

3BOX

TITLE

Body

B ody Capital,

mpor, orci. S
sequat viverra, ma-
s

4 BACHECA
THEME

Title 1

SUBTITLE 1

Body 1

Title 2

SUBTITLE 2

Body2

Title

Half Title
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SOLIDARIETA INTERNAZIONALE Magazine redesign, 2009.
Design: Sezione Aurea. Publications often commission design firms
to create new formats that can be implemented by staff designers

and editors. This redesign uses the typefaces Myriad and Utopia,
designed by Robert Slimbach. A comprehensive style guide serves to
communicate the new format to the magazine’s staff.



STRUCTURAL HIERARCHY Designers and editors
should organize content structurally rather than
stylistically, especially in digital documents. When
creating style sheets in a page layout program,
label the elements with terms such as “title,”
“subtitle,” and “caption” rather than “bold,” “tiny,”
or “apple green Arial.” In CSS, elements such

as em (emphasis), strong, and p (paragraph)

are structural, whereas 1 (italic), b (bold), and

br (break) are visual. As a body of content is
translated into different media, the styles should
continue to refer to the parts of the document
rather than to specific visual attributes.

STRUCTURE TRUMPS PRESENTATION

Structural hierarchies help make websites
understandable to search engines and accessible
to diverse users. A document should have only
one h1 heading, because search engines apply
the strongest value to this level of the document.
Thus to conform with web standards, designers
should apply heading levels (h1, h2, and so on)
structurally, even when they choose to make some
levels look the same. Using structural, semantic
markup is a central principle of web standards.

For more on web standards, see Jeffrey Zeldman with Ethan
Marcotte, Designing with Web Standards, third edition (Berkeley,
CA: New Riders, 2009).

Cheap, but worthwhile date ideas?
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THE CITY Website, 2010. Designer: Graham Stinson. The

City is a social networking site that helps churches and non-profits
engage in community activities. Auto-detection determines whether
the reader is using a desktop or mobile phone and then re-routes
layout characteristics in order to create a custom view. Each layout
references a different CSS file; the main HTML for each page
remains the same.

TEXT
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HIERARCHY

HIERARCHY AND ACCESSIBILITY The web was
invented in order to provide universal access

to information, regardless of a person’s physical
abilities or access to specialized hardware or
software. Many users lack the browsers or
software plug-ins required for displaying certain
kinds of files, while visually impaired users have
difficulty with small type and non-verbal content.
Creating structural hierarchies allows designers to
plan alternate layouts suited to the software,
hardware, and physical needs of diverse
audiences.

CLAPHAMINSTITUTE.ORG Website, 2003.

Designer: Colin Day/Exclamation Communications. Publisher:
The Clapham Institute. This site was designed to be accessible to
sighted and non-sighted users. Below is a linearized version of the
home page. A visually impaired reader would hear this text,
including the alt tags for each image. The “skip to content” anchor
allows users to avoid listening to a list of navigation elements.

Sometimes good typography is heard, not
seeen. Visually impaired users employ automated
screen readers that linearize websites into a
continuous text that can be read aloud by a
machine. Techniques for achieving successful
linearization include avoiding layout tables;
consistently using alt tags, image captions, and
image descriptions; and placing page anchors in
front of repeated navigation elements that enable
users to go directly to the main content. Various
software programs allow designers to test the
linearization of their pages.
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THE WEB WAS INVENTED FOR UNIVERSAL ACCESS

% vanTHouse

IMTiEmATIONAL

LIGHTHOUSE.ORG Website, 2010. Design: Dan Mall and Kevin
Sharon/Happy Cog. Front-end code: Jenn Lukas. Information
architecture: Kevin Hoffman. Accessibility research and testing:
Angela Colter and Jennifer Sutton. The visual layout of this
website (LEFT) is optimized for sighted users, while the source order
of the code (BELOW) is optimized for the visually impaired, allowing
users to linearize the text with an automated screen reader. For
example, in the visual display, the navigation menu appears
immediately below the logo. In the source code, however, the
organization name is followed directly by the tagline, preventing the
top of the page from clogging up with navigation elements. Such
differences between the visual display and the source order are kept

FTINT ¥ el
s

R

to a minimum because not everyone who uses a screen reader is
blind, and some people with disabilities who navigate via source
order can see the visual layout with their eyes. If the visual layout
differs too much from the source code, these users would be confused.
The relationship between the visual layout and the source order is
also optimized for search engines.
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HIERARCHY
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seit der Thronbesteigungl) — — 7 ¥

— — 5o erleble ich, daB er einen doch i
Major, den Adjutanien des Kronprinzen, Ell:l:
Ohr zog, ihm einen tdchtigen Schlag
gab und sagte: — —

— — empling er in Tempelhof im Salor
minister und den Chef des Militdrkabineties mit
alten Esel glaubt, daf ihr alles besser wipt,

*) Deutsche Verlagsanstalt, Stuitgart, 1923

Und daB das »gemeinsame Vorgehen« fiir den

- war, »sobald Kraus die Satire auf Kaiser Wilhelm

werde«, beweist eine Vertrautheit der Innsh:
Programm, die ich selbst am Nachmittag noch nic
ihnen in die Falle gegangen! Aber wenn einer d
Innshruck auf Demonstrationen ausgehen, bis h
Abends eine Ahnung von dem Vorhandensein d
will ich dem Wilhelm glauben, dab er es nicht gew
Josef, daB er alles reiflich erwogen hat. Die Wah:
einer vagen Kenntnis meiner Gesinnung, aber vo
die ihre auszuleben, in den Saal gefiihrten Ind:
Abends ein Dutzend weit besserer Anlisse — et
zwei Diebsgenerale — hatten voriibergehen lasss
der Laut auf den Lippen erstarb, und erst zum !
iiber die eigene Unregsamkeit ihnen Bewulitse
ihre Anwesenheit legitimierten, indem sie d



COMPLEX CONTENT WITH A FINE-GRAINED HIERARCHY

" il

WORTERBUCH DER REDENSARTEN/KARL KRAUS, DIE FACKEL
Book, 1999. Designer: Anne Burdick. Publisher:

3 u_pﬂ..._ J.#
A R
f#fﬂaﬁ #.?J./”.Mrr fﬂf# /a_““pf
A

X H.# J_...._#.
R

Osterreichische Akademie der Wissenschaften. This book
presents essays from the journal Die Fackel, published by the

Viennese writer Karl Kraus from 1899 to 1936. The journal’s text

appears in the center of each page. This text is sometimes

represented with an image of the original publication and

sometimes filtered through the modern typography of the new

edition. In the beige-colored margins, different styles and sizes of

type indicate different modes of editorial commentary.
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HIERARCHY

RADAR Magazine, 2008. Designed by Luke
Hayman/Pentagram and Kate Elazegui/Radar.
Mass-market magazine covers often combine a

big photograph, a big headline, and a big logo
with a swarm of teasers about articles to be found
inside. Radar’s covers present feature stories front
and center while enticing readers with numerous
compact headlines. In contrast, the magazine’s
table of contents provides a more leisurely overview.
Here, the typographic hierarchy emphasizes the
articles’ titles and uses the page numbers as easy-to-
find anchors.
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MAGAZINE COVERS CAN MAKE YOU THINK

“BELIEVER

T(JE'IRI'-'{T':;
IN ROMANIA

THE BELIEVER Magazine, front and back covers,
2009. Design: Dave Eggers. Illustrations: Charles
Burns. The busy but readable covers of this literary
magazine use slab serif text in multiple sizes and
weights to advertise the content found inside. The line
illustrations integrate comfortably with the text. A full
table of contents appears on the back cover, providing
readers with an easy-to-use interface. Influenced by
nineteenth-century almanacs, the design of The Believer At lmnat ive ood - Twenty-lour ifess

bord d tod ttention to th tent idans from TVs r whout Nuney from e
uses borders and frames to draw attention to the conten, Bob Odeskirk (. 14) FrankBin Bruso tp. 54) X0
and create a memorable visual identity. -

TEXT | 141



HIERARCHY
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Michael Bierut, Kerrie Powell, Sunnie Guglielmo

YALE SCHOOL OF ARCHITECTURE Posters, 2003-2000.
Designers: Michael Bierut and team/Pentagram. Produced
over a series of years for a single client, these posters apply diverse

typographic treatments and hierarchies to similar bodies of content.

The black-and-white palette creates consistency over time.
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Lectures,  Yale -

and Architecture
Symposia  Spring
2002

@

Exhibitions, School of 3L

Michael Bierut, Justin Weyers

Y R o
.

Michael Bierut



SIMILAR CONTENT; DIFFERENT SOLUTIONS
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Michael Bierut, Michelle Leong, Sasha Fernando

Michael Bierut, Andrew Mapes
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EXERCISE: HIERARCHY

Choose a text that has a recurring structure, d e‘ﬁf ;
such as a table of contents, a news aggregator, C S
or a calendar of events. Analyze the structure of v
the content (main title, subtitles, time, location, \/\/’f@ q
body text, and so on) and create a visual hierarchy d e Defauded

y Misplaced Modifier 30
that expresses this structure. Make it easy for

readers to find the information they want. For 8 | | . HAYAY/ [ )
00

Flood of Clichés

example, in a crime report some readers might Wreak Havor
scan for location, looking for data about their

neighborhood, while others might be more O St Crime Blotter
drawn to the lurid details of particular crimes.

Use changes in size, weight, leading, style, and

column structure to distinguish the levels of the C O m u 8 @
hierarchy. Make a style sheet (in a page layout

program for print or in CSS for the web) in order Callie Neylan, Betsy Martin
to create several variations quickly.

Crime Blotter

EAST VILLAGE 1 1 UPPER EAST SIDE O 7 WILLIAMSBURG
0 6 Noun Found Smothered Verb Defrauded Flood of Clichés Wreaks
o 0 by Adjectives Message 3 O by Misplaced Modifier OO Havoc Hipster kicks

lost in dense cloud of Missing the point bucket after biting
AM confused signals. A  revenge is sought by victim. PM bullet and butterfly.

Callie Neylan, Betsy Martin

Crime Blotter

Noun Found Smothered by Adjectives Verb Defrauded by Misplaced Modifier Flood of Clichés Wreaks Havoc
Message lost in dense cloud of confused signals. Missing the point, revenge is sought by victim. Hipster kicks bucket after biting bulet.

Katie Burk, Paulo Lopez
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APPLYING STYLES STRUCTURALLY

" s00am E@St Village
Noun Found Smothered by Adjectives
Message lost in dense cloud of confused signals.
cclass=ctine”> — 11.30.m Upper East Side

Verb Defrauded by Misplaced Modifier

Missing the point, revenge is sought by victim.

7000m Willlamsburg
Flood of Clichés Wreaks Havoc

Hipster kicks bucket after biting bullet.
<p>

These typographic variations
were generated in CSS using the

structural hierarchy presented

above.

so0am EASt Village

Examples of work by siaff Noun Found Smothered by Adjectives
designers in a workshop at

National Public Radio, 2010.

naan Upper East Side
Verb Defrauded by Misplaced Modifier

7000m Williamsburg

Flood of Clichés Wreaks Havoc

David Wright, Nelson Hsu
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EXERCISE: LONG LISTS

In the real world of graphic design, managing
large quantities of text is a routine challenge.
Designers use the principles of hierarchy,
alignment, and page layout to make content easy
to scan and enjoyable to read. You can try this
exercise with any long list of entries: calendar
events, dictionary definitions, pithy quotes,

classified ads, or a page from a college course
catalog. Numbering the elements in the list gives
you a graphic element to manipulate. Design

a poster that presents the content in a visually

interesting way. Work with style sheets to test

different type treatments quickly and consistently.
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MY DESIGN KICKS YOUR CONTENT’S ASS

Examples of student work from
Maryland Institute College of Art.

BRAIN SHOPPING
40 TIPS AND TRICKS

FOR GETTING IN THE MOOD TO GET IDEAS.

Becky Slogeris
Andy Mangold

@ Triangulate. ing from another field @ Go shopping.
g . o

n age.” Colk
@ Make a cube,

index cards.
b Rk o,
@ Do a Google ch . hink about your
Who sl hat sohed o vhil fling adeop of wok
@Go to the library.
i formation ond nspiraion.
@ Rewrite the problem.
e roblom s - change
(8) Imogin th abvious <o
Now magineis oppade, o ey e ond
@ Look for solutions you admire. Ask people
yze why you o what ey wih o
Think like an interior decorator. Ask people
Croa vogazine cipping, fobic sample: about et ersonal e
) ) Find a place to think
@ Pin up your ideas somewhere where you won't be disracied by iher fasks

@ Take a walk outside
toke a shower

brain
shopping

40 Tips and Tricks for Getting in the Mood to Get Ideas When you hi o dead end, try again later.

blem could be @ good soluton
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THE PURITY OF THE SINGLE-COLUMN PAGE

HISTORIA NATURALIS

Book, 1472. Printed by
Nicolas Jenson, Venice
Collection of the Walters Art
Museum, Baltimore. This book
features an elegant, unbroken
text block set in one of the
earliest roman typefaces. The
page has no line breaks or
indents.

150 | THINKING WITH TYPE

Plazn fabrole fmi rnduse. exsuann pestra sownca il prriflasna £
Womimsess quocgp hoc smmal maftails wideess. Ershe ule coco mue
eefezemus fan Nﬂdlﬁuﬂu&hﬂpﬂp-l-wuw&
: o *_,-:. o s iy L

i in fico £ . In| 3 fimiieerualere.
[dreflasrat ol put. mhmm&nmg-.mm
eudine Gewn unans wWhade. H ol oders ipdas disie el oeeesn uesonil

e
e D T

e tfacen ammrne, Eca qu sgredles Cemtert el -
et rufazen infunduns sunbs, Croma quade s radencuomes o guanasand

i liosiiq marhorii om0 sut cers aug faba inclules eenfoans deseeides Y e
m“mw  Emem i adhibenty sl e e, el

buurs cf ee isseriTen penmonnm a porellisbus:& o disa erivm procum snothern:e
remuchia beneficionim Qi id Eamuims fumgninem appeltant. Diaco nd
hlbﬂ.ﬂnul.l;r limizs el i g

Fiads L

T T
mrﬂﬂ ey i Hﬂp‘ M
2 imin adalliganae m Lace "'_I Ao ﬂm.s:i
.
et v e, STt
el qua inuscbens Fuenune matgningem medarie, Cauds deastmn o3 eszmr inllis Jremin
e Fromte o mendulls ouldom g wdtons. canin ungubus adllgams cerims
N e T R L S e  mon s ok g
Pt i £

- Lyt i) il -

T
F q Mk




A GRID BREAKS SPACE OR TIME INTO REGULAR UNITS. A grid can be
simple or complex, specific or generic, tightly defined or loosely interpreted.
Typographic grids are all about control. They establish a system for
arranging content within the space of a page, screen, or the built
environment. Designed in response to the internal pressures of content
(text, image, data) and the outer edge or frame (page, screen, window),

an effective grid is not a rigid formula but a flexible and resilient structure,
a skeleton that moves in concert with the muscular mass of information.

Grids belong to the technological framework of typography, from the
concrete modularity of letterpress to the rulers, guides, and coordinate
systems employed in graphics applications. Although software generates
illusions of smooth curves and continuous tones, every digital image or
mark is constructed—ultimately—from a grid of neatly bounded blocks. The
ubiquitous language of the cu1 (graphical user interface) creates a gridded
space in which windows overlay windows in a haphazard way.

In addition to their place in the background of design production, grids
have become explicit theoretical tools. Avant-garde designers in the 1910s
and 1920s exposed the mechanical grid of letterpress, bringing it to the
polemical surface of the page. In Switzerland after World War II, graphic
designers built a total design methodology around the typographic grid,
hoping to construct with it a new and rational social order.

The grid has evolved across centuries of typographic development.

For graphic designers, grids are carefully honed intellectual devices, infused
with ideology and ambition, and they are the inescapable mesh that filters,
at some level of resolution, nearly every system of writing and reproduction.

GRID | ISI



THE FRAME IS NEITHER BACKGROUND NOR FIGURE
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GRID AS FRAME

Alphabetic writing, like most writing systems, is organized into columns
and rows of characters. Whereas handwriting flows into connected lines,
the mechanics of metal type impose a stricter order. Each letter occupies its
own block, and the letters congregate in orderly rectangles. Stored in gridded
cases, the characters become an archive of elements, a matrix of existing
forms from which each page is composed.

Until the twentieth century, grids served as frames for fields of text. The
margins of a classical book page create a pristine barrier around a flush,
solid block of text. A page dominated by a solitary field of type remains
today’s most common book format, although that perfect rectangle is now
broken with indents and line breaks, and the margins are peppered with
page numbers and running heads (text indicating the book or chapter title).

In addition to the classical norm of the single-column page, various
alternative layouts existed during the first centuries of printing, from the
two-column grid of Gutenberg’s Bible to more elaborate layouts derived
from the medieval scribal tradition, where passages of scripture are
surrounded by scholarly commentary. Polyglot (multilingual) books display
a text in several languages simultaneously, demanding complex divisions
of the surface.

Such formats permit multiple streams of text to coexist while defending
the sovereignty of the page-as-frame. The philosopher Jacques Derrida has
described the frame in Western art as a form that seems to be separate from
the work, yet is necessary for marking its difference from everyday life. A
frame or pedestal elevates the work, removing it from the realm of the
ordinary. The work thus depends on the frame for its status and visibility.

Typography is, by and large, an art of framing, a form designed to melt
away as it yields itself to content. Designers focus much of their energy on
margins, edges, and empty spaces, elements that oscillate between present
and absent, visible and invisible. With print’s ascent, margins became the
user interface of the book, providing space for page numbers, running
heads, commentary, notes, and ornaments.

The frame... disappears, buries itself, effaces itself, melts away at the moment it deploys its
greatest energy. The frame is in no way a background...but neither is its thickness as margin
a figure. Or at least it is a figure that comes away of its own accord. —JACQUES DERRIDA, 1987
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BIBLIA POLYGLOTTA Book
spread, 1568. Printed by
Christopher Plantin,
Antwerp. Plantin’s polyglot
Bible is zoned for five different
translations (Hebrew, Greek,
Aramaic, Syriac, and Latin).
Each zone is proportioned to
accommodate the typographic
texture of a particular script.
The page is a dense rectangle
cut into parts. The pieces—
though highly individualized—
fit together into a unified
whole. Reproduced from
William Dana Orcutt, In
Quest of the Perfect Book
(New York: Little, Brown and
Co., 1926).

GRID | 155



TWO COLUMNS, TWO LANGUAGES
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SUPPLEMENT AU LIVRE

DE L'ANTIQUITE (LEFT) Book
page, Paris, 1724. The two-
column grid devised for this
bilingual book provides a large,
single-column block for the
French text, with two columns
below for the Latin. The
quotation marks serve as a
frame along the left edge of the
quoted passage.

THE ILLUSTRATED LONDON
NEWS (RIGHT) Newspaper
page, 1861. Early newspaper
advertisements were designed
by the paper’s printer, not
supplied by the client or an
advertising agency. This dense
field of entries occupies a _four-
column grid, with ruled lines to
create order.

THE IMPERIAL FAMILY BIBLE
(NEXT SPREAD) Book, 1854.
In this unusual book structure,
the notes appear in the center
of the page rather than along
the bottom or the edges. The
margin has moved from outside
to inside.
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God's judginent upon Jerusalem,

ISAIAH, XXIX

Hypoerisy of the Jetca,

mount Perazim,' he shall be wrot1||_umum [ s ncm | of one that hath a familiar spirit, out

as in Tthe valley of Gibeon, that he

| imoe e = en | of the ground, and thy speech shall

ot b delines, bt |7 Thesr o s ity

way do his work, "his strange work; =SSN

. . - Adesarey.
and bring to pass his act, his strange e,
act.

22 Now therefore ‘be ye not mock-
ers, ‘lest your bands be made strong:
for I have heard from the Lord Gon
of hosts, "a consumption, even deter-|
mined upon the whole carth. ‘

23 T Give ‘ye ear, and hear my

Aedd it T2

§

bt

10 BLI1 L by
Easenn, S 0 fas chaff that passeth away; yea,
[ e
WVelehes | 0 klad of ||§
o berw |

iy
o ke e, .2, the

var st e Whisper! out of the dust.’

8 :"'-l;_-,“-:'_—.—-l-: I 5 Morcover, /the multitude of thy

408 >
g o T |strangers shall be like small dust, and
AR WS A | chirpieg, wutierieg
it

i e the multitude of the terrible ones shall

i it shall be *at an instant suddenly,

jmzemmies | G Thou shalt be ‘visited of “the
|zt | Lok of hosts with thunder, and with
e earthquake, and great noise, with

voiee; hearken, and hear my speech. | mumiriest s 4 wise wer (storm and tempest, and the flame of

24 Doth the ploughman plongh all LT

day to sow? doth he open and *hreak
the clods of his ground?
25 When he hath made plain the

fuce thereof, doth he not cast abroad |43 J| g

i
}

the fitches,® and scatter the eummin,
and cast in® the principal wheat, and
the appointed barley, and the rye,tin
their place?

26 For’ *his God doth instruet him e
to diseretion, and doth teach him. | .=

|

|

i

1 3
T
{
35

27 For the fitchesare not *thrashied® | 5 s e &t

with a thrashing-instrument, neither| e« o
is a eart-wheel turned about upon | & Wi
the cummin; but ‘the fitches are it Vgl

. M
beaten out with a staff, and the cum- | s, = | s |

min with a rod.

28 “Bread-cora is bruised;® hecause | 1 misies
he will not ever he thrashing it, nor| =" ™™
break ¢ with *the wheel of his cart,
nor bruise it with his horsemen.

20 This also ‘cometh forth from
the Lorn of hosts, which is wonder-
ful in counsel, and excellent in work- Lo
ing. [

CHAPTER XXIX. LA

o' Rewry jodpments upan Jerusalem, \—0. The wnsativble. | roons i ey
e of her enemlen 7, & The semlectncss, 013, and deep hypo- | S 1Tt b ke
criny of the Jewa, 13—17. A promiseof sametification b the gnlly, |
i ot

OFE? to Ariel, to Ariel, the' city | oo
where David dwelt! add ye year 'Ziliiiy
B Foe i3 Uh sy

to year; let them kill" sacrifices. | e e |

2 Yet'I will distress Ariel, and|
there shall be heaviness and SOTTOW: | ‘e ™
and” it shall be unto me as Ariel® |Gk

3 And I will “camp against thee < xarn
round about, and will lay siege TN LAk

PEIEEN TERTY
L,

against thee with o mount, and | iy
will raise forts against thee,

4 And‘thou shalt be brought down,
aud shalt speak out of the ground, | =i e
and thy speech shall be low out of | Fassriis

the dust, and thy voice shall be, as | hannanna
(748) !

fam wrane
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i
Hiek
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Tt e | devouring fire.
. “| 7 And ‘*the multitude of all the
nations that fight against Ariel, even
“"lall that fight against her and her
munition, and ‘that distress her, shall
be "as a dream of a night-vision.
poboiaes ) 8 Teshall even be®*as when an hun-
s noais | 1Y man dreameth, and, behold, he
eateth; but he awaketh, and his soul
il 1. empty: or as when a thirsty man
dreameth, and, behold, he, drinketh;
|but he awaketh, and, *behold, ke is
T faint, and his soul hath appetite: so
i i shall the multitude of all the nations
o be that fight against mount Zion.
9 7 Stay yourselves, Zand wonder;
Iegerlery' ye out, and ery: fthey are
Syt | drunken,” but not with wine; they
stagger, but not with strong' drink.
10 For "the Lono hath poured out
upon you the spirit of deep sleep, and
“hath closed your eyes: the prophets
S (and your rulers,” ‘the seers, hath he
e | covered.
e 1] And the vision of all” is become
10 They wre Just =

o umto you as the words of a "book

gl L e

wetuname *that is sealed, which men deliver to

ol e bty o &
|| s mi™ | one that is learned, saying, Read this,
| vl :

weitit s | T pray thee: and lie saith, T cannot;

e | )
s, | 10T it & sealed.

Linlesmn - yo 4 the book® is delivered to

(L Ty : .
w----umil him that is not learned, saying, Read

i "t " this, T pray thee: and he saith, “T am

wlievaman
wiine T2t ot learned.

| B 135 Wherefore theLonn'said, For-
asmuch as this people draw near me

| iz
3 e AR, 0
ke 33 L 41

5 ek e fum
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i

o the b amd . |
Forved 1hs farms 2|

religion. mille thay . G 3 T
-|| st e with their mouth, and with their lips

raains do honour me, but have removed their
il gk
PRt heart far from me, and *their fear™ to-
i i ward me is taught by the precept of
-y OIS

et | TR

“";I;'._.;’:‘--7'-_'-I=x 14 Therefore, behold, <T will pro-
{eced® to do a marvellous work among
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THE MARGIN MOVES TO THE CENTER

The people threatened for

this people, eren amarvellous work :md i

awonder; 'for the wisdom of theirwi

ing of their prudaml: men shall be hid. |’
"15 Woe unto them that *scek lleep
to hide their counsel from the Loxb,
and® their works are in the dark, and |
they say, “Who seeth us? and who
knoweth us?
16 Surely' ‘your turning of t]lil!gs

upside down shall be Eutl'_‘i!ll]ed

the potter's clay: for shall the work! i

say of him that made it, He made me|
not? for shall the thing framed say|

e
of him that framed it, He had no 'SiSiG
1 There  chall

urull..ﬂat:llullllg'l

17 ¥ Ir it not *yet a very little
while and ‘Lebanon® shall be “turned
into a fruitful field, and ‘the fruitful
field shall be esteemed as a forest?

18 And in that day shall ‘the deaf |
hear the words of the book, and the
eyes of the blind shall see out of
obseurity, and out of darkness.

19 The "meek also shall increase®
their joy in the Lorn, and "the poor s

among men shall *rejoice in the Holy |"i:

One of Israel.
20 For *the terrible one is brought

to nought, and ?the scorner is con-|"

sumed, "and all that watelh® for ini-
quity are cut off:

21 That *‘make a man® an offender
for a word, and lay a snare for him
that reproy eth in the gate, "and turnI
aside the just for a thllll" of nought.

22 Therefore thus salth the me,

who® redeemed Abraham, concuminn' o

the house of Jacob,® “Jacob shall llul.
now be ashamed, neither shall his face |
now wax pale.

23 But when he seeth his children,
the® work of mine hands, in the midst
of him, they shall sanetify my name.
and sanctify the IToly One of Jacob,
and shall *fear the God of Isracl.

24 Th(-y "also that erred in 5‘-[1iri1‘.

shall come”to understanding,and they "

that murmured shall learn doetrine.

CHAPTER XXX.

The prophet thradoncth the people fior their eonfifence in Epopt,
17, and contempt of Goal's wond, 8—17,  Guds wereies towerd
his churek, 1855 God's weath, and the people’s fo i the des-
trmetion of dmyria, 3T—33.

OE to “the rebellious children,
saith the Lonrp, *that take coun-

sy seel o e
1 -

ISATAH, XXX

their confidence in Fgypt.

wwsmnenn | sel, but not of me; and that “cover

whyid :‘.‘..‘.::?.:."..‘!.] w |t]1 a cov enng, lmt not of my § Spirit,
e )

| il that they may “add sin to sin:

| fonse 2 That “walk to go down into

| rrme i stepins

| R Egypt, “and have not "asked at my
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7."“.;':..".1 I“,..""‘-:. wuas. the strength of Pharach, and to trust
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Sh L S in “the shadow of hg\'pt'

3 Therefore shall *the strength of
Pharaoh be your shame, aml the
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v o o l:.'.'"".:" = people that could not profit them, nor
e | S be an help nor profit, but a shame,
|
e W0 IS and also a reproach.
mnamen s | D0 T b 6 The *burden of the *heasts of
B Al LS Balld® md .

the south:® *into the land of trouble
and anguish, from whenee come the
young and old lion, "the viper and
fiery flying serpent, they will carry
their “riches upon the shoulders of

LTS
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| e 40T, by o
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ot 3058, It

e | 0200 voung asses, and their treasures upon
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et | e i | the bunches of camels, to a people
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that shall not profit them.
7 For 'the Egyptians shall he

in

tattien Hrohatimatnssm fi .
Pt A | vain, and to no purpose: therefore
The commrwrthont 1o | o, e dat
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e ‘.i.’?’.‘.il::"?’r have I t:‘ril’:'(l CO]]G,‘('I‘!‘\]II;;“, this, *Their
M‘.:‘,I.‘?;:“:.m:‘..;z m»:::-‘:: srl:rgns't.l\lv s to 5|:: _sl‘ill. .
e | Now go, "write it before them
:-;—_")-_-_-_'-:l--mu-m.u |ina table,® and note it in a book,
oo S ’,’:.".’f.u".'-'.‘ *= that it may be for the’ time to come
wenien | fOT ever and ever;
50 That =this é& a rebellious peaple,
|[“lying children, children that *will
m” twt ]u:.lr the law of the Lonrn:
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Oue of Israel to cease from before us.
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et 13 Therefore this iniquity shall be

to you ‘as a breach ready to fall,
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EXPOSING THE LETTERPRESS GRID
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ORTOLIE

MATERIAAL VOOR
VLOEREN - PUIEN
SCHIOORSTEENMANTELS

LES MOTS EN
LIBERTE FUTURISTES:
LETTRE D'UNE JOLIE FEMME
A UN MONSIEUR PASSEISTE
Poem, 1912. Author: F. T.
Marinetti. In this Futurist
poem, Marinetti attacked the
conventions of poetry and the
restrictions imposed by the
mechanical grid of letterpress.
The rectilinear pressures of

the grid are nonetheless evident
in the composed work.

MERZ-MATINEEN Poster,
1923. Designer: El Lissitzky.
The Russian Constructivist
artist and designer traveled
extensively in Europe in the
1920s, where he collaborated
with other members of the
international avantgarde,
including the Dadaist Kurt
Schwitters. This precisely
assembled poster for a Dada
event is organized and activated
by the rectilinear grid of
letterpress.

FORTOLIET Postcard, 1925.
Designer: Piet Zwart.
Collection of Elaine

Lustig Cohen. The Dutch
graphic designer Piet Zwart was
influenced by the De Stijl
movement as well as
Constructivism. In the visual
identity he created for Fortoliet,
a flooring company, Zwart
built monumental letters out of

typographic rules.



DIVIDING SPACE

In the nineteenth century, the multi-columned, multimedia pages of news-
papers and magazines challenged the supremacy of the book and its insular
edge, making way for new typologies of the grid. By questioning the
protective function of the frame, modern artists and designers unleashed the
grid as a flexible, critical, and systematic tool. Avant-garde artists and poets
attacked the barriers between art and everyday life, creating new objects and
practices that merged with urban experience.

Leading the assault against print’s traditional syntax was F. T. Marinetti,
who established the Futurist movement in 1909. Marinetti devised poems
that combined different styles and sizes of type and allowed lines of text to
span multiple rows. Marinetti’s ingenius manipulations of the printing
process work against—but inside—the constraints of letterpress, exposing
the technological grid even while trying to overturn it. Dada artists and poets
performed similar typographic experiments, using letterpress printing as well as
collage, montage, and various forms of photomechanical reproduction.

Constructivism, which originated in the Soviet Union at the end of the
19108, built on Futurist and Dada typography, bringing a more rational
approach to the attack on typographic tradition. El Lissitzky employed the
elements of the print shop to emphasize the mechanics of letterpress, using
printer’s rules to make the technological matrix actively and physically
present. Constructivism used rules to divide space, throwing its symmetry
into a new kind of balance. The page was no longer a fixed, hierarchical
window through which content might be viewed, but an expanse that could
be mapped and articulated, a space extending beyond the edge.

For Dutch artists and designers, the grid was a gateway to the infinite.
The paintings of Piet Mondrian, their abstract surfaces crossed by vertical
and horizontal lines, suggest the expansion of the grid beyond the limits of
the canvas. Theo van Doesburg, Piet Zwart, and other members of the Dutch
De Stijl group applied this idea to design and typography. Converting the
curves and angles of the alphabet into perpendicular systems, they forced
the letter through the mesh of the grid. Like the Constructivists, they used
vertical and horizontal bars to structure the surface of the page.

Typography is mostly an act of dividing a limited surface. —WILLI BAUMEISTER, 1923
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MANIFESTO FOR A NEW TYPOGRAPHIC ORDER

der direktor

The new typography not only contests the classical “framework”
but also the whole principle of symmetry. —PAUL RENNER, 1931
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das bauhaus in dessau
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DAS BAUHAUS IN DESSAU
Letterhead, 1924. Designer:
Herbert Bayer. Collection of
Elaine Lustig Cohen. Herbert
Bayer’s letterheads for the
Bauhaus are manifestos for a
new typographic order. Rather
than provide a decorative frame
or a centered title, Bayer treated
the entire page as a surface to be
divided. Points, short hatches,
and lines of type indicate axes
for folding the sheet and
positioning text. This letterhead
also promotes Bayer’s idea that
all letters should be lowercase,

a point expounded in small
print across the bottom.



Jan Tschichold’s book The New Typography, published in Germany in
1928, took ideas from Futurism, Constructivism, and De Stijl and conveyed
them as practical advice for commercial printers and designers. Functionally
zoned letterheads using standard paper sizes were central to Tschichold’s
practical application of modernism. Whereas Futurism and Dada had
aggressively attacked convention, Tschichold advocated design as a means of
discipline and order, and he began to theorize the grid as a modular system

based on standard measures.

By describing the expansion of space in all directions, the modern grid
slipped past the classical frame of the page. Similarly, modern architecture
had displaced the centered facades of classical building with broken planes,
modular elements, and continuous ribbons of windows. The protective
frame became a continuous field.

THE NEW TYPOGRAPHY Tschichold’s diagram of good and bad magazine design
Diagram, 1928 advocates staggering images in relation to content instead of
(redrawn). Designer and forcing text to wrap around blocks moored at the center of
author: Jan Tschichold the page. Explaining this experiment, Tschichold wrote that

his redesigned pages would be even more effective if the photo-
graphic halftones (called “blocks”) were produced in fixed
rather than arbitrary sizes.

I have intentionally shown blocks of different and “accidental” widths,
since this is what usually has to be contended with (although in the
future, with standard block-sizes, it will happen less often).

—JAN TSCHICHOLD, 1928
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FLEXIBLE RULES
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ZAHN-NOPPER Store identity,
1961-63. Designer: Anton
Stankowski. This identity
system demonstrates a
programmatic approach to
design, using a limited set of
elements to construct diverse yet
genetically linked solutions.
The system is governed by
flexible rules for construction
rather than a fixed logotype.



Classics of Swiss design
theory include Josef Miiller-
Brockmann, Grid Systems in
Graphic Design (Switzerland:
Ram Publications, 1996;

first published in 1961) and
The Graphic Artist and His
Design Problems (Switzerland:
Arthur Niggli Ltd., 1961);
and Karl Gerstner, Designing
Programmes (Switzerland:
Arthur Niggli, 1964). See also
Emil Ruder, Typography (New
York: Hastings House, 1981;
first published in 1967).

GRID AS PROGRAM

During the post-World War II period, graphic designers in Switzerland
honed ideas from the New Typography into a total design methodology.

It was at this time that the term grid (Raster) became commonly applied

to page layout. Max Bill, Karl Gerstner, Josef Miiller-Brockmann, Emil Ruder,
and others were practitioners and theorists of a new rationalism that aimed
to catalyze an honest and democratic society. Rejecting the artistic clichés

of self expression and raw intuition, they aspired to what Ruder called “a
cool and fascinating beauty.”

Gerstner’s book Designing Programmes (1904) is a manifesto for systems-
oriented design. Gerstner defined a design “programme” as a set of rules for
constructing a range of visual solutions. Connecting his methodology with
the new field of computer programming, Gerstner presented examples of
computer-generated patterns that were made by mathematically describing
visual elements and combining them according to simple rules.

Expanding on the pioneering ideas of Bayer, Tschichold, Renner, and
other designers of the avant garde, the Swiss rationalists rejected the
centuries-old model of the page-as-frame in favor of a continuous
architectural space. Whereas a traditional book would have placed captions,
commentary, and folios within a protective margin, the rationalist grid cut
the page into multiple columns, each bearing equal weight within the whole,
suggesting an indefinite progression outward. Pictures were cropped to fit
the modules of the grid, yielding shapes of unusual proportion.
Constructing ever more elaborate grids, the Swiss designers used the
confines of a repeated structure to generate variation and surprise. Such
grids could be activated in numerous ways within a single publication,
always referring back to the root structure.

This approach, which quickly became known as “Swiss design,” found
adherents (and detractors) around the world. Many American designers
dismissed Swiss rationalism as irrelevant to a society driven by pop culture
and hungry for rapidly transforming styles. Programmatic thinking is now
being revived, however, as designers today confront large-scale information
projects. The need is greater than ever for flexible “programs” designed to
accommodate dynamic bodies of content.

The typographic grid is a proportional regulator for composition, tables, pictures, etc....
The difficulty is: to find the balance, the maximum of conformity to a rule with the maximum
of freedom. Or: the maximum of constants with the greatest possible variability.”

—KARL GERSTNER, 1961
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IMAGES FIT THE COLUMNS OF THE PAGE

W, Dagargutats

2 Mehrfamilienhiuser Im Doldertal Zhwich

Bilvipainlary der Bifcie e Rashs sy W v sr-moets 3c-
Bags T 4 Wiheibins, aien Andeanay Sar Sa8aiducs s die
Ir——umlum‘ ki

Wartng gubinl ek ok mal Wik Duch g bidups bogmaces Bonsen-
sadl [H] 4101, desih e Elnmrirappe von der Termaass seeipibes.
1 paidan

mmﬁﬂu—.mm‘m

Teakninche Durckbbiasg
drgl, Torbakiere Doty

m e — el
B progruman L1 inl ss sl meoder, e \‘-nlplnﬂd.ln-':
Fapas siwwl wln mipich sl s Flagesesssery pa CBarl

Urviem, sokalaiisiet Wibemm, Estasishuny o

-
Spidulen. Ko Fasander alod
OW\:II-D-__M
[ ey [

A
Eiaint s Helr =it
oy ey Runwen aina

166 | THINKING WITH TYPE

morder: Bdalgal [wwase: Iil-l.lm
" L L

ain wfgne Wl il A beries Famia:

Inﬂhl—n. mu—mumumm
P i W

ﬂi&hm&nht—hﬁu Hbsrsen wd o Kardarl




M Teiwrsckl won Sudwrtl =0 Fegang v Gankge

15 den Kichan wisd Steivsssgeisiier, sorvechiswiis Lok, i
far Dl Tenmsers, siimarl met weliee) Wseorkbmen, G
Toappantitle wad Peoesis Besirhan wiwlals ovs Temnios (Tolls
arhge Plathes, Setai b Bad gegoasen e geecki®rl Caw Bbme
it e TN sl e Sochal i @il s seas, Sarighiasims Pl
bt {10]. Dis M3den dar At ied il hebgries Lischwus
Iyl Wan by Gipieniptd 3 EheHER Alaran, K
ahariah In Kickes, Bidern sl Abaien. Dis Wilsds dor T S5
A Lairmturte puiricren, sl Ausashms dermiges L0 dan Wikt
e ] Glages ik an mt Grurncpiy s el RS LT
ader Bligrbamyrich ol Sic¥teapminsgl. b1 den Ak Varie-
dwd de' Wiade b= Maliksratraition w1 Specplalies [t
T )

Im Treppanbasas Axssarmind it faapel, mit Dlwse gruirckes,
rrtes ® rrenpes plnan mil Ripals g
siricnmn; dor Husdiae? b Liess, (m Teser weivs smaliel. Feune
nbrvan: Diae baleies n sller Risees doi Wakrooges b =
Tetariar, 3 EW sokhan Sonlelerplaiien. Axsibiliung Se Bdder owl
Wieni Orbass des Haden ju s Wekesagem § o' /il Badwanes,
Bodsl e Puei Linbon WD Dur Sabgel e l:u u-w---rui::

[T fLicsl 0o dai GasicHl

e B e
Wi o b den Wb Dt m, pasdadl ger Aubwacilinch is Cheom-

Fichyi - Siu bibbet i, Mybinchuneh, A fbefiian in Aharrhol, (-
rischa Dyespinang: Dims wf lo alls Wohs- nd Sakashiomer.
Gimprn, Wavee, Alnker wee indisiie,

miazine

:-.:Hn M-!TMH- wee Hagrr O 8 Golos, Tasmral-
skruike g4t Daemsricraler Favgrwien 15 Heces Bees. D Ous-
b o, Asplitssiunbaadiel betmgeac 18 Eesbades. g
o meksoien P B 1508 TR e pre Hewt sfew Hale im
Fagters par BiliHe gewibet Ole gurchnibeitiicen Buaastsy Fer
s Wabndmrtes I8 Zirich, chon basidaar Auiban, letrages
W bin AEMagwncan pra i urbasles Asames. [} Weid ~ Fi 1T
-1

Aeibakiasher Autbes

T Soniguslia de Blcks srgfct wirarwile abre clew Senad-
aniagh und walt Eataine i deren plaFiests Sulbailed gheil Dus
e g e Chbiasie: e Fless Reosriamets 868 et
Samun Taea] wird durers ook Lasbhis des Besbdipats vam Tamain
e gk g8 TurOchamless dus Dachorichosie praaht. D

rorEsess 1es Waarnis® ordd Webdenanes sfwibl b de rias.
Bubean Gaderamg batis wialfach ackelg wielslencs Wltoa [N |
widdlGh i preises Addecdewsy e Aechisiskighet e
i CHe Evga s gateills pans b Shag hal sina freis Fotn e kil g

I der Nwrserisrws] Ton Becleiee o tied bt
sirs dum Matnral chards Spw anin
o crgarissne sl guplagte EROBELME T

bt alpabeniong il Farbgateng: Aubbin wine e Bty &
et pekaichen Bhiter wad Farbe: Dostpaly wsiasar Drurd ol |
Fatar, vl of Baiaap e

L Farbs

£ aird il patdert (Beigs, rans, Falilaa, rev Rrsamiere

Lisgrai wid veraibid wak d e b= L
pirukiae dun Dtbgrsihosne frials w38 Brsty In do Hivtaraade
umhimguwm-lmﬂm-ﬂ-

-

DIE NEUE ARCHITEKTUR/
THE NEW ARCHITECTURE
Book, 1940. Designer: Max Bill.
Author: Max Roth. Photograph:
Dan Meyers.
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Designed by Max Bill in 1940, this book is
considered the first use of a systematic modular
grid. Each image is sized to fit the column
structure—as Jan Tschichold had predicted in
1928—Hfilling one, two, or three zones.
Acknowledging the originality of its layout,

the author credits Bill as “the creator of the
typographical structure of the book.”
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ELEMENTS RESPOND TO CONTEXT
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PROGRAMME ENTWERFEN
(DESIGNING PROGRAMMES)
Book, 1964. Designer and
author: Karl Gerstner.
Publisher: Arthur Niggli.
Photograph: Dan Meyers.
Karl Gerstner’s book Designing
Programmes is a design theory
classic whose relevance has been
renewed in the age of networked
media. Shown here is Gerstner’s
identity for Boite & Musique
(Music Box), in which a system
of elements changes in response
to its context.
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GRID AS TABLE

Tables and graphs are a variant of the typographic grid. A table consists of
vertical columns and horizontal rows, each cell occupied by data. A graph is
a line mapped along the x and y axes of a grid, each dimension representing
a variable (such as time and stock value, shown below). As explained by
Edward Tufte, the leading critic and theorist of information design, tables
and graphs allow relationships among numbers to be perceived and rapidly
compared by the eye. In tables and graphs, the grid is a cognitive tool.

Tables are a central aspect of web design. The table feature was
incorporated into HTML code in 1995 so that web authors could present
tabular data. Graphic designers, eager to give shape to the web’s wide and
flacid text bodies, quickly devised unauthorized uses for the HTMmL table,
transforming this tool for representing data into nothing more, nor less,
than a typographic grid. Designers have used the table feature to control the
placement of images and captions and to build margins, gutters, and
multicolumn screens. Designers also use tables to combine multiple styles
of alignment—such as flush left and flush right—within a document, and
to construct elegantly numbered and bulleted lists.
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CLMBING KILIMANJARO
(BELOW) Interactive
information graphic, 2007.
Graphics director: Steve
Duenes/NYTimes.com.
Courtesy of the New York
Times. This interactive three-
dimensional travelogue traces
Tom Bissell’'s harrowing
climb to the top of Mount
Kilimanjaro. The fever graph
plots the distance Bissell
traveled in relation to the
changing elevation. The
graphic coordinates his path
with photographs shot along
the way and an ongoing
account of Bissell’s rising
heart rate and plummeting
oxygenation level.



On the aesthetics and ethics
of information design, see
Edward Tufte, Envisioning
Information (Cheshire, Conn.:
Graphics Press, 1990).

On designing accessible
websites, see Jeffrey Zeldman
with Ethan Marcotte, Designing
with Web Standards, third
edition (Berkeley, CA: New
Riders, 2009) and Patrick
Lynch and Sarah Horton, Web
Style Guide: Basic Design
Principles for Creating Web Sites
(New Haven: Yale University
Press, 2001). See also the site
www.webstyleguide.com.

MicA.Epu Website, 2004.
Designers: Carton Donofrio
Partners. Publisher: Maryland
Institute College of Art.
HTML tables, with their borders
gently expressed, are an element
of this neatly gridded webpage.
Here, the table element is used
not as a secret grid but as a
structure for organizing content
in columns and rows.

By creating cells that span multiple columns and rows, designers build
layout structures that bear little relation to the logically ordered fields of a
data chart. A master table typically establishes areas for navigation, content,
and site identity, and each region contains a smaller table—or tables—inside
itself. Grids propagate inside of grids.

Advocates of web standards reject such workarounds as spurious and
unethical design tactics. Visually driven, illogical layout tables can cause
problems for sight-impaired users, who implement various devices to
translate digital pages into sound, cell by cell, row by row. Assistive screen
readers “linearize” digital text into a stream of spoken words. Accessibility
experts encourage web designers to “think in linear terms” wherever
possible, and to make sure their tables make sense when read in a
continuous sequence. Accessible websites also consider the needs of users
working with older software or text-only browsers. Linear thinking helps not
only sight-impaired audiences but also the users of mobile devices, where
space is tight.
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HTML, the mark-up system that allowed the Internet to become a global
mass medium, is the virtual counterpart to letterpress, which mechanized
the production of the book and cleared the ground for a world culture of
print. Like letterpress, HTML is a text-hungry medium that can be coaxed,
with some resistance, to display images.

HTML coexists with other languages on the web, just as alternative
technologies appeared alongside letterpress. Lithography, invented for the
manufacture of images in the eighteenth century, soon incorporated words
in addition to pictures, just as letterpress made space in its mechanical
grid for woodcuts, engravings, and photographic halftone blocks. In the
twentieth century, lithography replaced letterpress as the world’s dominant
printing method; used with digital or photographic typesetting, it conveys
text and pictures with equal comfort.

Lithography is not governed by grids as relentlessly as letterpress; neither
is Flash, the animation software that became a common web-design tool at
the turn of the twentieth century. Flash was originally designed for the
creation of vector-based cartoons. Although Flash’s primary purpose was
pictorial, designers were soon using it to construct the interfaces of entire
websites. The Flash sites that became, in the late 199o0s, icons of a new web
aesthetic were more cinematic than typographic, often featuring a painterly
mix of word and image. They were soon supplanted by template-driven sites
built dynamically by content management systems. In such sites, elements
are placed via CSS (Cascading Style Sheets); the resulting designs have a
structured appearance that is predictable over time.

.GRAPHIC DESIGNI?] CONCENTRATE

FROW

FEED THE LITTLE CHOPPER
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transparent gil

Hand-coding HTML is as slow
and deliberate as setting
metal type. Empty table cells
are used to define areas of
open space, but HTML makes
these collapse if the cells are
truly empty, causing the grid
to implode. The transparent
images that often fill these
spaces are virtual equivalents
to the blank spacing material

of metal type.

THE CHOPPING BLOCK
Website (detail), 2004.
Designers: Thomas Romer,
Jason Hillyer, Charles
Michelet, Robert Reed, and
Matthew Richmond/The
Chopping Block. This website
reprises the design of early
twentieth-century fruit-crate
labels, which were produced as
lithographic prints that merge
text and image. The webpage is
animated, loading elements
over time.



UNIFORM BOXES OF CONTENT
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JOSHUADAVIS.coM Website, 2009. Designer: Joshua Davis. In
this template-driven site, elements are automatically arranged in a
uniform grid.
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RETURN TO UNIVERSALS

William Gibson’s 1984 novel Neuromancer envisions cyberspace as a vast
ethereal grid. Gibson’s data cowboy leaves behind the “meat” of his
body and drifts off into a “transparent 3d chessboard extending to infinity.”

In Gibson’s novel, this chessboard grid is projected on an internal surface of

the mind, bound by no screen or window.

The grid as infinite space—defying edges and dominated by the mind
rather than the body—is a powerful instrument within modernist theory,
where it is a form both rational and sublime. In the early twentieth century,

avant-garde designers exposed the grid in order to dramatize the mechanical

conditions of print. After World War II, Swiss designers built a total design
methodology around the grid, infusing it with ideological intentions. The

grid was their key to a universal language. With the postmodern turn toward

historical, vernacular, and popular sources in the 1970s and 1980s, many
designers rejected the rationalist grid as a quaint artifact of Switzerland’s
own orderly society.

The rise of the Internet has rekindled interest in universal design
thinking. The web was invented in the early 199os (in Switzerland) to let
scientists and researchers share documents created with different software
applications. Its inventor, Tim Berners-Lee, never guessed that the web
would become a design-driven medium connecting vast numbers of
differently abled and divergently motivated people around the globe.

Universal design systems can no longer be dismissed as the irrelevant
musings of a small, localized design community. A second modernism has
emerged, reinvigorating the utopian search for universal forms that marked
the birth of design as a discourse and a discipline nearly a century earlier.
Against the opacity and singularity of unique visual expressions—grounded
in regional preferences and private obsessions—ideas of commonality,
transparency, and openness are being reborn as information seeks once
again to shed its physical body.

To produce designs that are objectively informative is primarily
a socio-cultural task. —JOSEF MULLER-BROCKMANN, 1961
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On the invention of the

web, see Tim Berners-Lee,
Weaving the Web (New York:
HarperCollins, 1999). For a
contemporary account of
universal design thinking,
see William Lidwell, Kritina
Holden, and Jill Butler,
Universal Principles of Design
(Gloucester, Mass.: Rockport
Publishers, 2003). See also
William Gibson, Neuromancer
(New York: Ace Books, 1984).



GRID AS NAVIGATION

WWW.SANDBERG.NL

Website, 2003. Designer:
Luna Maurer. Publisher:
Sandberg Institute. The grid is
a navigation device that warps
and changes as the user rolls
over it. The vertical axis
represents departments in the
school, and the horizontal axis
represents types of program
information. As the user passes
over the grid, cells fill with light
and appear to lift away from
the screen, indicating the
availability of information at
that intersection.
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GOLDEN SECTION

No book about typography would be complete
without a discussion of the golden section, a ratio
(relationship between two numbers) that has been
used in Western art and architecture for more
than two thousand years. The formula for the
golden sectionisa:b=>b: (a+h).

This means that the smaller of two
elements (such as the shorter side of a rectangle)
relates to the larger element in the same way that
the larger element relates to the two parts
combined. In other words, side a is to side b as
side b is to the sum of both sides. Expressed
numerically, the ratio for the golden section
is1:1.618.
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The golden section, which
appears in nature as well as in
art and design, has many
surprising properties. For
example, when you remove a
square from a golden
rectangle, the remainder is
another golden rectangle, a
process that can be infinitely
repeated to create a spiral.

Some graphic designers are fascinated with

the golden section and use it to create various
grids and page formats—indeed, entire books
have been written on the subject. Other designers
believe that the golden section is no more valid as
a basis for deriving sizes and proportions than
other methods, such as beginning from standard
industrial paper sizes, or dividing surfaces into
halves or squares, or simply picking whole-
number page formats and making logical
divisions within them.



A:B=B:(A+B)

|A grid can be simple or complex, specific or generic, tightly defined o
oosely interpreted. Typographic grids are all about control. They
lestablish a system for arranging content within the space of page|
screen, or built environment. Designed in response to the internal
pressures of content (text, image, data) and the outer edge or frame
(page, screen, window), an effective grid is not a rigid formula but
flexible and resilient structure, a skeleton that moves in concert with the
uscular mass of content. Grids belong to the technological framework
f typography, from the concrete modularity of letterpress to the
jubiquitous rulers, guides, and coordinate systems of graphic:
hpplications. Although software generates illusions of smooth curves
nd continuous tones, every digital image or mark is constructed—|
ultimately—from a grid of neatly bounded blocks. The ubiquitous
anguage of the gui (graphical user interface) creates a gridded space ir|
hich windows overlay windows. In addition to their place in the
background of design production, grids have become explicit theoretical
ools. Avant-garde designers in the 1910s and 1920s exposed the
imechanical grid of letterpress, bringing it to the polemical surface of the
page. In Switzerland after World War I1, graphic designers built a total
Wesign methodology around the typographic grid, hoping to build fron|
fit a new and rational social order. The grid has evolved across centuries
f typographic evolution. For graphic designers, grids are carefull
honed intellectual devices, infused with ideology and ambition, and the;
are the inescapable mesh that filters, at some level of resolution, nearl,
levery system of writing and reproduction. A grid can be simple o
omplex, specific or generic, tightly defined or loosely interpreted
Typographic grids are all about control. They establish a system fo
farranging content within the space of page, screen, or built environment,
[Designed in response to the internal pressures of content (text, image,
{data) and the outer edge or frame (page, screen, window), an effectiv
rid is not a rigid formula but a flexible and resilient structure,
keleton that moves in concert with the muscular mass of content. Grid:
[elong to the technological framework of typography, from the concret
imodularity of letterpress to the ubiquitous rulers, guides, and coordinat
systems of graphics applications. Although software generates illusions
£ smooth curves and continuous tones, every digital image or mark i
constructed—ultimately—from a grid of neatly bounded blocks. Th
jubiquitous language of the gui (graphical user interface) creates
lgridded space in which windows overlay windows. In addition to thei

A grid can be simple or complex, specific or generic, tightly defined or]
loosely interpreted. Typographic grids are all about control. They|
establish a system for arranging content within the space of page, screen|
or built environment. Designed in response to the internal pressures of
content (text, image, data) and the outer edge or frame (page, screen,|
window), an effective grid is not a rigid formula but a flexible and|
resilient structure, a skeleton that moves in concert with the muscular|
mass of content. Grids belong to the technological framework o
typography, from the concrete modularity of letterpress to the ubiquitous|
rulers, guides, and coordinate systems of graphics applications,
Although software generates illusions of smooth curves and continuous|
tones, every digital image or mark is constructed—ultimately—from a|
grid of neatly bounded blocks. The ubiquitous language of the gui|
(graphical user interface) creates a gridded space in which windows|
overlay windows. In addition to their place in the background of design|
production, grids have become explicit theoretical tools. Avant-garde|
designers in the 1910s and 19205 exposed the mechanical grid of
letterpress, bringing it to the polemical surface of the page. In|
Switzerland after World War 11, graphic designers built a total design|
‘methodology around the typographic grid, hoping to build from it a new|
and rational social order. The grid has evolved across centuries o
typographic evolution. For graphic designers, grids are carefully honed|
intellectual devices, infused with ideology and ambition, and they are the|
inescapable mesh that filters, at some level of resolution, nearly every|
system of writing and reproduction. A grid can be simple or complex,
specific or generic, tightly defined or loosely interpreted. Typographic|
grids are all about control. They establish a system for arranging content]
within the space of page, screen, or built environment. Designed in|
response to the internal pressures of content (text, image, data) and the|
outer edge or frame (page, screen, window), an effective grid is not al
rigid formula but a flexible and resilient structure, a skeleton that moves|
in concert with the muscular mass of content. Grids belong to the|
technological framework of typography, from the concrete modularity o
letterpress to the ubiquitous rulers, guides, and coordinate systems of
graphics applications. Although software generates illusions of smooth|
curves and continuous tones, every digital image or mark is|
constructed—ultimately—from a grid of neatly bounded blocks. Thel
ubiquitous language of the gui (graphical user interface) creates a
gridded space in which windows overlay windows. In addition to theit]

Golden rectangle of text on
8.5 x 11-inch page (U.S. standard)

Commercial printers generally
prefer to work with pages trimmed
to even measures rather than with
obscure fractions. However,

you can float golden rectangles
within a page of any trim size.

For a more detailed account of
design and the golden section,
see Kimberly Elam, Geometry

of Design (New York: Princeton
Architectural Press, 2001).

For an emphasis on applying
the golden section to typography,
see John Kane, A Type Primer
(London: Laurence King, 2002).

Golden rectangle of text on
A4 page (European standard, 210 x 297 mm)

0, global navigation
. subcontent
local main
and
nav content .
links

It may well be absurd to base a website on the golden section,

but here, nonetheless, is a design for one. This wire frame diagram
describes a webpage that is 500 x 809 pixels. The “golden screen”
is then divided with squares and golden rectangles.
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SINGLE-COLUMN GRID

|A grid can be simple or complex, specific or generic, tightly defined or loosely interpreted.
[Typographic grids are all about control. They establish a system for arranging content within the
'space of page, screen, or built environment. Designed in response to the internal pressures of
content (text, image, data) and the outer edge or frame (page, screen, window), an effective grid|
lis not a rigid formula but a flexible and resilient structure, a skeleton that moves in concert with|
lthe muscular mass of content. Grids belong to the technological framework of typography, from
lthe concrete modularity of letterpress to the ubiquitous rulers, guides, and coordinate systems o
lgraphics applications. Although software generates illusions of smooth curves and continuous
ltones, every digital image or mark is constructed—ultimately—from a grid of neatly bounded|
blocks. The ubiquitous language of the gui (graphical user interface) creates a gridded space in|
which windows overlay windows. In addition to their place in the background of design
[production, grids have become explicit theoretical tools. Avant-garde designers in the 1910s and|
19205 exposed the mechanical grid of letterpress, bringing it to the polemical surface of the page.|
In Switzerland after World War I1, graphic designers built a total design methodology around the|
ltypographic grid, hoping to build from it a new and rational social order. The grid has evolved
lacross centuries of typographic evolution. For graphic designers, grids are carefully honed|
lintellectual devices, infused with ideology and ambition, and they are the inescapable mesh that|
filters, at some level of resolution, nearly every system of writing and reproduction. A grid can
lbe simple or complex, specific or generic, tightly defined or loosely interpreted. Typographic|
lgrids are all about control. They establish a system for arranging content within the space of
Ipage, screen, or built environment. Designed in response to the internal pressures of content|
(text, image, data) and the outer edge or frame (page, screen, window), an effective grid is not al
rigid formula but a flexible and resilient structure, a skeleton that moves in concert with the|
muscular mass of content. Grids belong to the technological framework of typography, from the|
lconcrete modularity of letterpress to the ubiquitous rulers, guides, and coordinate systems o
lgraphics applications. Although software generates illusions of smooth curves and continuous
ltones, every digital image or mark is constructed—ultimately—from a grid of neatly bounded|
blocks. The ubiquitous language of the gui (graphical user interface) creates a gridded space in|
which windows overlay windows. In addition to their place in the background of design
[production, grids have become explicit theoretical tools. Avant-garde designers in the 1910s and|
19205 exposed the mechanical grid of letterpress, bringing it to the polemical surface of the page.|
In Switzerland after World War I1, graphic designers built a total design methodology around the|
ltypographic grid, hoping to build from it a new and rational social order. The grid has evolved
lacross centuries of typographic evolution. For graphic designers, grids are carefully honed|
lintellectual devices, infused with ideology and ambition, and they are the inescapable mesh that|
filters, at some level of resolution, nearly every system of writing and reproduction. A grid can
lbe simple or complex, specific or generic, tightly defined or loosely interpreted. Typographic|
lgrids are all about control. They establish a system for arranging content within the space of
Ipage, screen, or built environment. Designed in response to the internal pressures of content|
(text, image, data) and the outer edge or frame (page, screen, window), an effective grid is not al
rigid formula but a flexible and resilient structure, a skeleton that moves in concert with the|
muscular mass of content. Grids belong to the technological framework of typography, from the|

This standard, 8.5 x 11-inch page has even margins
all the way around. It is a highly economical, but
not very interesting, design.

Every time you open a new document in a page
layout program, you are prompted to create a
grid. The simplest grid consists of a single
column of text surounded by margins.

By asking for page dimensions and margin
widths from the outset, layout programs
encourage you to design your page from the
outside in. (The text column is the space left
over when the margins have been subtracted.)
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A grid can be simple or complex, specific or generic, tightly defined or loosely interpreted|
Typographic grids are all about control. They establish a system for arranging content withir
the space of page, screen, or built environment. Designed in response to the internal
pressures of content (text, image, data) and the outer edge or frame (page, screen, window),
an effective grid is not a rigid formula but a flexible and resilient structure, a skeleton tha
moves in concert with the muscular mass of content. Grids belong to the technological
framework of typography, from the concrete modularity of letterpress to the ubiquitous
rulers, guides, and coordinate systems of graphics applications. Although software generate:
illusions of smooth curves and continuous tones, every digital image or mark is constructed—|
ultimately—from a grid of neatly bounded blocks. The ubiquitous language of the gu
(graphical user interface) creates a gridded space in which windows overlay windows. I
addition to their place in the background of design production, grids have become explici
theoretical tools. Avant-garde designers in the 1910s and 19205 exposed the mechanical grid|
of letterpress, bringing it to the polemical surface of the page. In Switzerland after World Wan
11, graphic designers built a total design methodology around the typographic grid, hoping t¢
build from it a new and rational social order. The grid has evolved across centuries of
typographic evolution. For graphic designers, grids are carefully honed intellectual devices,
infused with ideology and ambition, and they are the inescapable mesh that filters, at somef
level of resolution, nearly every system of writing and reproduction. A grid can be simple o
complex, specific or generic, tightly defined or loosely interpreted. Typographic grids are all
about control. They establish a system for arranging content within the space of page, screen,
or built environment. Designed in response to the internal pressures of content (text, image,
data) and the outer edge or frame (page, screen, window), an effective grid is not a rigid
formula but a flexible and resilient structure, a skeleton that moves in concert with thef
muscular mass of content. Grids belong to the technological framework of typography, fro
the concrete modularity of letterpress to the ubiquitous rulers, guides, and coordinatd
systems of graphics applications. Although software generates illusions of smooth curves and|
continuous tones, every digital image or mark is constructed—ultimately—from a grid of
neatly bounded blocks. The ubiquitous language of the gui (graphical user interface) create

a gridded space in which windows overlay windows. In addition to their place in thd
background of design production, grids have become explicit theoretical tools. Avant-gardd
designers in the 19105 and 19208 exposed the mechanical grid of letterpress, bringing it t

This page is an inch shorter than a standard
U.S. letter. The text block is a square, leaving
margins of varying dimension.

Alternatively, you can design your page

from the inside out, by setting your margins
to zero and then positioning guidelines and
text boxes on a blank page. This allows you
to experiment with the margins and columns
rather than making a commitment as soon
as you open a new document. You can add
guidelines to a master page after they meet
your satisfaction.
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A grid can e simple or complex, specific or generic, tightly defined or loosely interpreted.|
Typographic grids are all about control. They establish a system for arranging content within|
the space of page, screen, or built environment, Designed in response to the internal
pressures of content (text, image, data) and the outer edge or frame (page, screen, window),
an effective grid is not a rigid formula but a flexible and resilient structure, a skeleton that|
moves in concert with the muscular mass of content. Grids belong to the technological|
framework of typography, from the concrete modularity of letterpress to the ubiquitous|
rulers, guides, and coordinate systems of graphics applications. Although software generates|
illusions of smooth curves and continuous tones, every digital image or mark s constructed—
ultimately—from a grid of neatly bounded blocks. The ubiquitous language of the guil
(graphical user interface) creates a gridded space in which windows overlay windows. In
addition to their place in the background of design production, grids have become explicit
theoretical tools. Avant-garde designers in the 1910s and 1920s exposed the mechanical grid|
of letterpress, bringing it to the polemical surface of the page. In Switzerland after World War
11, graphic designers built a total design methodology around the typographic grid, hoping tol
build from it a new and rational social order. The grid has evolved across centuries of
typographic evolution. For graphic designers, grids are carefully honed intellectual devices,
infused with ideology and ambition, and they are the inescapable mesh that filters, at some|
level of resolution, nearly every system of writing and reproduction. A grid can be simple or
complex, specific or generic, tightly defined or loosely interpreted. Typographic grids are all
about control. They establish a system for arranging content within the space of page, screen,|
or built environment. Designed in response to the internal pressures of content (text, image,
data) and the outer edge or frame (page, screen, window), an effective grid is not a rigid|
formula but a flexible and resilient structure, a skeleton that moves in concert with the|
‘muscular mass of content. Grids belong to the technological framework of typography, from
the concrete modularity of letterpress to the ubiquitous rulers, guides, and coordinate|
systems of graphics applications. Although software generates illusions of smooth curves and
continuous tones, every digital image or mark is constructed—ultimately—from a grid o
neatly bounded blocks. The ubiquitous language of the gui (graphical user interface) creates
a gridded space in which windows overlay windows. In addition to their place in the
background of design production, grids have become explicit theoretical tools. Avant-garde|
designers in the 1910s and 1920s exposed the mechanical grid of letterpress, bringing it to|
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A grid can be simple or complex, specific or generic, tightly defined or loosely interpreted.
Typographic grids are all about control. They establish a system for arranging content within
the space of page, screen, or built environment. Designed in response to the internal
pressures of content (text, image, data) and the outer edge or frame (page, screen, window),
an effective grid is not a rigid formula but a flexible and resilient structure, a skeleton that
moves in concert with the muscular mass of content. Grids belong to the technological
framework of typography, from the concrete modularity of letterpress to the ubiquitous
rulers, guides, and coordinate systems of graphics applications. Although software generates
illusions of smooth curves and continuous tones, every digital image or mark is
constructed—ultimately—from a grid of neatly bounded blocks. The ubiquitous language of |
the gui (graphical user interface) creates a gridded space in which windows overlay windows.
In addition to their place in the background of design production, grids have become explicit
theoretical tools. Avant-garde designers in the 19105 and 19205 exposed the mechanical grid
of letterpress, bringing it to the polemical surface of the page. In Switzerland after World War
11, graphic designers built a total design methodology around the typographic grid, hoping
to build from it a new and rational social order. The grid has evolved across centuries of|
typographic evolution. For graphic designers, grids are carefully honed intellectual devices,
infused with ideology and ambition, and they are the inescapable mesh that filters, at some
level of resolution, nearly every system of writing and reproduction. A grid can be simple or
complex, specific or generic, tightly defined or loosely interpreted. Typographic grids are all
about control. They establish a system for arranging content within the space of page, screen,
or built environment. Designed in response to the internal pressures of content (text, image,
data) and the outer edge or frame (page, screen, window), an effective grid is not a rigid
formula but a flexible and resilient structure, a skeleton that moves in concert with the
‘muscular mass of content. Grids belong to the technological framework of typography, from
the concrete modularity of letterpress to the ubiquitous rulers, guides, and coordinate
systems of graphics applications. Although software generates illusions of smooth curves
and continuous tones, every digital image or mark is constructed—ultimately—from a grid
of neatly bounded blocks. The ubiquitous language of the gui (graphical user interface)
creates a gridded space in which windows overlay windows. In addition to their place in the
background of design production, grids have become explicit theoretical tools. Avant-garde
designers in the 19105 and 1920s exposed the mechanical grid of letterpress, bringing it to

Books and magazines should be designed
as spreads (facing pages). The two-page
spread, rather than the individual page, is
the main unit of design. Left and right
margins become inside and outside
margins. Page layout programs assume that
the inside margins are the same on both
the left- and right-hand pages, yielding a
symmetrical, mirror-image spread. You are
free, however, to set your own margins and
create an asymmetrical spread.

In this symmetrical double-page spread, the inside
margins are wider than the outside margins,
creating more open space at the spine of the book.
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In this asymmetrical layout, the left margin is
always wider than the right margin, whether it
appears along the inside or outside edge of the page.
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Typograpl
control. They establish a system
for arranging content within the
space of page, screen, or built
environment. Designed in
response to the internal
pressures of content (text, image,
data) and the outer edge or frame
(page, screen, window), an
effective grid is not a rigid
formula but a flexible and
resilient structure, a skeleton that]
moves in concert with the
muscular mass of content. Grids
belong to the technological
framework of typography, from
the concrete modularity of
letterpress to the ubiquitous
rulers, guides, and coordinate
systems of graphics applications.
Although software generates
illusions of smooth curves and
continuous tones, every digital
image or mark is constructed—
ultimately—from a grid of neatly
bounded blocks. The ubiquitous
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There are numerous ways to use a basic column
grid. Here, one column has been reserved for
images and captions, and the others for text.

While single-column grids work well for
simple documents, multicolumn grids provide

In this variation, images and text share

column space.

Grid systems | el e ot Ty Elements
flexible formats for publications that have a - b of varying
complex hierarchy or that integrate text and width are

! 2 ot vt staggered
within the

illustrations. The more columns you create,

the more flexible your grid becomes. B o structure of
You can use the grid to articulate the hierarchy el e the grid.

loftypographic evalution. For

of the publication by creating zones for
different kinds of content. A text or image can
occupy a single column or it can span several.
Not all the space has to be filled.
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A HORIZON STRETCHES ACROSS THE PAGE
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A horizontal band divides a text zone from an

image zone. Elements gravitate toward this line,

which provides an internal structure for the page.

HANG LINE In addition to creating vertical
zones with the columns of the grid, you can

(Grid systems
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also divide the page horizontally. For example,

an area across the top can be reserved for BRI ST S
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images and captions, and body text can “hang’

ey e s o s of
oo e o)

e e, wndowi2n | (e, oven indow o1 e e ko sn | i s b | |t v, w0

from a common line. In architecture, a

e st S s m s bt Bxbi

e oo, G| [ of o i [ ot G| [ ot o s || e, G

horizontal reference point like this is known
as a datum.
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Columns of text hang from a datum,
falling downward with an uneven rag
across the bottom.
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liang Leisalpa
[Schioss),
2090 Meter

Valser Quarzit
Druckfestighkeit:
atwa 217 Wimm®
Rohdichie:

.68 kg/m*
Wasseraulnahme-
kowifiziont:
Masse -% 0,28
Gefriste S1ain-
platten: Sifirken
6,3, 4.7 und 30cm
Toleranz:1 mm
Braiten: 12-30 cm
Léngen: bis 3.20m
Oiber Go.ooa Hm
Fugenbreite:
alwa 2 mm

und verdichtet, wie dies im Betonbau dblich ist. Da der Beton
bei diesem Vorgang die Vor- und Rickspringe der Rickseite
der Steinplattenwand umfliesst, entstand eine vorzigliche
Verzahnung und Verbindung der beiden Materialien Kunststein
(Beton) und Maturstein.
Allerdings konnten die Wande nicht in ihrer ganzen Hahe
auf einmal hintergossen werden. Das musste in Hdhenetappen
von 50 cm erfolgen. Erst wenn der Beton einer Lage eine bestimm-
te Festigkeit arraicht und sich mit dem Mauwerwerk verbunden
hatte, konnte die ndchste Lage von 50 cm dardber betoniert
werden. Eine hfhera Schiittmasse von flissigem Beton hitte
die freistehenden Steinplattenwinde seitlich weggedriickt.
Insgesamt wurden fiir die Winde der Therme 450 m® oder
1300 Tonnen Valser Quarzitplatten zu 3100 m* Wandfléche in
20 Schichten pro m* verarbeitet. Die Linge aller verwendeten
Plattenstreifen zusammen ergibt ein Total von 62.000 Lauf-
rmetarn, was der Strecke von Vals nach Haldenstein entspricht.

Peter Zumthor
Boden Fugen und
Bredten der Moértelmasse
Bahnen:B=100m  EMAGH R 304
Langen: bis 3.20m, BARRA 80 Firma
je Platte zum Teil wer | Eckverbin-
aberam'ineiner  dungen, Schwel-
Stirke von 2 cm len, Srzplanen,
Oberfldchen; Treppenunter-
poliart, gedrisl, sichia und Tritte,
gestockl, ge- Sitze als cingel-
schiiffen in allen na Werksthcke
Maglichkeitan getertigt| minimale
und ginor Fugen-  Toleranzen (welt

braita van 1 mm

uniiar sia-Nonm)
beim Schnaiden
und Vermauarn
der Staing, wie zum
Bedzplel aul Bm
Hiihe weniger als
5 mim Toleranz

Grotten
Trinkstein:
polierte Quader
aufainander-
geschichte Grisse
atwao,5-1m*
Queligrotte;
gebrochener
Stain im Innern
Schwitzsiein:
eingeidrbier und
polierter Baton
Steininzel:
grosstormatige
gespaliane Platten
s 2u 3 m° je
Platte




COLUMNS OF CONTRASTING WIDTH

STEIN UND WASSER,
WINTER 2003|04 Booklet,
2003. Designer: Clemens
Schedler/Biiro fir konkrete
Gestaltung. Publisher: Hotel
Therme, Switzerland. This
publication for a spa in
Switzerland uses a five-column
grid. The main text fills a four-
column block, and the smaller
texts occupy single columns.
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* Suts Béln Bartdk [1B81-1945) and his wark in the context of his hemaland Hungary and his
native city Budapest, whare he livesd for mest of his adule ife

* Cowars the full range of his work fram his warly sxplorations of the falklors of Hungary ta his
Third Plano Concerio compased on his deathibed in the United States

* Brings out the singular nature of his genius and the orlgimslity of his contribution o music
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Seravinaky, Vedi and Wl and collaborated on Decea's 20-volume Mozan Almarac
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= Follows the extraovdinary development of the four self-taught muiiciani from Liverpaal
from their beginnings until the Break-up in 1970

= Exmrmings why the insovative meshc of the Beatles - created, at beast inizlaily, as sphamera -
s remaireed sa durahle

= Corsldert not anly the dally rels | disks but aleo Mudio centaloes, demos,
wnreleased recordings and broadcest performances

= Gty the groug’s evalution sgainst the backdrop of the papular cultwre explosion of the 138604

Allan Kozinm has written muical criticism for the New Fock Times since 1577 and wan ASCAP
mwards for hit work, including the boak Mikcha Eiman and the Bomantic Sipe

‘R well-rounded, readable stoount. Makes 8 convinging case for gutting the Beathes on the
sl Eptwoen Bartdk and Bouler. (The Sunday Timed)

MARGIN AS INTERFACE

PHAIDON: FALL 2003
Catalogue, 2003. Designer:
Hans Dieter Reichert.
Publisher: Phaidon.
Photograph: Dan Meyers. This
catalogue for a book publisher
provides a rational and elegant
structure for displaying hundreds
of different books, each one
presented as a physical object
annotated with documentary
data. The margins act as a
navigational interface for the
catalogue. Divisions occur both
horizontally and vertically.
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Play serves learning though experimentation without
risk. Learning occurs through quick, imprecise actions, conducted
within understood rules of a game, and free from threat or consum-
mation. Play does not use up so much as build.

186 | THINKING WITH TYPE

military-industrial ward of compuling, one
important way (o do 5o i 10 play.

Play Lakes mary forma. For exampla, it can be
individual or social. According lo ane classic

builds iz comman sense. Play's endlessty variatis
series of awkward, exaggomated metions seaks cut
the approximate arena for later devalopment of tryg
compatence.

Thene is much 10 be sabd for play in & medien,
Ita medium is defined by 15 aordances and con-
straints, then learning consisis of explaring thess
properties. Experimentathon is especially usedul for
becoming familiar with constrairts: we leam froem ol
mistakes. We must accept that beginning work ina
new medium will be full of selbacks. Thers will alsg

faxonomy, indhidual play [ncludes pursull of sensa-
fions, sawrcise of motor apparatus and experimenta-
tiam with highar mental powers. This manial play
Tncludes exercise of attention, emaotian and will
Atlention play includes tests of memoryg imagination,
fecus and reason. On the other hand, secinl play
includes fighling and rivalry, loving and courtship,
imitation and slatus secking, Imitative play includes
mvnments, dowmin, behwdoural constructions and
emulation of inner siates. !

Crafts and craff lsaming embrace quite a range
of these playtul forms. Arguably, no producthe
prociss combines 5o many 50 well. Sensation, skilled
mation, attention, invalvement, will — all must be
balanced, and this is the basis for craft as recreation,
Craft learning i & form of imitalive social leaming,
Mevemends ane physical shills taught directly,
whethar by demanstration or coaching. Drama is a
lesser componient here, although it may be undar-
stood in the willful suspenshon of disbelief that allows
participation in an abstract medium, Constructions
are the artifacts, They are the plastic play, the visual
examples, the aperaticnal karning. Finalty the inner
stabe i the pationce, raflactivity and Intend Ihat dis-
tinguish the master,

Play sarves leaming though expedmentation
without risk. Play olten lacks any immodiately chvi-
ous aim other than the pursult of stimulation, but
funclions almost instinclively 1o serae fhe process of
development. Leaming oocurs through quick, impne-
cise actions, conducted within understood mules of a
game, and free from throat or consummation. Play
does nolt use up 50 much as bulld. Gne thing it

2 s Groon, e Py of Mas. l-rhtl-d-n-iﬁuil.l;."

B Torhunous discovenas, however pariicoiodly of
afiprdances, Design s not only imention, bul also
sandgilivity to & medium. Craft cannot be menely in
servica of technkgue, or of inapprapriately conceived
ends. Thie craftsman masi begin to feel something
ahaut the artifacts, and only ceain moves will beel
right,

0 course when it comes bo computaiion, we
all st leam. In a sense, we're all ehildren— the
rditem i Bhad nene And of course, the most et
expers here ae ofien quite young. As all of us lam
ahout this promising new domain, a chain of develop-
menls should be clear: play shapes lsaming; !u,mirg
shapes the mind; mental siruciures shape saltwane;
and saltware data struciures alfond work and play,

Structure and Improvisation
Tha master al play improvises. Conaider the jaze
pinnist. In Ways of the Hand — The Crganization of
Imprevised Conduct (1978), the musician Davd
Sudnow gives us a rara description of otherwise tacit
knowledge in action. Improvising on & plecs takes
much mare talent than simply playing from a nota-
tion ar learning by robe, Sudnow explains, Marsover
improwising beging with a sense of struciune, from
which it builds a cognitive map. For examipbe, the
‘wity In' bo an arpeggio is mentally mapped. The
structune of the keyboard presems a physical mag of
a chaord, which may be modified in countless werys by
physical moves, One could play the adjacent keys, jor
example, ar-ong could franslate by any arbilrary infer-
val. Ona could transpose or invert, One could change
1he order in which the notes were played, or the

T —



tempa, of thi atiack and decay. Of eourss one could
substilube dominant, major and minor chonds.
Sudnow arguees thal because 1hese variations
are sequences of physical positions, they are lamad
as actie skills no longer necessary 1o be undarstood
at & mental lpvel, Each becomas a handbul, That the
hand gets a hold of & varistson on & chord is indicat-
od by abserved bendencies fo start into particular
sequances with certain fingers on certain keys, The
manoauvie |5 known by the hand, and the mind only
masps the way in. The ability 1o madify the run nole by
e — which would requine conacious attention —
onky coames later, Even withou! atbentive intellectual
pusdance, hvwever, the naiural lendency of The hand
Is not to ropand itsolf, mon in & senies of Ngural repeli-
liens. Thus ance & sutficient repertoine of runs is
leamed, this tendency inhemently ensures a richnass
lo the sound. The hand searches its terrifory for
saquences, which process replaces a fafhfulness to

Miskiubn McCubimpn m
L1

e sme pitches as tho first, the doubled back
and went fast again, but over differsnt pitches..
Thaes weee innumenble varistians possible;
leahing af ‘structure’ in this way and come
spanding to various continuity practices, ways
of the hand vare cultrvatod that were suitod 1o
the performance of such manceuvres._
Traneposttion of such & figura 1o a new seg-
menl and cormeed repatition with mspect to
pitch, without slowing it down or slowing down
pans of it imvatved coping with the bapography
of the berrain by Ihe hand as & negotialive
oipan with various potentials and limdations, *

Althoaigh jaze is ihe obwvious case, it is hardly alane,
Improvisation plays  rali in many contemparary
practices, and in many troditional crafts. Faw of these
mmm; singular instrumenl as the
paang; fow are able 10 turn so much aver to The
harels, but all involve playful response fo o struchuns,
For sxample, of indusirial design, Herbert Read ingist-
ed that “Art implies vadues mene various than thess
delermined by practical necessity” * As a modemist
and industrialist, he felt admiration for Bundamental
structural laws, such as the golden saction alss
admired by his contemparary Le Carbusier. He was
convincod, hawever, that metrical iregulanilies based
on a geveming structure, ralher than slavish sdher-
enco bo the faws in their precision, was the basis for
pleaswrable expression. He cited Ruskin's ling 1hat
AN beautiful lnes arg drawn under mathematical
laws arganically fransgrossed.” * He hald that this
was tha case even in the useful (induslrial) arts,
Consider the case of processing a digital pho-

the score. and thal mahkes jazz, For axamplo:
Thix e PLan eoul N warous ofher wiys
only 'essantially related to the preceding min.
Say the first stared siow and went up fast, then
doubled back and went fast again, while the sec-
ond staried slewly and came back down through

The natural tendency of the hand is not to repeat itself,
even in a series of figural repetitions. Thus once a sufficient reper-
toire of runs is learned, this tendency inherently ensures a richness
to the sound. The hand searches its territory for sequences, which
process replaces a faithfulness to the score, and that makes jazz.

tograph. The makeup of the raster image file, the van
oS lone scabe and fifiration operators, provides a
wery cloar strughum in which o work bul demands ne
particular onder of operation. The complex
microstructure of the sampled pixels pravides a sub-

[ T al.
Haraard Lnivery by Prom, 1831, £
The Mncghn of fecndoen! Db

OVERLAPPING WINDOWS

IF/THEN PLAY:

DESIGN IMPLICATIONS

OF NEW MEDIA Book, 1999.
Designers: Mevis and

Van Deursen. Editor: Jan
Abrams. Publisher:
Netherlands Design Institute.
Photograph: Dan Meyers.

In this book about new media,
a two-column grid contains the
main body of text. The pull
quotes, FUnnIng across two
columns, are framed in thinly
ruled boxes that suggest the
overlapping “windows” on a
computer screen. The top
margin, which resembles the
tool bar in a browser, provides
an interface to the book.
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CUTS IN A SOLID WALL
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FORM + ZWECK 27
Journal, 1996. Designers:
Cyan, Berlin. In the pages of
this experimental journal,
compact columns of justified
text are pushed to the outer
margins. By marking
paragraphs with symbols rather
than indents and line breaks,
the designers have maximized
the density of the text field.
Running heads, page numbers,
and images are narrow channels
cut into a solid wall of text.
Footnotes are also treated as
Jjustified blocks, turned 9o
degrees against the grain of the
page.
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RATIONAL AND SUSTAINABLE GRIDS
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SUBTRACTION Website, 2008. Designer: Khoi Vinh. While
countless websites are divided into three or more columns, a fully
functioning grid should allow some components to “break the

grid” by crossing over multiple columns within a content area. The
generous swaths of white space in Vinh'’s webpages free the eye from
relentless clutter while emphasizing the underlying grid structure.
Vinh sometimes uses a grid as a background image to check
alignments as he works.
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NPR.ORG Website, 2009-10.
Designer: NPR staff (Darren
Mauro, Jennifer Sharp,

Callie Neylan, David Wright,
Brian Ingles, K. Libner, Scott
Stroud). The web design process
typically begins with designing
a grid and wire frames that
describe typical pages. The
visual details, such as type
choice, hierarchy, and styling of
navigation elements, are added
later. The site has eight page
templates, each designed for a
different editorial situation.



THE NEW REPUBLIC Online
magazine, 2009. The home
page of this online magazine
uses a three-column grid to
provide readers with direct links
to a vast quantity of editorial
content. Opinion sections

each have their own logotypes,
designed to reflect the literary
tone of the overall brand.

DIRECT ACCESS TO CONTENT
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MODULAR GRID

DESIGNING PROGRAMS Grid diagram, 1963 (redrawn).
Designer: Karl Gerstner. Publisher: Arthur Niggli, Zurich.
This square grid consists of six vertical columns and six
horizontal modules, overlayed by grids of one, two, three, and
four units. Vertically, the grid is governed by a 10-pt measure,
which would determine the spacing of type from baseline to
baseline.
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DIVIDING THE PAGE INTO VERTICAL AND HORIZONTAL UNITS

Grid SyStem: Grid systems
/< grd can be simple o camplex, specific or gendric, gty defined or A grid can be simple d cdmpler, specific or & grid can be simple d cmplex, specific or
oosely gfaphic grids are all sboft crtrol. They establish generic, tightly defined orloosely interpreted. |  generic, tightly defined or|loosely inerpreted.
la system for arrang; within the space f page, screen, or built Typographic grids are hll gbout control. They Typographic grids are hll 4bout control. They
environment. Designel in| response to the internal pressures of content establish a system for prranging content within lestablish a system for prranging content within
((text, image, data) and |the|outer edge or frame (page| screen, window), the space of page, scregn, pr built environment. the space of page, screen, jor built environment.
lan effective grid is not/a rigid formula but a flexiple 4nd resilient structure, Designed in response fo the internal pressures |  |Designed in response fo the internal pressures
fa skeleton that moves {n concert with the muscular rass of content. Grids of content (text, image| data) and the outer edge lof content (text, image| data) and the outer edge
belong to the ica| framework of typ from the concrete or frame (page, screen] wihdow), an effective | or frame (page, screen] window), an effctive
modularity of letterpres t the ubiquitous rulers] gujdes, and coordinate grid is not a rigid fornjul]but a flexible and erid is not  rigid fornfulabut a fexible and
lsystems of graphics Although softwhre penerates illusions resilient structure, a skelefon that moves in resilient structure, a skelefon that moves in
f smooth curves and tones, every digital image or mark i it tent, i! tent,
I 2 rid of nealy bpunkied blocks. The Grids belong to the framework of | _|Grids belong to the framework of
fubiquitous Fanguage of tht gut (graphical user iferfice) creates a gridded ypography, from the doncfete modularity of | [typography, from the condrete modularity of
. & | Ispace in which windows operlay windows. In additio to their place in the letterpress to the ubiquitofis rulers, guides, and | [letterpress to the ubiqfiitolis rulers, guides, and
. of design production, grids have bechmd explicit theoretical coordinate systems of raphics applications. coordinate systems of graphics applications.
0ols. Avant-garde desigmeps in the 1910s and 19305 pxposed the grid of Although software gerlerafes illusions of smooth|  |Although software gerferales illusions of
letterpress, bringing itfo the polemical surface of thi page. In Switzerland curves and continuon torjes, every digital image| [smooth curves and tones, every
lafter World War 11, graphif designers built a total dedign methodology or mark is construc Itimatel agrid |digital image or mark fis cpnstructed—
laround the typographif grid, hoping to build froth it/a new and rational of neatly bounded blogks. [The ubiquitous ultimately—from a grid of neatly bounded
lsocial order. The grid has ¢volved across centurie of|typographic evolution. language of the gui (gfapHfical user interface) blocks. The ubiquitous larjguage of the gui
For graphic designers,grids are carefully honed ftelectual devices, creates a gridded spact in|which windows (graphical user interfafe) freates  gridded
linfused with ideology and they arel the ‘mesh thatl overlay windows. In addition to their place in space in which windoys dverlay windows. In
ffilters, at some level of resplution, nearly every system of writing and the of design rids have| |addition to their place|in the of
design production, grils Have become explicit
. i —" [ovogarhic
forcompositon, e, e, k[t S o componton, e, e, . 15 foe compsiton ables, pctures, eIt 3 fo compasito. abes, picuses, . 11 .
This modular grid has four columns and four rows. Endless variations are possible.

An image or a text block can occupy one or more
modules.

A modular grid has consistent horizontal
divisions from top to bottom in addition to
vertical divisions from left to right. These
modules govern the placement and cropping
of pictures as well as text. In the 1950s and
1960s, Swiss graphic designers including
Gerstner, Ruder, and Miiller-Brockmann
devised modular grid systems like the one
shown here.
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OPEN SPACES EXPRESS THE GRID AS MUCH AS SPACES FILLED WITH CONTENT
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TYPOGRAPHY Book, 1967. Designer and
author: Emil Ruder. Publisher: Arthur Niggli,
Zurich. Photograph: Dan Meyers. In this
classic design text, Emil Ruder demonstrates the
use of a modular grid.
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MODULAR GRID

Modular grids are created by positioning
horizontal guidelines in relation to a baseline grid
that governs the whole document. Baseline grids
serve to anchor all (or nearly all) layout elements
to a common rhythm. Create a baseline grid by
choosing the typesize and leading of your text,
such as 10-pt Scala Pro with 12 pts leading
(10/12). Avoid auto leading so that you can work
with whole numbers that multiply and divide
cleanly. Use this line space increment to set the
baseline grid in your document preferences.
Adjust the top or bottom page margin to absorb
any space left over by the baseline grid.

Determine the number of horizontal page
units in relation to the numer of lines in your
baseline grid. Count how many lines fit in a full
column of text and then choose a number that
divides evenly into the line count to create
horizontal page divisions. A column with forty-
two lines of text divides neatly into seven
horizontal modules with six lines each. If your
line count is not neatly divisible, adjust the top
and/or bottom page margins to absorb the
leftover lines.

To style headlines, captions, and other
elements, choose line spacing that works with the
baseline grid, such as 18/24 for headlines, 14/18
for subheads, and 8/12 for captions. Web
designers can choose similar increments (1ine
height in CSS) to create style sheets with neatly
coordinated baselines.

Where possible, position all page elements in
relation to the baseline grid. Don’t force it,
though. Sometimes a layout works better when
you override the grid. View the baseline grid
when you want to check the position of elements;
turn it off when it’s distracting.
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BASELINE GRID In InDesign, set the baseline grid in
the Preferences>Grids and Guides window. Create
horizontal divisions in Layout>Create Guides. Make the
horizontal guides correspond to the baselines of the
page’s primary text by choosing a number of rows that
divides evenly into the number of lines in a full column
of text.

nERD ALERT: Working in InDesign, you
can make your text frames automatically
align with the baseline grid. Go to
Object>Text Frame Options>Baseline
Options and choose Leading. If your
leading (line spacing) is 12 pts, the first
baseline will fall 12 pts from the top of
the text frame.

BETTER TEXT FRAMES The first line of the text starts
12 pts from the top of the text frame. In the default
setting, the first line is positioned according to the cap

height.



MAIN HEADLINE

32/48 pt Scala Sans Pro Bold

SUBHEAD
18/24 Scala Sans Pro Italic
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ine grid. erve to anchor all (or nearly all) that works with the baseline grid
lements to a commjon rhythm. such as 18/24 for|headlines, 14/18 for
Create a baseline|grid by choosing subheads, and 8/12 for captions.
the typesize and leading of your text, | |(Web designers can choose similar
such as 1o-pt Scala Pro with 12 pts increments (line height) to create
leading (10/12). Avoid auto leading so| |style sheets with ¢oordinated
that you can work with whole baselines.)
numbers that multiply and divide Where possible, position all page
cleanly. Use this line space increment| |elements in relatipn|to the baseline
to set the baseline grid in your grid. Don't force it, though.
document preferences. Adjust the top| |Sometimes a layout works better
or bottom page margin to absorb any| when you override the grid. View the
space left over by|the baseline grid. baseline grid whein you want to check
Determine the number of the position of elements; turn it off
horizontal page units in relation to when it's distracting
the numer of lings in the baseline InDesign, set the baseline grid in
grid. Count how many lines fit in a the Preferences>Grids and Guides
full column of text and then choose a| window. Create horizontal divisions
number that divides easily into the in Layout>Create IGuides. Make the
divisions. A column|with forty-two baselines of the page’s primary text
lines of text divides neatly into seven | by choosing a number of rows that
horizontal modules with six lines divides evenly intp the number of
each. If your line|count is not neatly | [lines in 3 full column of text.
divisible, adjust the top and/or [Workinglin InDesign, you can make
CAPTION

9/12 Scala Sans Pro Italic

PRIMARY TEXT:
10/12 Scala Pro.
This measure determines

the baseline grid.
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DESIGN LIKE YOU GIVE A DAMN Book, 2006.
Designers: Paul Carlos, Urshula Barbour,
Katharina Seifert, and Farha Khan/Pure + Applied.
Authors: Architecture for Humanity, Kate Stohr,
and Cameron Sinclair. This book design uses a
modular grid to bring order to complex content. Some
pages are dense with body text, captions, and small
images, while others feature full-bleed photography
layered with short statements and hard-hitting
statistics.
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# iving form and patferh to the dvances in 5,000 years,” Fuller brgudd. They were poorly lit,
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; trength. But what f a building could pe suspended, as a sail from a
. ; 3 ast, allowing for greater strendth afd the use of fewer materials?
ed by an g Fuller's thinking led to the dedign df the Dymaxion House,
d small-scale model of which wds firdt exhibited at a Marshall
. =3 Teld’s department store in Chicggo 1 1929, His radical scheme
gis - braced the-principle-ot iemed.o.do. i
b collective action.”| e ki T twas spherical, to make efficierft usq of materials, and clad in
fnaintenance-free aluminum. It Was rfaturally climate controlled and
Hannes Meyer, director of Bauhpus, 1928 to 1930 Walter Gropius, tab apartment blodks orfth , Bertin, 1931 ould be it by a single light sourfe thfough a system of mirrors and
immers. All the mechanicals, wiring) and appliances were built into|
he walls and mast to allow for easy replacement. The house was
uilt two prototypes based on his ideals for exhibition: The immeubles Others would also exper building I50 one of the first examples of self-fufficient (or " ;
illas (1922) and the Maison Citrahan {1922), a play on the automobile | Fomponents, modular systems, and drefabrication, including the s Fuller put it) green design. Wind turbines produced energy. The
ame Citroén. Throughout the ‘2D Ld Corbusier expounded on his French industrial designer & and Frank Lloyd Wright, but 0o collected rainwater. Water-gaving “fog guns” handled washing
e Tora New TNOUSTTTatizet aTgnitedruTe & serfes of erhaps Tone HoTe e AmeTICaTIVentor Tty peoptel.and Futters “packige Tofter waste
" Eul d u
Another early pioneer of prefapricafion and building Fuller arrived on what he ternfed “Fpaceship earth in 1895 Like While the Dymaxion House was ahead of ts time
ystems was the German architefct Witer Gropius. Gropius, who ropius and Le Corbusier, he beievef that mass-manufactured it would be two decades before fullef could find backing to build
ounded the Bauhaus and served as th director from 1919 to 1928, wellings represented the futurd of hbusing. His most lasting full-scale prototype), the concdpt of building with tension rather
bersonified the architect as publc serant and teacher. Throughout Fontribution, however, was his fdrvenf belief in the power of design han compression would becomd cenfral to Fuller's work and
he ‘205 and 305 Gropius experirent¢d with prefabricated wall o improve the human condition [In a bense Fuller, who was known ould eventually lead to his mos} lasting contribution to the field
anels and eventually whole structurds. During his tenure and that of or his eccentric use of marathon lectures (the f humanitarian design: the Fuller's principle
is successors, the Bauhaus bechme h nexus for socially conscious ongest lasted 42 hours and only|recehtly has been fully transcribed), f tensegrity became a staple of fent design, and by extension,
jesign. as the first evangelist of humafitaripn design. bmergency shelter, that endure to this day.
GTOPITS; BTN Wit MaTCET BT{UT, 1 als0 CredTed Wity QesTgning 01727, BTTET ThE UeaT o7 W FIOET daUgnTeT AN The CoMapse oF e Te DymaXIon HOUSE; Tew 0T these €arly Gesigns Tor“factory-
ho ficst slab black This ndu build n is first buisingss. he found himsplf af the adga af Lake M It” housing achisved {aliabilty. E
ecome the model for many futue affordable-housing projects, was suicide. He was alfailufe, “a throw-away.” What xample, Le Corbusier's low-cosk hotfsing for workers in Pessac,
onceived to overcome the cramped, ghtless tenement housing rought him from the brink, he lbter fecounted, was the simple idea car Bordeaus, France, went for eight years after it was
hat had resulted from rampant fand dpeculation at the turn of the hat his experience might ultimafely e somehow useful to his fellow uilt. However, this concept of duced housing would have
entury. The basic plan consisted of phrallel rows of four- to 11-story | human beings. Rather than takirlg hid own lfe, he decided to embark number of lasting implications|for l4w-cost shelter. It prefigured
partment blocks. Each slab wad only one apartment deep with n a lifelong experiment, using Himsdlf as his own best research move away from the crat of bufiding toward the technology of
indows front and back. The slaljs were sited on a “superblock” at ubject. He became “Guinea Pig|B” (fbr Bucky, the world's first test uilding. It ook design out of th realfn of the many and put it in
n angle to the street with spaces between them to | bilot of a “design-science revolufion, | the sole purpose of which was he hands of an educated few. Pdrhaps more important, it negated
low maximurm sunlight into eadh apprtment.” o improve "human livingry,” and he dtarted with the house. he need for a dialogue between the afchitect and the occupant.
w
bymaxion House 8 Housing Actor 1930 Prefabricated houses built for the - oo i
hicago, L., USA £ Ergland Hirsch Copper and Brass Works hina atherine Bauer
Buckminster Fuller inow, Germany. he Yellow River, the second largest
1930-39 Walter Gropius iver in China, floods. Death toll 1934
rought and Dust Storms. stimates range from 850,000 to four National Housing Act of 1934
idwestern and southern plains, USA 1 fnillion. The flooding is followed by SA
Slab apartment blocks on the [amine and outbreaks of disease.
Wannsee shore
Berlin, Germany
Walter Gropius
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EXERCISE: MODULAR GRID

Use a modular grid to arrange a text in as
many ways as you can. By employing just one
size of type and flush left alignment only, you
will construct a typographic hierarchy
exclusively by means of spatial arrangement.
To make the project more complex, begin
adding variables such as weight, size, and
alignment.
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ONE TEXT, ONE TYPEFACE, ONE GRID
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DATA TABLES

The design of charts and graphs is a rich
area of typographic practice. In a data table,
the grid acquires semantic significance.
Columns and rows contain different types of
content that readers can scan and quickly
compare. Designers (and software defaults)
often over-emphasize the linear grid of a
table rather than allowing the typography to
command the page and stake out its own
territory. As columns of text align visually, they
create implied grid lines on the page or screen.

ACCOUNT HAME

TOTAL FOR ACCC

ACCOUNT

[ 101001 | [instructional Supplies | 53,65
[ 101002 | [office Supplies | F45
[ 102004 | [Equipment- Non-Capital | 31,25
| 105002 |Tra\te|—C0nference Feesz | F56
[ 110004 | [Miscellanesus Entertainment | ga
[ 119008 | [Postagershipping-Local Courier | | F21
[ 151108 | [Temp Staft-Contractual | 37
[ 151121 | [Honsraria-Critiszrvis Artist | $1,00
| |DEPARTMENTAL EXPENDITURES | 57,35

TYPE CRIME: DATA PRISON The rules and boxes used in data
tables should illuminate the relationships among data, not trap

each entry inside a heavily guarded cell.

Train No W af af 3| a3l a| a| a| az| a2 as| a| 3| 3| 3
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NEW JERSEY TRANSIT, NORTHEASTERN CORRIDOR TIMETABLE Original schedule with redesign
by Edward Tufte. From Edward Tufte, Envisioning Information (Cheshire, Conn.: Graphics Press,
1990). The original design (top) is organized with heavy horizontal and vertical divisions. Tufte calls
this a “data prison.” His redesign uses the alignment of the typographic elements themselves to express

the table’s underlying structure.
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ORGANIZING INFORMATION
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wugs PERIODIC BREAKFAST TABLE Magazine page (detail),
e 1998. Designer: Catherine Weese. Photography: John
= Halpern. Publisher: Patsy Tarr, 2wice Magazine. This
susea @ chart organizes breakfast cereals by shape and annotates
them according to a dozen characteristics, from fiber content
e @ to price per pound. Visual displays of data allow readers to
S @ quickly compare items. One might observe, for example, that
a froet in breakfast cereals, intensity of sugar is usually accompanied

o OUASER GATS  SCOIUM @ by intensity of color.
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EXERCISE: DATA TABLES

Find a chart from an old science book or other The redesign below eliminates many of the
source and redesign it. Shown at right is a ruled lines, replacing them, where needed, with a
nineteenth-century table documenting an pale tone that unifies the long horizontal rows of
experiment about ants. The old design data. The redesigned chart also replaces most of
emphasizes vertical divisions at the expense of the numerals with dots, a technique that lets the
horizontal ones, and it jumbles together text and  eye visually compare the results without having to
numbers within the table cells. read each numeral separately.
PT IO ecoe XYY
n
14 sece .o .o E
o
Ll
15 . . oo oo g
2
29 cccce coee 2
!
g
CT 02 (XX YY) ecee . >
2
o6 cccee Y a
AL 04 20 o1 02 20 03
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INTOXICATED FRIENDS Data table
from Sir John Lubbock, Ants, Bees,
and Wasps (New York: D. Appleton
and Company, 1893). The author of
this experiment studied how ants
responded upon meeting either
“friends” (members of their own
colony) or “strangers.” In the first
experiment, the friends and strangers
were rendered unconscious with
chloroform. In the second
experiment, the ants were merely
intoxicated. The chloroformed
ants—whether friends or strangers—
were usually taken for dead and
pitched into a moat of water
surrounding the colony. The
intoxicated ants were treated with
more discrimination. Many of the
drunken friends were taken back to
the nest for rehabilitation, whereas
drunken strangers were generally
tossed in the moat. Ants, one might
conclude, should not rely on the
kindness of strangers.

DON’'T RELY ON THE KINDNESS OF STRANGERS

118 BEHAYIOUR TO INTOXICATED FRIENDS.
Talwlar Tiew.—Experiments on Ands wnder
Chloroform and Intoxricated.
CHILOROFORMED ANTS.
Funxns ETIANGERS
To Nest WI:!II Ilu::'l'r:l.l Ta Nest “:Etrur l:\T:I
Bept. 10 + i
14 1 2 2
and brought
out agmin
15 1 1 3 2
and brought
ouL agnin
2n 5 1
Oct, 2 b 1 ]
and bronght
out sgain
G 13 4
1 20 4 H 20 2
ISTOXICATED ANTH
Nov. 20 -] ] & 1
a2 2 i 2 - 8

Do, 1

Jan, 15
17

In theso cases gome of the Ante had partly

following thuy were quite insensible.

recovered ; in

the

7 2 4 [
none brought nll thess
out aguin brought oot
again
16 ] 3 13
nong bronght all thesa
outl again erup:l!r'l, out
agnin
4 3
4 . 3 i
nona brought one bronght
out aguin out again
F1) il 4 ] o
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SPACES AND PUNCTUATION

Writers or clients often supply manuscripts that
employ incorrect dashes or faulty word spacing.
Consult a definitive work such as The Chicago
Manual of Style for a complete guide to punctuation.
The following rules are especially pertinent for
designers.

apostrophes upside down (‘tis instead of ’tis), so
designers must be vigilant and learn the necessary
keystrokes.

ELLIPSES consist of three periods, which can be rendered
with no spaces between them, or with open tracking
(letterspacing), or with word spaces. An ellipsis indicates
an omitted section in a quoted text or...a temporal break.

WORD SPACES are created by the space bar. Use just one
space between sentences or after a comma, colon, or
semicolon. One of the first steps in typesetting a
manuscript is to purge it of all double spaces. Thus the
space bar should not be used to create indents or
otherwise position text on a line. Use tabs instead.
uTML refuses to recognize double spaces altogether.

EN SPACES are wider than word spaces. An en space can
be used to render a more emphatic distance between
elements on a line: for example, to separate a subhead
from the text that immediately follows, or to separate
elements gathered along a single line in a letterhead.

EM DASHES express strong grammatical breaks. An em
dash is one em wide—the width of the point size of the
typeface. In manuscripts, dashes are often represented

with a double hyphen (--); these must be replaced.

EN DASHES serve primarily to connect numbers (1-10).
An en is half the width of an em. Manuscripts rarely
employ en dashes, so the designer needs to supply them.

HYPHENS connect linked words and phrases, and they
break words at the ends of lines. Typesetting programs
break words automatically. Disable auto hyphenation when
working with ragged or centered text; use discretionary
hyphens instead, and only when unavoidable.

DISCRETIONARY HYPHENS, which are inserted manually to
break lines, only appear in the document if they are
needed. (If a text is reflowed in subsequent editing, a
discretionary hyphen will disappear.) Wayward hyphens
often occur in the mid-dle of a line when the typesetter has
inserted a “hard” hyphen instead of a discretionary one.

QUOTATION MARKS have distinct “open” and “closed”
forms, unlike hatch marks, which are straight up and
down. A single close quote also serves as an apostrophe
(“It's Bob's font.”). Prime or hatch marks should only be
used to indicate inches and feet (5'2"). Used incorrectly,
hatches are known as “dumb quotes.” Although computer
operating systems and typesetting programs often include
automatic “smart quote” features, e-mailed, word-
processed, and/or client-supplied text can be riddled with
dumb quotes. Auto smart quote programs often render
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Most typefaces include an ellipsis character, which

presents closely spaced points.

MAC 0S KEYSTROKES These keystrokes listed below are
commonly used in word processing, page layout, and
illustration software. Some fonts do not include a full range
of special characters.

—
—
0 (i

oS & v b h a ® O

DASHES
em dash

en dash

standard hyphen
discretionary hyphen

PUNCTUATION
single open quote

single close quote

double open quote
double close quote
ellipsis

OTHER MARKS
en space

dagger

double dagger
copyright symbol
resister symbol
Euro symbol

fi ligature

fl ligature

accent aigu
accent grave
accent grave
accent grave
cédille

umlaut

umlaut

KEYSTROKES
shift-option-hyphen
option-hyphen
(hyphen key)
command-hyphen

option-]
shift-option-]
option-[
shift-option-[
option-;

option-space bar
option-t
shift-option-7
option-g
option-r
shift-option-2
shift-option-5
shift-option-6
option-e + e
option-~ +e
option-~ +a
option-~ +u
option-c
option-u + u
option-u + o



IGNORING THE RULES OF PUNCTUATION LEADS TO HUMILIATION AND DESPAIR

These interruptions—especially the snide remarks--are killing my buzz.

CRIME: Two hyphens in place of an em dash

Dashes express a break in the flow of a sentence. In a word-processed
document, dashes can be indicated with two hyphens. Em dashes are
required, however, in typesetting. No spaces are used around dashes.

El Lissitzky lived 1890—-1941. Rodchenko lived longer (1891-1956).

CRIME: Hyphen between numbers

An en dash connects two numbers. It means “up to and including,”
not “between.” No spaces are used around en dashes.

It’s okay to be second-best, but never, ever second-best.

CRIME: En dash in hyphenated word

Do not use en dashes where the humble hyphen is required.

In the beginning was...the word... Typography came later.

An ellipsis character is used here in place of separate points.

The periods in an ellipsis can be separated with word spaces, or, as we prefer, they can be
tracked open (letterspaced). Most typefaces include an ellipsis character, whose points are
more tightly spaced. After a sentence, use a period plus an ellipsis (four dots).

She was 5'2" with eyes of blue. "I'm not dumb," she said. "I'm prime."

CRIME: Prime marks (a.k.a. dumb quotes) used in place of quotation marks

The purpose of prime marks, or hatch marks, is to indicate inches
and feet. Their use to mark quotations is a common blight across the
typographic landscape.

“I'm not smart,” he replied. “I'm a quotation mark.”

Unlike prime marks, quotation marks include an opening and closing
character. Single close quotes also serve as apostrophes. Incorrectly used
prime marks must be routed out and destroyed.

Don’t put two spaces between sentences. They leave an ugly gap.

CRIME: Two spaces between sentences

Although writers persist in putting double spaces between sentences
(a habit often learned in high school), all such spaces must be purged
from a manuscript when it is set in type.
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EDITING

Since the onslaught of desktop publishing back in
the dark days of the mid-1980s, graphic designers
have taken on roles formerly occupied by distinct
trades, such as typesetting and mechanical
pasteup. Designers are often expected to be
editors as well. Every project should have a true
editor, a person with the training and disposition
to judge the correctness, accuracy, and consistency
of written content. Neither a project’s author nor
its designer should be its editor, who is rightly a
neutral party between them. If a project team
includes no properly trained editor, try to find one.
If that fails, make sure that someone is responsible
for this crucial role, for the failure to edit carefully
is the source of costly and embarrassing errors.

Editing a text for publication has three basic
phases. Developmental editing addresses broad
issues of the content and the structure of a work;
indeed, it can include judging a work’s fitness for
publication in the first place. Copy editing (also
called line editing or manuscript editing) seeks to
root out redundancies, inconsistencies,
grammatical errors, and other flaws appearing
across the body of the work. The copy editor—who
must study every word and sentence—is not
expected to question the overall meaning or
structure of a work, nor to alter an author’s style,
but rather to refine and correct. Proofreading,
which checks the correctness, consistency, and
flow of designed, typset pages, is the final stage.
Depending on the nature of the project and its
team, each of these phases may go through
several rounds.

ANATOMY OF AN ERROR After a document has
been written, edited, designed, and proofread, a
printer’s proof is created by the printer from the
digital files supplied by the designer. Many
clients (or authors) fail to recognize errors (or
make decisions) until the printer’s proofs are
issued. This luxury has its costs, and someone
will have to pay.

PE’S (PRINTER’S ERRORS) These are errors that can be
assigned to the printer, and they must be corrected at no
expense to the designer or client. A printer’s error is an
obvious and blatant divergence from the digital files and
other instructions provided by the designer and agreed to
by the printer. Printer’s errors are surprisingly rare in the
digital age.

AA’s (AUTHOR’S ALTERATIONS) These are not so rare.
Author’s alterations are changes to the approved text or
layout of the work. If the change originates with the
designer, the designer is responsible. If it originates with
the client or author, she or he is responsible. Keeping
records of each phase of a project’s development is helpful
in assigning blame later. Designers can charge the client a
fee for the aa on top of the printer’s fee, as the designer
must correct the file, print out new hard copy, get the
client’s approval (again), communicate with the printer
(again), and so on. If agreed to in advance, designers can
charge aa fees for any change to an approved document,
even before the printer’s proof is issued.

EA’S (EDITOR’S ALTERATIONS) Errors made by the editor
are the responsibility of the editor’s employer, typically the
client or publisher of the work. Good editors help prevent
everyone’s errors from occurring in the first place.

For more detailed information about the editorial
process, see The Chicago Manual of Style, 15th Edition
(Chicago: University of Chicago Press, 2003).

Manuscript editing, also called copyediting or line editing, requires attention to every word in
a manuscript, a thorough knowledge of the style to be followed, and the ability to make quick,
logical, and defensible decisions. —THE CHICAGO MANUAL OF STYLE, 2003
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TAKE IT SLOW

Only an editor can see beyond a writer’s navel.

No matter how brilliant your prose, an editor will discover errors
in spelling, grammar, consistency, redundancy, and construction.

Writers should not over-format their texts.

The time you spend fiddling with formatting will be spent again by the editor and /or
designer, removing extra keystrokes. Provide flush left copy, in one font, double-spaced.

Some lessons learned in high school are best forgotten.

One of them is dotting your i’s with hearts and smiley faces. The other is leaving two
spaces between sentences. In typesetting, one space only must be left between sentences.

The space bar is not a design tool.

Don't use the space bar to create indents (just key in a single tab), and don’t use extra
spaces to create centered effects or layouts (unless you really are E. E. Cummings).

Every change threatens to introduce new errors.

Each time a file is “corrected,” new errors can appear, from problems with rags, justification,
and page breaks to spelling mistakes, missing words, and botched or incomplete corrections.

Don’t wait for the proofs to seriously examine the typeset text.

Changes made after a printer’s proof has been made (blue line, press proof, or other)
are expensive. They also will slow down your project, which, of course, is already late.

Famous last words: “We’ll catch it in the blue lines.”
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EDITING HARD COPY

—dotote"

delete

}posa trans I

transpose

svt e ame N

stet (“let it stand”)

4

addspace

separate; add space
=
secongrate

add hyphen
o)

left-gver

remove hyphen
M

Dashing-no?

em dash (—)

N
1914-1918
en dash (-)

JAtalic

italic

boldface
boldface

temoye underline

remove underline

EXSE

lowercase

Lase

=
uppercase

Lase
small caps
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Writers, editors, and designers use special symbols to mark changes such
subshiuhn

as-deletin®, fosingirans,jor eer-r-eet-i-nggvords or phrases. If you change

your mind about adeletiort”’ place dots beneath it. Remove a commagby

&
circling it. Add a period with a circled dog If two words run)fogether, insert a

straight line and a space mark)

@;mbine two paragraphs, connect them with a line and note the comment
“run-in” in the margin. (Circling notes prevents the typesetter from confusing

comments with content.)

Insert two short lines to hyphenate a word such as secondzate. When
removing a hyphen, close up the left\zéver space. To replace a hyphen with an
em dash-a symbol that expresses a grammatical brealg-lwrite a tiny m above
the hyphen. If a manuscript indicates dashes with double hyphens--like this--
the typesetter or designer is expected to convert them without being told.

Use an en dash, not a hyphen, to connect two numbers, such as 1914-1918.

In addition to correcting grammar, spelling, punctuation, and clarity of prose,
editors indicate typographic styles such as italic (with an underscore) and
boldface (with a wavy line). Underlining, which is rarely used in formal
ONNPNAS

typography, E_W@@\S \Qraw \\s{'ne \hrough \‘G@pital&tter to
change it to lowercase. underline a letter with three strokes to capitalize it.

Use two underlines to indicate small capitals.

Double-space the manuscript and leave a generous margin to provide room
for comments and corrections. Align the text flush left, ragged right, and

disable automatic hyphenation.
Don't mark manuscripts or proofs

with Post-It notes. They can fall off,
block the text, and make the
document hard to photocopy.



EDITING SOFT COPY

Editing an electronic file and allowing the author to see the changes is
called redlining (also referred to as “editing online”). Basic housekeeping
includes removing all double spaces and converting hatches (a.k.a. "dumb
quotes") to quotation marks and apostrophes (a.k.a. “smart quotes”). The
editor need not point out these changes to the author.

Changes to the structure and wording of the text must be
communicated to the author. A visual convention is needed for showing
deteted and added material. Wordstoberemoved are typically struck out,
and words added or substituted can be underlined, highlighted, or rendered
in color. A line in the margin indicates that a change has been recommended.
[Queries to the author are set off with brackets.]A

Underlining, or striking out; punctuation is visually confusing, so the
editor often strikes out an entire word;orphrase;—or phrase—and types
in the freshly punctuated passage as an addition. To hyphenate a word such
as secondrate second-rate, strike it out and add the hyphenated form. When
converting hyphens to en dashes (1914-18)—or changing double hyphens to
em dashes—the editor simply keys them in. Typographic styles such as italic,
boldface, and small capitals can also be changed directly.

Although redlining is wonderfully fluid and direct, it can be dangerous.
The editor must scrupulously remove all traces of the editing process before
releasing the file for design and typesetting. Potential disasters include words
that are stucktogether, a missing , or a forgotten comment to the author [Are

you out of your mother-loving mind?].

A. Queries to the author can also take the form of footnotes. Identify these notes with
letters, so they are not confused with footnotes that belong to the text.
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PROOFREADING

PROOFREADING takes place afier an edited manuscript has been
designed and typeset. New errrors can appear at any time during the
handling of a document, and old errorsfpreviously unrecognized—
can leap to the eye once the text has beén set in type. The proofreader
corrects gross errors in spelling, grammar, and fact, but avoid A S
changes in style and content. Changes at this stage are not only
expensive}\but they can affect the page design and introduce new
problems.

Proofreading i different task from editing, although the editor
may play a role in it, Z}ong with/\or in addition toAthe author or client.
Althgilgh the designer or typesetter,1 should not be given the role of \1/ /
proof reader, designers must nonetheless inspect their work carefully
for errors before sending it back to the editor, author, or client.

Ce
Pd

2>

oL
~

Mark all corrections in the margin of the proof, and indicate the position
within the text. Don't write between the lines. Many of the same
de e veats

interline symbols are used in proofreading and in copy editing, but proofreaders
use an additional set of flags for marginal notes.

%@(,g

Don't obliterate what is being crossed out and-deleted?4o the typesetter can read it.

Mark all changes on one master proof. If several copies of the proof are
circulated for approval, one person (usually the editor) is responsible for
transferring corrections to a master copy.

Don't give the designer a proof with conflicting or indecisive comments.

TYPES OF proofs Depending on how a project is organized and
produced; some or all of the following proofs may be involved.

Galley proofs are typically supplied in a book-length project. They consist of text
that has been typeset but not paginated and do not yet include illustrations.

Page proofs are broken into pages and include illustrations, page numbers,
running heads, and other details.

// ” Revised proofs include changes that have been recommended b

the proofreader
and input by the designer or typesetter. '\y P \

Printer’s proofs are generated by the printer. At this phase, changes become
increasingly costly, complex, and ill-advised. In theory, one islonlz‘ looElng’for

printers’ errors—not errors in design or verbal style—at this stage. Printer’s
proofs might include blue lines (one color only) and/or color proofs.

1. The designer and typesetter may be the same person. In a design studio, as opposed
to a publishing house, designers are generally responsible for typesetting.
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EDITORIAL CHANGE MARK IN TEXT MARK IN MARGIN

LEARN THE LANGUAGE OF EDITORS

EDITORIAL CHANGE MARK IN TEXT MARK IN MARGIN

E

@ o e

delete -

delete and close up delete and cyose up

mlebitstand-"

let it stand (stet)

text

insert text or character insert/\

run in paragraph ‘w runin

« paragraph

start new paragraph ! start new paragraph

o

insert punctuation inser punctuation )
change punctuation chang{ punctuation 2 /
insert hyphen inser}{qyphen ==

insert parentheses

inse?\parenthesesA )

inse?\en dash
inserNuotes/\

capitalize
o

VORI

insert en or em dash

<& iz S
< iz

insert quotes
capitalize
change to lowercase

change to small caps ~ small caps

[ —————

change to bold bold

laaa!
change to roman ( roman>
wrong font wron

alsleelele

letterspace ( ietterspace )
~

close up clo se up
v

#

%ttc>@

insert space inselfpace
reduce fpace

T——
2
)
#

reduce space

— T @D
ush right | flush right f‘r
fush lefe [ fush left ZT
indent 1 em [[] indent 1 em |

=
o

move to next lline
superscripv

” align vertically

move to next line
superscript

align vertically

align horizontally align horizontally

spell out abbreviation  spell out

A
use ligature (flour)
o’

CIRS

N
P

use ligature

query that cannot be { query )

resolved by proofreader

.
~

Sl

Proofreader’s marks derived from The Chicago
Manual of Style and David Jury, About Face:
Reviving the Rules of Typography (East Sussex:
Rotovision, 2001). Marking conventions do
vary slightly from source to source.
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FREE ADVICE

Think more, design less.

Many desperate acts of design (including gradients, drop shadows, and the gratuitous use
of transparency) are perpetrated in the absence of a strong concept. A good idea provides a
framework for design decisions, guiding the work.

Say more, write less.

Just as designers should avoid filling up space with arbitrary visual effects, writers should
remember that no one loves their words as much as they do.

Spend more, buy less.

Cheap stuff is usually cheap because of how it's made, what it's made of,
and who made it. Buy better quality goods, less often.

May your thoughts be deep and your wounds be shallow.

Always work with a sharp blade. Although graphic design is not a terribly dangerous
occupation, many late-night accidents occur involving dull X-Acto blades. Protect your
printouts from senseless bloodshed.

Density is the new white space.

In an era of exurban sprawl, closely knit neighborhoods have renewed appeal.
So, too, on page and screen, where a rich texture of information can function
better than sparseness and isolation.

Make the shoe fit, not the foot.

Rather than force content into rigid containers, create systems that are flexible and
responsive to the material they are intended to accommodate.

Make it bigger. (Courtesy of Paula Scher)

Amateur typographers make their type too big. The 12-pt default—which looks okay on
the screen—often looks horsey on the page. Experienced designers, however, make their
type too tiny: shown here, 7.5-pt Scala Pro.
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GO HAVE SOME FUN

It is easier to talk than to listen.

Pay attention to your clients, your users, your readers, and your friends.
Your design will get better as you listen to other people.

Design is an art of situations.

Designers respond to a need, a problem, a circumstance, that arises in the world.
The best work is produced in relation to interesting situations—an open-minded
client, a good cause, or great content.

No job is too small.

A graphic designer can set out to change the world one business card at a time—
as long as it is the business card of a really interesting person.

An interface calls attention to itself at its point of failure.

Design helps the systems of daily life run smoothly, letting users and readers ignore
how things are put together. Design should sometimes announce itself in order to shed
light on the system, exposing its construction, identity, personality, and politics.

The idea is the machine that makes the art. (Courtesy of Sol Lewitt)

A powerful concept can drive decisions about color, layout, type choice, format, and so on,
preventing senseless acts of whimsy. (On the other hand, senseless acts of whimsy sometimes
lead to powerful concepts.)

The early bird gets to work before everyone else.

Your best time for thinking could be early in the morning, late at night, or even, in rare
circumstances, during class or between nine and five. Whether your best time is in the
shower, at the gym, or on the train, use it for your hardest thinking.

Build the discourse.

Design is social. It lives in society, it creates society, and it needs a society of its own—
a community of designers committed to advancing and debating our shared hopes and
desires. Read, write, and talk about design whenever you can.

Go forth and reproduce.
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spine 36

spread 179

stacked letters 120, 121

Stankowski, Anton 164

Stankowski, Jochen 68

Stan, Tony 40

steel pen 17

stem 36

Stinson, Graham 135

Stohr, Kate 200

Strals, Nolen 66

Stroud, Scott 192

style guide 134

style sheets 98, 135, 146

sub-pixel 73

superfamily 50

Sutton, Jennifer 137

Swiss design 165, 174

T26 60

table 170

Tankard, Jeremy 50

Tarr, Patsy 109, 205

Template Gothic 31

terminal 36

text numerals 56

The Believer 141

The Chicago Manual of Style 210,
212, 217

The Chopping Block 172

The Clapham Institute 136

The Foundry 28

The New Republic 193

Thesis 50, 51, 54, 125

Times New Roman 125

Tomasula, Steve 116

Tonson, Jacob 114

van Toorn, Jan 129

Tory, Geofroy 16, 17

tracking 104, 105, 125

transitional sans serif 46

transitional type classification 46

Trilogy 50

TrueType 74, 80

Tschichold, Jan 46, 16365, 167

Tufte, Edward 93, 99, 171, 204

Tuscan type style 23

two-column grid 153, 156, 187

Type 180

type classification 45-46

type crimes 38, 41, 42, 52, 54, 58,
104, 112, 113, 120, 127, 132,
204, 211

typeface design 7677

type families 48, 77
Typekit 72
TypeTogether 72
typographer’s quotes 58
Typotheque 72

U nderware 80
Unicode &1

Univers 50, 54, 75
universal alphabet 26
universal design 174
uppercase 36
usability design 97, 98
Usine, Jack 82

Utopia 134

VAG Rounded 31, 54
VanderlLans, Rudy 29
van Rossum, Just 31
Vardell, Betsy 101
Verdana 72

Verlag 52, 55

versal 124

vertical text 120-23
Vinh, Khoi 191

W albaum, Justus Erich 16

Wattanasansanee, Supisa 60

web design 33, 69, 72-73, 93, 98,
100-101, 125-26, 131, 135-37,
144-45,170-72,173,175-77,
191-93, 198

web standards 135, 171

Weese, Catherine 205

Weyers, Justin 142

Whirligigs 61

white space 99, 191

Willen, Bruce 78

Williams, Heather 107

wood type 23

word space 210-11, 213

World Wide Web 72

Wright, David 145, 192

Wright, Frank Lloyd 55

x-height 36-37
Z cldman, Jeffrey 135, 171

Zhang, Lu 118
Zwart, Piet 160-61
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